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PREFACE

ONE OF the important projects that the Sahitya  Akaden has
undertaken is to publish a history of the literature produced in the
languages recognised by it. The history is normally first written n the
language concerned or in English and then translated into other langcua-
ges. When the entire project is complete, onc can obtain a broad
view of the essential unity of Indian literature, which 1s obscured
by difference of language, script and setting. 1t 1s belicved that
this will pave the way for national integration through literature,

As a part of this project, I was entrusted by the Sahitya Akademi
with the task of writing a history of Kannada Literature in Kannada.
I completed the task in 1960 and the book was published in 1965.
A few years ago, the Sahitya Akademi asked me to render 1t into
English with such alterations and additions as [ deemced necessary.

The book was originally written in Kannada according to a
general outline, prepared by the Sahitya Akademi for all the volumes
in the series of Histories of Literature. It was laid down that these
volumes should contain a historical and critical survey ot both old
and modern literature supported by apt illustrations. It should not,
however, be burdened with unnecessary details and lengthy discussions,
as it was meant to serve as an introduction to literary history in the
language concerned for the common reader.

I have attempted in the original book and 1n its rendering into
English to follow the guidelines, laid down by the Sahitya Akademi.
The English rendering is being published here. 1 hope that it will
serve the purpose for which it is meant and will receive wider attention
in India and abroad,

Modern literature i1s continuously growing. New trends and
styles come into vogue. It is but natural that in a literary history
written upto a certain period of time, the survey of modern literature
becomes out-dated and surpassed by later events. It can be brought
up-to-date only when there is an occasion for bringing out a new
edition, That is rather a slow process in respect of such books,
considering the fact that interest in literary histories other than in
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one’s own language has yet to be fostered on a wide scale among the
reading section of the public. I presume that such omissions as
may be found in the survey of modern Kannada Literature in this
book will be properly understood by all concerned.

I am grateful to the authorities of the Sahitya Akademi for
entrusting this work to me, T am indebted to Sri L. S. Seshagiri

Rao for the help he rendered in improving the manner of presentation
in English.

I thank the Wesley Press for the neat printing and nice get-up
of the book.

R. 5. MugaLl

Sri Kamalalaya
95 B. 1. N. Block, Rajajinagar
Bangalore 560 010
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CHAPTER 1

THE ORIGIN AND GROWTH OF KANNADA LANGUAGE

IN the long and rich history of Indian hiterature Kannada can
claim to have a literary tradition, which 1s old, continuous and diverse
in theme and expression. From the very beginning it has not been
immune from influences of Indian culture nor has it been tree from
regional influences. At times its highest utterances have revealed a
beautiful synthesis of Indian and regional elements. An intimate
knowledge of the language and literature of his region should be a
source of inspiration to a Kannadiga. An acquaintance with the same
may prove interesting to Indians and other lovers of hterature the
world over.

Kannada is one of the principal languages of South India. It is
spoken by over twenty million people. Adequate evidence is lacking
to judge its antiquity. And yet there 1s sufficient testimony to show
that Kannada has been in existence for at least two thousand years.
Ptolemy, a Greek geographer and traveller of the 1Ist Century A.D.
has listed place-names, corresponding to Badami, Kalakér:, Mudgal
etc. Some of them are pure Kannada words. ‘Punnata’ indicating
the name of a sub-region of the Kannada country, 1s a Kannada word
and appears as ‘Pounnata’ in Ptolemy. Kannada words are men-
tioned in an anthology of Prakrit verse, compiled by Halardja of 200
A.Dp. Karnitaka and Kuntala, which signify the Kannada country
are referred to more than once in the Mahabharata, Karnita occurs
in Panini’s grammar as Karnadhaka. The word ‘Karunadagan’ meaning
a person belonging to Karnataka i1s used in one of the carliest poetical
works in the Tamil language ascribed to the early Christian era.
There has been much speculation about the origin of the term ‘Karna-
taka’. For example, Karnataka is said to be the Sanskritised form of
Karnadu, the land of the black soil or of Kammitu niddu, meaning
the land of fragrance of flower and sandalwood. To this writer, it
seems to have been derived from Karunadu, i.e. the high or big country.
‘Karnadu’ shrank in course of time into Kannadu and finally into
Kannada, meaning both the language and the land of the people
speaking that language. Later, Kannada became Kanara and finally

3 Kanarese in the speech of the westerner, probably on the analogy of
Portugese.

In the opinion of some scholars, writing in Kannada began in the
1st century A.D. or even earlier. But we have reliable evidence of its
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2 HISTORY OF KANNADA LITERATURE

use from the 5th century A.D. We come across edicts and epigraphs
in Sanskrit or Prakrit found in XKannada country right from the time
of Emperor Aéoka. However, inscriptions in the Kannada script
and language belong to the early centuries of the Christian era. The
earliest edict in Kannada was found in a place called Halmidi and the,
accepted date of this is 500 A.p. Itis clear from this inscription that
Kannada had attained the status of a cultivated language prior to the
5th century and also that it was considerably influenced by Sanskrit.
It contains some forms of older Kannada as well. A large number
of Kannada epigraphs belonging to the 6th and 7th centuries A.p.
have been brought to light. Some of them do have a literary quality.
They contain archaic forms and terms of expression. There is re-
Lable evidence to indicate the existence of Kannada works from the
6th century onwards. The first extant work in Kannada, wz.,
Kavirajamarga was written in 900 Ap. In this work and elsewhere
one finds ample evidence to show the existence of works in Kannada
from 500 A.0. On the whole, it may be said with certainty that
Kannada as a language has been in vogue for the last 2,000 years and
has passed through different stages and grown into a full-fledged
tongue. It has a vast and varied literature of an antiquity of at
least 1,500 years. Even if one were to take into account only the
available material, Kannada literature is a thousand years old.
Kannada belongs to the Dravidian family of languages along with
Tamil, Telugu and Malayalam. AJl these four languages are related to :
each other in respect of some of the essential aspects of grammar and . f
diction, indicating a common origin. ‘They have received nourishment H
from Sanskrit in varying degrees and yet they are not derived from
Sanskrit. What then is the parent of these and similar languages?
According to some, Tamil which is the oldest in the family is the
parent language. Dravida is taken to be a Sanskritised form of Tamil.
But it has been shown that Kannada and other Dravidian languages
contain some words and forms which are more ancient than Tamil.
It is, therefore, better to presume in the present state of our knowledge
that there was a proto-Dravidian language, nearer to Tamil but different
from it, and that Tamil, Kannada and other languages of this group
had their origin in it and branched off later, developing in their own
way and receiving sustenance from Sanskrit to a greater or lesser
extent. |
Kannada is very.close to Tamil among the languages of the Dravi-
dian family. This close relationship becomes more appareut as we
move back from modern to old Kannada. Kannada and Telugu are
not so closely related to each other. Many factors determine the
inter-relation of languages, which originate from the same parent
language. The main factor is, of course, variation in ‘the degree of
intimacy of contact. And this variation itself is due to changing
conditions of time and space, over which no one has any control.
The member of a family, who is the first to depart to a far-oft place
and lead an independent life, ceases to have contact with the rest of the
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THE ORIGIN AND GROWTH OF KANNADA LANGUAGE 3

family and comes under other influences 1n the nuw‘um'irunmunt.
The longer the separation, the lesser 1s the contact with lht.: I'um‘il}r
and the greater is the exposure to other impacts,  From this poimnt
of view, the statement that the very first language to separate from the
common stock was Telugu and that Tamil and Kannada separated
later and Malayalam branched off from "Tapul afterwards ments
serious consideration. Along with it, one has to consider geographical
and political factors as well and understand the nature and extent ot the
contact and influence of languages other than the parent Linguage.
We have no record to determine the form of Kannada atter its separation
from the parent stock. From such evidence as we have, we can only
infer that it was probably an older form of old Kannada, very close to
Tamil. Being a spoken dialect only, it could hardly have contained
any elements of Sanskrit or Prakrit.  Later on, when it was developing
into a written language with a cultivated literary style, 1t nught have
consciously imbibed the influences of Sanskrit and Praknt. Our
knowledge of Kannada actually begins with our study ot direct sources
in the form of inscriptions, disclosing a stage ot its development when
these influences were already at work. Ot what nature 1t was carhier
is only a matter of speculation. We are, however, 111 a position 1o
know from numerous inscriptions and works how Kannada grew and
what changes it underwent in the historical period posterior to the
first available inscription. All this material 15 mostly 1 wrnitten
Kannada. Though we come across some forms of spoken Kannada
in this vast treasute of writing, it must be admtted that we do not
get an account of its variety and progress. Therefore, 1t 15 necessary
to bear in mind that whenever we speak of the growth of Kannada,
or for that matter, of any languagc 1n our country, we mainly refer to
its written records, in which the style 1s more or less literary. It 1s
only in the present period that we are able to understand the nature
of spoken as well written language through hterature. Thus the
present age offers all material for a thorough study of language
dynamism.

We may state some general principles regarding the relationship
between the colloquial form and the cultivated form of language.
The cultivated form develops by imparting a kind of stakility and polish
to the spoken dialect. Sometimes it may become stilted and heavy
but it has its base in the colloquial form of speech. The cultivated
language does not change with the same momentum as the colloquial
language. 'This is all the more so 1n a tradition-loving country like
India. The literary style lags behind with a certain sense of pride
and obstinacy at a time when the colloquial form will have marched
forward. "When the gulf between the two widens, there are bound to
be convulsive reactions in progressive circles, as a result of which
the two are brought together with a vengeance. Gradually a contrary
reaction sets in and they are again separated from each other. Kannada
has not been an exception to these general laws of change. Still,
broadly speaking it is a language which has tried to avoid extremes and
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4 HISTORY OF KANNADA LITERATURE

to strike a balance between tradition and innovation. ‘['he pioneer
writers evolved a cultivated style of writing on the basis of the forms
of speech then current. They were fascinated by the wealth and charm
of Sanskrit. But they did not surrender the genius of Kannada.
In some of their writing the actual performance might have at times
belied their own profession but their vision was clear. As time
rolled on, some of the poets of lesser calibre fell a prey to pedantry
and got lost in the jungle of Sanskrit diction and double entendre,
thus moving far away from the language of everyday life. As a natural
reaction to this excess, some other poets raised aloft the banner of the
people’s language. 'That itself was built as a cultivated, literary form g
without heaviness or unnaturalness attached to it. Nevertheless, it

must be confessed that the difference between the cultivated and

colloquial forms is rather excessive in Kannada as we know it in the

modern period. _

Broadly speaking, Kannada has had two written forms, known as

the old Kannada and new Kannada. Old Kannada was in vogue from
+the Oth to the 12th century A.p. It was followed by new Kannada
which took definite shape in the 12th century though its faint beginning
can be traced to the 11th century. New Kannada did not completely
replace old Kannada. Some works continued to be written in old
Kannada in the 12th, 13th and 14th centuries. It, however, dwindled -
in importance in the 15th and 16th centuries. It revived in the 17th y
and 18th centuries under the patromage of the rulers of Mysore. New |
Kannada came into its own in the 19th and 20th centuries. Even
so, it is not right to divide the history of Kannada language into two
periods, viz. old and new. Itis true that old Kannada alone held the ¥
feld till about the middle of the 12th century. If this period were to
be named after old Kannada, it would mean that it died out at the end
of the period, which is far from true. Besides, certain elements -of
old Kannada with what we call new Kannada were mixed up in diff-
erent proportions so that it would be a wrong agssumption that there
was a China wall separating the two. Old Kannada is known for
compactness and precision. Some of the case~-terminations and con-
jugational endings are peculiar to it. TIts peculiarity does not consist
in this only. Actually a large number of these grammatical features
have persisted in new Kannada with slight modifications. But old
Kannada is different from new Kannada in the way the case-termina-
tions are fused with primary words and in the final forms of the words.
In old Kannada, primary words and forms are by and large consonant-
ending whereas in new Kannada they are vowel-ending. The com-
pactness of old Kannada is heightened by the operation of the rules
of junction (Sandhi rules), which are typical of Kannada grammar as
distinguished from Sanskrit. Different forms are so intertwined with
each other that they very often appear as one form. Not that new
Kannada is free from this kind of fusion. But it is less compact on
account of the vowel-ending primary words. The following are some
" of the other features which distinguish old from new Kannada.

e oY
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- THE ORIGIN AND GROWTH OF KANNADA LANGUAGL 5

0Old Kannada New Kannada

Dissimilar conjuncts Similar conjuncts (Iddanu)
(Irdam)

Words with nunnation Words without nunnation
(Kiandal) (Kadalu)

Use of the ‘p’ phoneme (Pal) Substitution of the "h'-

phoneme  (Halu)

Use of old ‘r’ and old ‘I’ Omission of old 't7 and

(kere -Male) ‘1" (Kcere, Nale)

The formation of verbal forms by appending conjugational endings
to noun-roots is another peculiar feature of old Kannada. For in-
stance, the addition of the sufhx ‘en’ to the noun-root ‘Kesavan’
gives the form ‘Kesavanen’, meaning ‘I am Kesava'.  Simlarly,
‘Piriyarevu’ means ‘We are elders’.

In the opinion of some scholars, Kannada had an carlier stage
than old Kannada, which may be called ‘the carlier old Kannada’,
In the opinion of some others, new Kannada was prececed by another
stage, called ‘nadugannada’ or middle Kannada. According to these
notions, Kannada language has had three stages mits growth. If we
accept as stages carlier Kannada and middle Kannada along with old
and new Kannada, we have to posit four stages in all. It 1s nccessary
to understand what we mean by a stage before we proceed to demarcate
the stages in the development of Kannada as a language. Changes
do take place in a language from time to time. 'The main question 1s
of what nature and magnitude should these changes be to justify
the designation of a stage. It is well-nigh impossible to lay down rules,
that will apply to all languages. But one can set forth some general
principles to serve as guidelines. Changes ina language do not attract
notice as they take place. That a language can be said to have reached
a new stage when the changes invite attention 1s one principle.  But
this is rather general and vague. The questions that arise are, what
manner of changes should attract notice? And whose notice ? When
is the time set for deciding that a stage has been reached? We must
seek answer to these questions. A detailed discussion 1s not nccessary
in the present context. In brief, it is our view that when changes
in a language turn out to be deep and stabilised though varying In
extent, a new stage may be considered to have set in. Then 1t attains
the status of a tradition, acceptable to all. Before this happens, there
is a transitional stage, which looks like a stage but only heralds it.
This is the period of experimental forms. They do not, however,
receive the stamp of general acceptance. Only some of them survive
and strike root. 'Thus the transitional stage is marked by a certain
uncertainty and mix-up of old and new forms. Stability and flux
are inevitable in any language. And yet flux is dominant in the
transitional stage, whereas stability predominates in what may be
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6 HISTORY OF KANNADA LITERATURE

called a settled stage. A kind of movement is visible in changes that
take place before the setting in of the regular stage, creating an aware~
ness of the emergence of a new stage. Actually, however, it will not
be proper to name a stage until change yields to stability.

If this view is correct, old and new Kannada may be taken as the
only two stages of the language, earlier old Kannada and middle
Kannada only marking the transitions. Earlier Kannada is mostly
old Kannada, containing certain forms and features, which old Kannada
shed later. Even they are found only in inscriptions dating from
600 to 800 a.p. No written works of this age have come down to
us. Besides, it has been noted that forms of old Kannada are found
at times interspersed with forms of ecarlier Kannada. A salient
feature of carlier Kannada is the clongation of the vowel in verbal and
nominal forms. It appears to have crept into older Kannada as the
relic of the spoken language of distant past and as a symbol of dignity
in speech. It survived as an experimental feature and disappeared
after some time. In the middle Kannada, change of consonant-
endings to vowel-endings is a harbinger of new Kannada. On the
whole, it may be broadly stated that middle Karnada was to new
Kannada what earlier Kannada was to old Kannada.

Each league, they say, brings a new dialect. The same language
has variations in respect of sound, word and meaning in different
rcgions. 'This is as true of Kannada today as it was in the past.

- Kavirajamarga of the 9th century, tQe first available work on poetics
in Kannada, states that even god Adiéesa of many tongues could not
make out what was correct and what was incorrect among the Kannada

dialects of the time. The regional variations in spoken Kannada have

gone on increasing on account of geographical and political factors.
They have been accentuated by the lack of mutual contact and by the

increasing impact of other languages, mainly on the border. The

Kannada-speaking people, who were united under one- rule, were
broken up after the fall of the Vijayanagar Empire. Kannada language
and culture were orphaned in all parts of Karnataka except inold Mysore.
Having been subject to the excessive influence of other languages on
the border and at times in the interior also, Kannada lost its original
power; in fact, it gradually lost the consciousness of its own genius.
Surprisingly enough, more than one thousand years after Kavirdja-
mdrga was written, even today we hear the talk about many Kannada
dialects in Karnataka. It appears to be truer today than even before.

One feels for a moment that the author of Kavirajamdrga wrote with

prophetic foresight. But fortunately a new outlook dawned on the
Kannada people at the dawn of the present century and as 2 result
of persistent endeavour, Karnitaka has by and large come under one
administration as a part of the Indian nation. The dialects of Kannada
are moving closer as are the Kannada-speaking people. It may not be
too much to hope that in course of time considerable similarity, which
is generally observed today in the written language, will manifest in
the spoken language as well. The children of Karnitaka are like the
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THE ORIGIN AND GROWTH OF KANNADA LANGUAGE 7

disinherited and scattered members of a royal family, whom pro-
vidence has brought together again.

Telugu, Tamil, Kannada and Malayidlam are the mam Languoages
of the Dravidian stock, which have grown from dialects into written
languages. Some other languages of this family remained as diadeets
without further development.  Among these, Tulu, Kodagu, IHavyaka,
Totha, Kota, and Badaga arc considered closer to Inannada than to
other languages. It may well be questioned if they are really dolects
of Kannada. Some of them might have been just regronal virsints of
Kannada. DBut thL'}' did not move unp on the Lidder ol Progres., atid
could not attain to any literary status.  They help m the Jnstorical
study of the oldest forms of Kannada. The Kannadiga of today
cannot, however, fully understand them. A few of them might cven
scemn to be entirely different languages.  Tulu 1s spoken Laroely
South Kanara or Mangalore District of Karndtaka, Kodagu s usedd
in Coorg. Hax yaka is spoken in south and north Kanuara, [t contatns
clear traces of old Kannada. Totha, Kota and Badaga arc spoken by the
original inhabitants of Neelagirt or Qotackmund.  Of these three
dialects, Badaga resembles old Kannada to a great extent. The letters
r and ] which have disappeared from modern Kannada bave survived
in the Badaga dialect in different forms. Itis strange and yettrue that
a dialect called ‘Brahui’, prevalent in Baluchistan in far-off north
western frontier is replete with Dravidian clements.  Scholars are
of opinion that it is closer to Kannada and Tulu than to the other
languages of the family.l If this is confirmed by further rescarch,
Brahui may be regarded as another dialect of Kannada. We have
said before that Kannada was sustained in its growth by Sanskrit and
Prakrit. 'This is not to say that Kannada was devoid of inherent
sustaining vitality. 'Tamil had this vitality and did display it. Kan-
nada also could have developed in its own way but it chose a middle
path. It consisted in retaining the original genius of Kannada and
imbibing at the same time the essence of Sanskrit., Here do we sec a
manifestation of the synthesising or impartial spirit inherent in Kan-
nada culture.

It may be that in early times Kannada accepted the influence of
Sanskrit by sheer necessity and had little choice. A growing language
draws nourishment from another language which has devloped earlier
than itself. Kannada had not grown as strong as Tamil. Besides,
it had little contact with Tamil at the time. At this juncture Sanskrit
came to Kannada like a beacon-light of Aryan culture and lighted its
path. It had a developed vocabulary, ready at hand to meet the de-
mands of religion, philosophy, science and myth, Kannada accepted
it unreservedly. Sanskrit thus helped Kannada to rise to its full
stature. But generally speaking, Kannada did not develop a fascination

l
:

1 Denys Bray: The Brahui Language, Part 11, p. 19 ‘Comparative Phono-
logy thus points to Brahui being closer to Kanarese and Tulu, than to Tamil,
Malayalam and Telugu, closer still to Kurukh and Malto’,
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3 HISTORY OF KANNADA LITERATURRE

for Sanskrit at the cost of its individuality. One of the reasons for
this was its affinity with Prakrit. Just as Sanskrit was ushered in as the
language of Vedic religion, Prakrit was introduced as the vehicle of.
Buddhism and Jainism. Kannada welcomed both. Jainism, in
particular, struck deep roots in the Kannada soil and left its impress
on the political and cultural life of Karnataka. Jain saints and savants
were fully conversant with both Sanskrit nad Prakrit. They loved
Sanskrit and knew it thoroughly but their love never became blind
infatuation. Some of them grew accustomed to reading and writing
religious works in Prakrit. It was an article of faith with them that
religious discourse must be in the language of the people. They had
no traditional weakness for Sanskrit as divine speech and as the sole
vehicle of literary composition. They were fortunate in having kings
who were on their side. As a result of this combination of learning
and authority, Kannada grew with a generailly balanced outlook.
Literature in Kannada started earlier and grew faster than one could
imagine.

In daily usage, Kannada is mostly seli-reliant but it cannot function
without Sanskrit. The word for water, ‘neeru’ is its own but the
word for food, ‘anna’ is Sanskrit. When one does not want a meal,
one needs the Sanskrit ‘Phalahara (light refreshments). After a hard
day’s work, one needs sleep and the word for it is borrowed from

Sanskrit (nidre-nidde). ‘Dévaru, dharma, papa, punya—these and

such other Sanskrit words have beggme part and parcel of Kannada
language. In very early times, Ara (Dharma), Poltu (Kila) Nésar
(Stirya)—words of this type were in vogue in Kannada but they went
out of currency as a result of Sanskritic inftuence. They have re-
mained in old works as relics of a bygone age. The use of Sanskrit
diction in the speech of the unsophisticated people is relatively less
but its influence is deep and abiding. Some of the words, which have
been assimilated in the language of the common man in their original
or corrupt form, are hardly recognisable as Sanskrit. It is note-
worthy that a good number of Sanskrit words have changed their
meaning in Kannada usage. Sometimes in Kannada the word means
something different from or the very opposite of what it means in
Sanskrit. It is possible to account for this semantic change. One
finds that from the very beginning, a certain viewpoint prevailed both
among poets and critics that there should be a limit to borrowing
words and grammatical elements from Sanskrit and even those that
were borrowed must be adapted to the genius of the Kannada language.
Kavirajamarga of 900 A.D. gave the guideline in this respect by laying
down that the words that Kannada borrowed from Sanskrit were to be
termed as Samasamskrta. ‘Samasamskria’ is a significant term,
meaning ‘Sanskrit words which are made “sama’ i.e. processed pro-
perly before they are ushered into Kannada.” It appears that this
rule was in vogue even before Kavirdgjamarga. But this work. laid
it down as a definite directive, which all future poets generally tried
to follow. But a living and growing language cannot be subject to
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THE ORIGIN AND GROWTH OF KANNADA LANGUAGE !

rigid rules. There arc bound to be exceptions to the rule. Adverbial
phrases of Sanskrit, which werc forbidden in Kannada usage without
becoming component parts of compound words, got INto  curreney
as they were. Compounds words, comprising onc Sanskrit element
and one Kannada element, were formerly banned as arisamasas 1.¢.
hostile compounds; but later turned out o be  mutrasamasas ¢,
friendly compounds and were adopted, being sanctficd by usage and
tradition. The Samasamskria viewpoint called for shght changes
in the vowel-ends or consonant-cnds of Sansknit words adapted to
the genius of the Kannada language and made noun-buses. | Y
example, Mila (Maile), Laksmi (Laksmi), Sarayu (Sarayu), Yasas
(yaga, yagassu), Div (Diva), Vidran (Vidwinsa), Sriman (Srimanti),
Pragna (Prasne). This was one way of bringing Sanskrit words imto the
Kannada fold by just slight changes. Another way was to nuke
bigger changes, affecting the entire word n consonance with the Liws
of Kannada phonetics. Words of the first category were styled s
Samasamskrta and of the second category as Apabliramsa or Tadbhata.
Actually Tadbhave words may be treated as examples of an extension
of the principle underlying Samasamskrta. The principle 1s, that
when one language borrows words from another, they have to be
modified if necessary to suit the genius and phonctic character of the
borrowing language. According to this principle, when we modify
Sanskrit words and put on them the stamp of Kannada, they become
Tadbhavas. They may be called Apablhiramséa or corrupt words from the
point of view of Sanskrit but they are Tadbhavas or modifications
from the standpoint of Kannada. These tadbhavas were so natura-
lised in Kannada diction that grammarians and pocts called them pure
Kannada (Accakannada) along with words of indigenous ongm.
The term Accakannada acquired a wider meaning. It is obvious
that the formation of tadbhavas was governed by certain phonetic rules.
For instance, dissimilar conjuncts become either similar or disjoined
(Samskrta-Sakkada, Sri-Siri). One consonant in the conjuncts
dropped out (Sné€ha-Néha, Sthina-tina). Y was changed mto J, S,
into 5, (Yamuna-Jamuna). (Sasi-szlsi, Rsi-Rist). In this manner
tadbhavas were formed with modifications necessary to suit Kannada
intonation and make them softer than Sanskrit at times. The question
arises whether they came to Kannada direct or through Prakrit.
Samskritasama, Samskrtabhava, Prakritasama and Prakrtabhava—
these are the four kinds of words enumerated in Telugu.  In Kannada
also, two kinds of tadbhavas, viz. Prakrtasama and Prakrtabhava
are recognised.! In general, it may be stated that most of the tadbhavas
have entered Kannada through Prakrit. Jaina poets and scholars,
who were the pioneers of writing in Kannada, were well-versed 1n
Samskrit as well as Prakrit, They drew inspiration from both the
languages and enriched the Kannada vocabulary by naturalizing the
words they borrowed in Kannada. It secems that they drew on

! R. Narasimhacharya: History of Kannada Language, pp. 116-7.
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10 HISTORY OF KANNADA LITERATURE

Souraééni Prakrit for tadbhavas in particular. It may be proper to
designate most of the tadbhavas as Prakrtabhava and distinguish those
of them which are identical with the Prakrit forms as Prakritasama
from those which are different in form as Prakrtabhinna. 'There are
tadbhavas, which have come to Kannada in a small proportion from
other languages and such tedbhawvas will continue to appear in future.
Particularly some of the tadbhavas appear to have come from Tamil
like 4rasa [Rijan (Sk)-Arasan (T) Eni (Sreni) (Sk)-éni (T).]
The Kannada lexicon has enriched itself with words from many
a language since the inception of writing in Kannada. Of these,
Sanskrit and Prakrit borrowings were predominant in the early period. ;
Later it replenished itself with words from Marathi, Arabic, Persian,
Urdu and English from time to time. It is also indebted to Tamil, o
Telugu and other Dravidian tongues. For any growing language L
it is a maiter of pride® to have a large stock of loan-words which do .
not, howcver, hamper the flowering of its innate genius. During its
history of more than one thousand years, Kannada has tried to
maintain a certain poise in this respect. And yet it must be
admitted that Kannadigas could not be sufficiently self-reliant in their
craze for borrowing from other languages because of the weakness In
the political and cultural sphere, to which they were exposed during
certain periods of their history and also because of a mistaken notion
of generosity.  Sanskrit became both a help and hindrance at a certain
point in the devclopment of Kanngda. English seems to play the
same role in the present day. If Kannada does not combine selt- f
assertion with a progressive outlook, it cannot march torward with any (
degree of equanimity. -
Expert opinion points to Brahmi as the common source of all i
Indian alphabets. Indian languages do not belong to the same stock
and yet they are all influenced by Sanskrit to a greater or lesser degree.
Likewise, all the alphabets derive their origin from Brahmi. This is
one of the unifying factors on the Indian scene. The script of Asdokan
edicts is the earliest form of Brahmi. The alphabets of Devanagar:
and of Dravidian languages are the modified forms of the Asokan
script through what is known as the ‘cave script’. Among the Dravi-
dian scripts, Kannada and Telugu were very close to each other until
the printing press appeared on the scene when certain changes took
place. There is little similarity between the scripts of Tamil and
Kannada. Just as Kannada and Tamil are close to each other In
respect of language, Kannada and Telugu have close resemblance 1n
respect of their alphabets. It seems that Kannada and Tamil lived
together as brothers for a fairly long time after Telugu separated from
the proto-Dravidian stock. This is indicated by their close relation-
ship in many respects. The similarity of Kannada and Telugu 1n
respect of the script is accounted for by their long association with
each other under one administration, though they are not so close In
respect of language. Particularly the political affinity of Kannada
and Telugu was prominent in the heyday of Vijayanagar Empire.
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The Kannada script has undergone many changes in the last fifteen
hundred years. Mainly the letters of the alphabet which were forr-
merly linear and angular became cireular and creeper-like.  One of the
reasons for this change is said to be the practice of writing works on
the palm-leaf in old days. When one looks at some ol the old -
scriptions, onc is simply charmed by their elegance and artistry, The
Kannada alphabet has all the symbols needed for writing [annadaand
Sanskrit words. Like Sanskrit, it has scparate letters Tor surds,
sonants and sibilants and other sounds.  But 1t has also syiubods for
a few sounds peculiar to the Dravidian Iinguages.  Some oping
that there are no aspirates (mahdprapa) m the Dradim Tinguages
and that, therefore, they may be dropped from the alphabet. Butwe
hold the view that so far as Kannada is concerned there are aspirates,
though they are a few in number and that they must be retained i the

alphabet.
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OLD PERIOD—I
THE BEGINNING OF KANNADA LITERATURE

WE have indicated in the first chapter about when Kannada litera-
ture might have begun its course. We may deal with the subject
here at some length.,

Generally people speaking any language will have an oral tradition
of song and story, which is spontaneous in expression. It may vary in
quality but it does have a literary flavour. It is not reduced to writing,
but lives on the tongues of men and women. As for its origin, one has
to confess that it has none. There is evidence of the past to show that
we had folk poetry in Kannada for long. But when we speak of the
beginnings of Kannada literature, we do not take into account folk
poetry, whose date is uncertain. We have in mind written records only.

Kavirajamdarga is the first available work in Kannada. It dates
back to the ninth centiiry, being mbre than one thousand years old.
At the end of every chapter of this work in verse, mention is made,
in the colophon, of Kavirdjamdrga approved by Nrpatungadéva.
Nrpatunga was the great king, Améghavarsa Nrpatunga of the Rastra-
kitta dynasty, who reigned from 815 to 877 A.p. Whether king
Nrpatunga was the author of this work or some one else has been a
subject of discussion and we shall consider this later. But the date
of the work is undisputed. Though Kavirajamarga is the first extant
work, it is not the earliest work written in Kannada. There is re-
liable testimony in support of this statement, some of it in Kavirdja-
mdrga itself, It has listed a number of well-known writers of prose
and poetry. Some of them may have been the author’s contem-
poraries, some others might have been his predecessors. Among the
latter Durvineeta finds mention as a prose writer. He was a king of
the Ganga dynasty belonging to the 6th century AD. Inscriptions
praise him as a versatile scholar and as the author of a commentary on
the 15th canto of Bharavi’s Kirdtarjuniya as also the author of Sabdd-
vatara and Brihatkathd in Sanskrit. Awvantisundarikathdsara, a work
in Sanskrit, mentions that Bharavi was for some time in the court of
Durvinita. Durvinita’s Sabdavatara is taken to be a~commentary
on Panini’s grammar. It may as well have been a work setting forth
rules of grammar for the growing Kannada language. Another work
of his may have been the first rendering into Sanskrit of Gupadhya’s
Brihatkathi written in Pai$dci. It is likely that being a Kannada
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- THE BEGINNING OF KANNADA LITERATURE 13

author, he rendered it into Kannada as well. It is a pity that none of
his works in Sanskrit or Kannada has been traced so far.

Vimalodaya, Nagirjuna and Jayabandhu are among the other

prose writers listed in Kavirdjamarga. We do not know about them
even as much as we do about Durvinita. Among writers ot poctry,
there are the names of Srivijaya Kavisdwara, Pandita, Candra and
Lokapala. We know next to nothing about these authors too, though
there has been much speculation. It is clear from a close study ot the
references in Kavirajamdrga to old pocts and critics of high stundiny
as also of the maturity of its thought and style that Kannada hierature
had been developing for some centuries and had come of age. The
very fact that it was a work on poctics to serve as a guide to pocts s
testimony enough to the existence of earlier poctic creation in Kannada.
Besides, there appear to be a few extracts from a Ramayana i Kannada
then extant and possibly from a Mahabhdrata in Kannada also,
the illustrative verses of the work.  On the whole, one can infer on
the basis of internal evidence in Kavirdfamarga that Kannada had a
considerable body of literature of some merit and had a continuing
literary tradition of 4 or 5 centuries prior to that work, The ant-
quity of Kannada literature can be inferred from other works besides
Kavirdjaméarga. Pampa of the 10th century, who 1s the first known
great poet, avers that his work named Samastabhdrata and Adi-
purana eclipsed all previous poems. No great poet before him, he
declares, narrated the Mahabhdarata story in a novel manner as he did.
Such statements clearly suggest the cxistence of Kannada works
earlier than Kavirajamarga. Added to this, are direct references to
some earlier authors and works. It is known that one¢ Tumbuldra-
carya wrote his extensive commentary called Cidamani on Jana philo-
sophy in the 7th century A.D. In this very period Syamakundicarya
wrote his Prabhrta i.e., a Jaina philosophical work in Kannada. It 1s
obvious that Jaina scholars had started writing elucidatory works in
Kannada on Jaina philosophy and legend as early as the 7th century
AD. Secular writing had also made a start though on a small scale.
'For instance, Saigotta Sivamaira, a royal poet who was a little prior
to Kavirgjamarga, is said to have composed a minor work cntitled
Gajastaka, which became popular as a folk song. Early references
to works such as Karndataka Kumarasambhava and Karnataka Mala-
timadhava though untraced today bespeak the growing influence of
Sanskrit on Kannada literature. Some hold the view that Vaddarad-
hane, a bunch of Jaina stories in prose, is older than Kauvirdjamarga.
The date of this work is uncertain though most scholars have assigned
it to a period later than Kavirajamdrga, probably the beginning of the
10th century.

The inscriptions also testify to the antiquity of writing in Kannada
especially of literary writing. Epigraphs and copper plates either 1n
Sanskrit or Prakrit and belonging to the third century B.c. have been
discovered in Karnataka, The Adokan edicts are the earliest among
them. The earliest inscription in Kannada, however, is that of Halmidi
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14 HISTORY OF KANNADA LITERATURE

of the 6th century A.D. It shows the deep influence of Sanskrit on
Kannada writing. Its style shows clear signs of literary Kannada
emerging from the oldest form of old Kannada and growing under the
strong and centuries-old influence of Sanskrit. But it 1s not a literary
piece. It i1s a small epigraph, giving a bare account in the usual
manner of a battle and of a gift.

Its rcfinement suggests that Kannada had become a medium of
literary composition, though literary works of this period have not
come down to us. Since then, the number of Kannada inscriptions
goes on increasing, particularly from the 7th century onwards. In one
such, assigned to the 5th century A.p. we have the first. composition
in verse which may aspire to the title of poetry, delineating in a brief
and vivid manner the character of Gunamadhuranka, a hero of the day.
Later in the 7th century, we come across a more graphic character-
study of another herd called Madhavan in three stanzas of three-lined
tripadi metre, which appears tb be the most indigenous prosodic source

for folk poetry and popular verse in Kannada. The literary impress -

is evident in several inscriptions of the 7th century A.p., found in
Sriavanabelgola, bringing out the importance of $intarasa, i.e. the
sentiment of inner peace, |
During the 9th century A.p. along with the author of Kavirgja-
marga, Asaga, Gunanandi and Gupavarma I gained renown as Kannada
poets, Asaga wrote Karnataka Kumarasambhava already mentioned,
- along with two classical composigjons in Sanskrit. This Kannada
work is not available today. ‘The works of Gunanandi are unknown
to us though they were looked upon as standard works in his time.
All that we have of his work is part of a verse, which reveals a born
poet. Extracts from the two works of Gunavarma viz., Sidraka
and Harivamsa are found in two old anthologies of Kannada poetry.
They seem to have been Campu works, anticipating the classical
composition in the high-flown style of the era before Pampa.

Kaviragjamarga |

In Sanskrit literature, the age of Bhasa and Kalidasa had ended,
the age of Bana and Bhiaravi was all in a glow. Bhasa and Kalithasa
were objects of admiration but Bana and Bharavi were the real sources
of inspiration. The author of Kavirdjamarga was born at a time when
Thandi and Bhamaha held the field in the world of poetics. His date
is certain but his name is a matter of dispute. According to one school
of opinion, king Nrpatunga himself was the author of this work,
According to another, either Srivijaya or Kavi§wara, a court-poet of
Nrpatunga wrote it. There is a third view that Kavi§wara who was
in the court of Nrpatunga, wrote Kavirgjamdrga by expanding a
smaller work called Kavtmarga written by Srivijaya of an earlier
period. A close examination of the internal evidence warrants the
conclusion that the author of Kavirdjamdrga was not Nrpatunga but
a Jaina scholar-poet, who had high regard for Nypatunga and composed
the work under his inspiration and with his approval. We do not
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= THE BEGINNING OF KANNADA LITERATURE 15

know for certain the name of this scholar-poct.  But v all probability
he was named Srivijuyu. Among the poets mentioned my Kawwrdjamarga
the name of Srivijuyu occurs first. It s not o vahd nhjrt‘linn thit
the author of a work would not namce htim:-‘.vlf in o ndirect way,
It cannot be an accident that the word Srivijaya occurs in the st
stanza of every canto with double entendre.  About 200 years later,
Thurgasimha, author of Pancatantra in Kannada culopises KNavimarga
of Srivijaya explicitly as a veritable guide to students of literature,
Besides, there is other evidence in support of this veew.  Adcndpa-
mdrpa is a broad rendering of Thandr's well-known work on pocties
viz. Kdvyddarsa and yet it reveals an originality of outlook 1 synthe-
sizing the essential features of Kannada with those of Indian tradition.
It is the first work of importance from more than one point of view,
Not only is it the first available work, it is also the first work on poctics
in Kannada. It contains maturc thought and wisdom and amply
justifies its name Kawvirgjamarga meaning the roval way ot the pocts,
being a path-finder and guide to pocts and critics now as it then was,
[t would not have deserved much importance had it been just a tran-
slation into Kannada of Thandi’s KNaoyddarsa or an adaptation with
minor alterations.  Thanks to the incentive of the nugranimous King
Nrpatunga and also to the author’s wide range of interests, ot s
come to be regarded as a lasting guide to the lover of Kannada, In
this work, we have full-throated praise of Kdathambart and Harsacwrita,
described as the heart of Sanskrit poetry and reterence to Sanskru
poets such as Gunasuri, Nirayany, Bharavi, Kalithasa and Magha.
We have an culogy of eminent writers of prosc and verse m Iannada.
Among the literary forms current in Kannada, signiticant meition
is made of Bethande and Cattana, which were peculiar to Kannada
with their prosodic pattern arising from a fusion of Sansknt and
Kannada metres. This is a testimony of a thousand vears ago to the
attitude and the culture of Karnataka, always striving for a synthesis
of Sanskrit and Kannada elements in all branches of activity.

The first chapter of this work contains a description of Kannada
land and langtiage with details which we get nowhere ¢lse. “The
Kannada land extended from the rtver Kaveéri to the Gothavari. The
central part of this land was bounded by Kisuvolal, Koppana, Puligere
and Okkuntha, towns situated in four different directions. The people
of this country were adept in appropriate speech and in the right
comprehension of others’ words. They were so intelligent that

“they could enjoy or compose poetry even without any formal study
beforehand. Every person though not literate could express himself
aptly. The young and the simple were capable of uttering words of
wisdom., Even the unlearned could condemn works by pointing out

.u the blemishes in them on oath.” Ignoring the exaggerated manner
; of statement, we have here a fairly faithful picture of the sensibility
and the culture of the Kannadigas of those days. Instances taken
from the past and the present will prove the veracity of this description.
Another verse in the second chapter also brings out the characteristic
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16 HISTORY OF KANNADA LITERATURE

qualities of the Kannada people thus: “The people of this land are
very brave. They are poets and they are rulers. They are handsome
and cultured. They are full of self-respect and vigour, terrible in
attack and at the same time, dignified and discreet in speech and action’.
Though this work is a free rendering of the original work in San-
skrit, the critical insight of the author is evident in his original stanzas.
There is no doubt that he is indebted to Sanskrit poeticians, parti-
cularly to Thandi and Bhimaha. Butin the first and second chapters
of the work nearly three-fourths of the stanzas differ from the original.
In the third chapter, however, there is closer adherence to the original.
Even here half of the stanzas are either independent or adapted with
slight variations. 'The true nature of poetry, its purpose, its gradation,
the preparations on the part of the writer and the balance between
Sanskrit and Kannada diction: these and other topics find adequate
treatment in the fisst chapter. The work has gained importance
solely on account of the maturity of the views expressed therein. The

author rises in our estimation as a seasoned poetician. If he had

followed the original faithfully without the least deviation, he would not
have earned the praise which is now his due.

A few examples of his original approach may be pertinent.
Following the source, he lists such essential gifts of a poet as genius
and ingenuity. But he has his own reflections on the ways and the
effect of poetry. He says, ‘The poetic idea that takes shape in the
mind of the poet will attract men of taste if it is presented in a2 new form.
Otherwise who is charmed by it?® That composition, which like a
wreath of diamonds worn in the heart delights by constant remem-
brance and rumination, gains fame. Its greatness is very easy to
grasp’l. The sum and substance of this i1s that poetry in the process
of creation should assume new forms and should so delight that we
return to it again and again and the greatness of such a poem 1s easy to
comprehend and enjoy. The author has denounced the tendency of
those poets, who borrow ideas from others and flaunt them as their
own. The writing of such poets will be as useless as echo in 2 mountain
cave. They will'not acquire the proper poetic eloquence.

The author of Kavirdjamérga has his own convincing way of
expounding the degrees of poetic excellence. He, who knows how to
unlock another’s heart as he intends, is one who understands speech.
He who can convey much meaning in a small compassis abler than the
first one. He who can weave his utterance into a rhythmic pattern
is even more skilful. He who can compose a classic spontaneously
without a pause is the greatest of all. Among men on earth, some are
orators, some others are wise epigrammatists, some among them are
weavers of rhythms. Only a few among them are the greatest as they
combine all the qualities in themselves?. It is noteworthy how much
of experience of life and discernment of literary art have gone into

1 Kavirdjamarga: 1-12, 13.
% Ibid., 1-15, 16,17.
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" THE BEGINNINGS OF KANNADA LITERATURE 17

such an utterance. A great poct must possess all the essential qualities,
that excellent writing demands. He should have a comprehensive
and integrated vision of life. His genius should be all-embracing.
The orator’s ¢loquence, the eptgrammatist’s @it of aphorism, the
mastery of rhythm of the verse-writer—it 1s by a combination ot all

~ these powers that he can produce a great work of art. "T'hese words
spoken over a thousand years ago by the author ot Kavirajamarga are
an undying testimony to his power of ongimal and mature tlunking,
The author of Kavirgjamarga has borrowed detinitions from Duand:
and other rhetoricians who went before him but has given tllustrations
which are either his own or which give a new turn.  One can see hus
poetic ability and his sense of propriety in analogies and illustrations,
such as these: ‘even a small blemish will spoil the entire beauty of the
work, just as a black spot will spoil the entire beauty of the cye.  Just
as the eyes cannot sce the collyrium applied to them, so also the poet
cannot see his own faults. That 1s why one should have one’s work
read by another discerning critic. The comnungling of Sansknt
adverbial phrases with Kannada words will produce a cacophony
like the harsh sound of a two-faced drum. If we form compound
words with Sanskrit and Kannada components, it will be like adding
drops of butter-milk to hot milk’.

It is evident from examples such as these that thus author had
mastered the technique of enlivening canons of criticism. It 1s true
that most of the thought-content 1n this work was taken from Sanskrit
poetics but there are one or two points which are his own. Dand1
mentions eight rasas only, whereas this author mentions nine, including
Santarasa. It is obvious that by the time this work was written,
Santa was accepted as a rasa in Kannada poetry and criticism owing
to Jaina influence. It i1s 1n this work that dhiwan: has been reckoned
as a figure of speech (Alankara) and has been illustrated accordingly.
‘There is no basis for it in Dandi or Bhdmaha. According to Kaviraja-
marga, even small children used to speak words.of wisdom. If so,
what words of wisdom should drop from the lips of a man of ripe
experience as the author of this work? Whether it be the mixture of
Kannada and Sanskrit words, mutual relations of languages, or the
nature of the ideal style, we get examples of wise uttcrance. Parti-
cularly in the third chapter, we come across certain illustrations, that

- reveal the author’s political sagacity and breadth of outlook. For
example, ‘the merit of a minister lies in adumbrating a policy before
people become aware it. Will it redound to his credit if he were to
say that it was the correct policy like a mountain echo, when every
one had started talking about it? If a person were to take a burden
on himself and then ask what would be its consequence, he would be
behaving like the stupid one, who first got himself shaved and then
enquired what day it was. If fate is against a person, he should not
undertake a task although the policy is in his favour. If he does under-
take it under unfavourable circumstances, it will be as good as
obliging a dead person. If one were to neglect an enemy and not

| 2
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destroy him because he was small fry, he will grow big in course of
time and strike hard, like small specks of cloud which grow big and
shroud the sun. ....Real wealth consists in bearing with another’s
thought and religion. What is life if it is not built on the solid
foundation of virtue? Let everybody be absorbed in the performance
of his duty without caring whether people praise or blame him, with
his mind fixed on good in this world and in the next’. Thoughts
such as these exemplify the pragmatic sense and the mature under-
standing of the author of Kavirdjamdrga. They hold the mirror up
to the culture of India of more than thousand years ago which mani-
fested itself in a work, which is now the first extant one in the Kannada ]
language.

Vaddaradhane . Y

Vaddiradhane is an unsolved riddle to the literary world for more
than one reason. What is the exact title of the work? What is the
name of its author? When was it written? We have yet to find
final answers to these questions. There have been divergent views
about its date. Nevertheless it is possible to surmise on the basis of
some internal evidence that it might have been written by one Sivako- '~
tydcarya in the first three decades of the 10th century. We regard B
it as the second available work, next to Kavirdjemarga and the first
collection of stories in Kannada prgse, which has come down to us.

A research scholar of emineneeield_ that it could not be later than
the 6th century on account of the existence of archaic forms in its
style. Another scholar opined that it might have been written between
the 8th and 11th century, mainly because of one or two quotations b
of a later date found included in it. A third scholar has come to the
conclusion that it was, very likely, a prose work of the first few decades
of the 10th century. The principal reason for this view is that we
have some relatively modern forms of language along with old forms
in this work. Such a mixture was not possible in ancient works.

Tt is, however, possible that old forms may be included in new works
either for creating an illusion of antiquity or for the maintenance
of an old tradition.

Vaddaradhane means great sadhand or practice. Jain ascetics

always practised the four ideals of knowledge, belief, conduct and
penance, particularly at the time of Sallékhana vow. In the observance
of this vow, the ascetic willingly embraces death, which is known as
Samadhimarana. Al this sidhana is known as Arddhand. Gradually
the philosophic discussions and religious stories which were narrated at
the time of the Aradhana also came to be called by the same name.
There are 19 such stories in Vadddradhane. 'They were so called
because of the large number of stories and their length, ‘vadda’ meaning
big and cxtensive. There are several works in Sanskrit and Prakrit
known as Arddhand. It seems. that the narrator of the stories in
Kannada had a Prakrit original before him.
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There is a Sanskrit work called Kathgkosa by Hariééna, which
might have followed the same source. All the nincteen stories in
Vaddaradhane resemble the stories in Kathakosa, only the order of the
stories is different. In some places the resemblinee between the two
is very close. And yet the stories in Faddiradhane are gencrally
longer and include certain original details. It may therefore be
assumed that Vaddaradhane might have independendy  developed
details in the course of narration though 1t was indebted to the sovree
for the story-content and for some 1deas and sentences here and thwere.
In those days, writers on the whole did not wish to make change in
story matertal, particularly of rchgious importance.  This does not,
however, mean that Vaddaradhane is a verbatim translation. It is o
rendering of source-material with its own flavour and cffortless narra-
tion. The author of Vaddaradhane had the happy knack of develop-
ing a borrowed story in a lively manner.  Even a little detail brightens
the story and suggests in a subtle way the author’s understanding of
human nature. For instance, in the story of Sukumaraswimi, after
the death of his minister, for whom he had high regard, the king sent
for the two sons of the minister and asked them how iar they were
educated. Both of them hung their heads down and could make no
reply. With tearful eyes they stood silent, writing something on the
ground with their toes. The description nicely suggests the over-
powering sense of distress of the youths, who were ashamed to admit
that they, the minister’s sons, had no education. The innucndo in the
description of the young men who could not write and so wrote on the
ground is like exquisite artistry in ivory-carving. Sivakotyacarya has
thus infused life into these conventional and complicated stories by
deft and lively touches and by the charm of the dialogue. It is possible
that the connecting links of the story get lost here and there and that
sometimes the stories may lack variety and fail to interest the reader.
But their attractiveness is in no way impaired. Some of the stories
are too short, some others are lengthy. The very short stories lack
story interest. The long ones have too much of material at times,
as they are interwoven with other stories and sub-stories. Clearly
they seek to emphasise by tracing the series of lives of several in-
dividuals the principle of Bhaevavali i.e. the inexorable nature of the
cycle of birth and death. It is also sought to stress the extreme im-
portance of penance and of vow in Jaina religion. The story of
Bhadrabahu is one of the best in this collection. For in its mingled
yarn we have historical truth blended with philosophy, narrative art
with ethical import and humanism along with romanticism. The
main theme of this story is the coming down to the south of sage
Bhadrabdhu with king Samprati Candragupta, foreseeing the advent
of famine in the north which would last for twelve years. The moment
they set foot in Karnataka in the pre-Christian era and started their
penance in Srivana Belgola, the seed of Jaina religion was sown in
Karnataka and the foundation was laid for the edifice of Kannada
 literature,  As a sub-story in this story, we have the story of Nandi-
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mitra, who in his next birth became Samprati Candragupta. 'This
sub-story is a fine example of the narrative art of Vaddaradhane. In
short, Nandimitra was born as an ill-fated child and suffered acutely
as an orphan. But luckily for him later in life he met a Guru, who
initiated him to Jaina faith and taught him the value of penance.
Nandimitra practised severe penance and attained liberation. Thus
the story illustrates through the Jaina technique and the principle
of Indian philosophy that however unfortunate a person may be by
birth, he can be the architect of his destiny by penance and per-
severance. Sivakdti forgets himself in nparrating the story. In
some of his other stories, contrasted pairs of characters like Agni- ]
bhiiti and Vayubhiti in the story of Sukumaraswami as well as Vidyu- ¥
cchora and Yamathanda in the story of Vidyucchora have been port- 1
rayed very effectively. Vaddaradhane occupies 2 unique placein
Kannada literature more by its characteristic prose style than by its

narrative skill. We know from Kavir@jamadrga about the existence of

prose narratives in Kannada but they are yet untraced, After Vadda-
radhane in the whole range of Kannada literature up to the modern

period there are just a few collections of stories in prose. Among

those that are extant, Vaddaradhane stands out by its individual

style. Broadly speaking, it is written in old Kannada with an ad-

mixture of older and newer forms. In its diction, it shows a definite °
tendency to use pure Kannada words and phrases but has not abjured

Sanskrit. In fact, it.has made use of several Sanskrit and Prakrit |
words in common parlance as well as in scientific usage. On the F

whole, Vaddaradhane is one of the priceless treasures of Kannada
literature. Though it is a bunch of stories avowedly motivated by .
religious purpose and unction, it reveals the art of a born story-teller
and an eminent prose stylist . It will continue to be remembered as a
prose work of distinction of the early period.,

.
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OLD PERIOD-—-2
PAMPA

Pampa is the first great poet known to us. Of the works, which
have come down to us upto his time, Kavirajamarga is munly work
on poetics in verse, whereas Vaddaradhane is a religious story book
in prose. It is in the works of Pampa that we come across full-ledged
and mature works in campu form, which is an admixture of prosc
and verse in the classical tradition.

Pampa’s statement about himself tell us that he was a unique
poet, who has a combination of Vedic and Jaina cultures 1n ham,
He came of a well-known Vedic family but his father became a willing

. convert to Jainism. Pampa also became a devout follower of Jaina
religion but he never lost his regard for Vedic culture. By dispas-
sionate comprehension of the essence of the two cultures, he gained
a ripe wisdom, which put him in tune with universal culture.

His poetry brought him enduring fame and with his sense of duty
he blew up his master’s enemies on the battle-field. Arikésari of the
Chalukya dynasty, the most eminent among the feudatory princes,
was his patron and favourite hero. Pampa was the commander of
his army. Though he was born in Véngimandala in the South-East,
he must have spent the most impressionable period of his life 1n
beautiful Banavisi and in the plains of Puligere. Recent discovery
has shown that his mother came from Annigere which is situated
near Puligere in North Karnatak. His love and admiration for
Banavisi was so intense that he exclaims in the words of Arjuna in his
Bharata. ‘I shall remember Banavisi even if one were to ask me at
the point of the trident’. Pampa lived a rich and integrated life.
Fortune showered her best on him. But he was not intoxicated by his
riches. A king like Arikésari patronised him but he never fawned
on his masters. He had great faith in Jaina religion but he never
| became a fanatic. He had attained a kind of balance and poise, on
‘ account of which he could curb his aesthetic zeal with the rein ot

; renunciation and spur his renunciation with the whip of aesthetic
j
‘ ardour. :

IPampa wrote two works viz., Adipurana and Vikramdrjunavijaya
popularly known as Pampabhdrata.” On his own admission, Adi-
purana is religious whereas Pampabhdrata is secular. There is reason
to believe that Gunavarma I of the 9th century was the first among
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Kannada authors to write a religious work and a secular work in his
Harivamséa and Sidraka respectively. Extracts from these works are
found 1n anthologies of classical poetry. Perhaps there was an earlier
tradition of such writing. Any way, the first available complete
works of this character are those of Pampa. He wrote Adipurana
first in 941 A.D. and then Pampa Bharata probably in the same year.
Adipurdnpa is hagiological in nature, narrating the life of the first Jaina
Tirthankara, known as Adinatha. It presents a vista of his previous
lives as well. It also contains the life story of the first emperor in Jaina
legend, viz., Bharaté§wara, the son of Adinatha. Piarvapurana of
Jinaséna in Sanskrit was the main source of Adipurana.

Pampa has followed this source closely in respect of the story and
order of narration. And yet Adipurana has its own original stamp.
Both of them are Jaina puranas and both of them are poetic in character.
But in Adipurana, thg poetic approach predominates over the mytho-
logical. Parvapurdna 1s a poem in verse, whereas Adipurdna is a
work in champu form. The former is over-elaborate, the latter is

comparatively condensed. Pampa has amply justified his claim that

one should look for religion and poetic charm together in his Adi-
purana. Qccasionally the diction gets Sanskrit-ridden. But the
poet has tried to blend religion and poetry in the manipulation of
incidents and character portraiture,

Adipurana is not the story of a single birth of an individual. It
encompasses in its wide scope the spiritual history of Adinatha and
other towering characters, stretchilg over a number of births. It
depicts how they come out of the furnace of earthly life purified and in
their last birth turned from enjoyment to renunciation and attained
salvation by severe penance. The theme, even as it is, is highly com-
plicated. Inthe hands of Pampa, it is less so and quite well-knit as an
entire piece. In the story of the first ten births of Adinitha, we do not
have merely romantic or conventional narration. It is symbolic of the
journey of a soul, aspiring to perfection and moving toward it from
birth to birth. It is this quality of the poem which has an eternal
appeal. We heartily appreciate this as well as the blending of religion
and poetry in the beautiful portions of his work. It maybe pertinent
to cite two or three illustrations. In the third birth of Adindtha, he
was born as Vajrajangha and he married Srimati, who was his wife
in his previous birth bearing the name of Swayamprabhd. This
couple enjoyed life to the utmost as if to make up for the discontent
of the previous birth. They died when they were in each other’s
arms. One night as they lay oblivious of the whole world in their
overpowering ecstasy, the smoke of the incense filled their chamber
because the servants had forgotten to open the windows. Thus
they were choked to death. Theirs was the death of ideal lovers,
because, says Pampa, those lovers did not loosen their embrace despite
the smoke of the incense that had enveloped them. They lived and
died together. What could be more fortunate? Here is a vision of
Tove which makes a festival of death. This shows how Pampa had
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discerned the touch of the infinite in a tragic situation and could give
it a significant turn and soften the severity of the tragedy. |
Another example is the dance episode ot Nilanjane, which led
to the renunciation of Adindtha in his last birth.  "T'he story goes that
Indra foresaw that the time for his renunciation and penance was
approaching and arrived at his court to regale himewaith L‘_L*lt':-il‘i;ll. NMUSIC
and dance. After enthralling music, came the dance of Nilinjane, a
heavenly damsel.  As soon as she entered the stage, deseribes Pampa,
she entered in an instant the hearts of all and looked as it the shapened
fower-arrow of Cupid had come to life.  As the curtain shd wside,
Cupid withdrew and scattered his flowery shafts when she scattered
her handful of flowers on the stage.  As she danced, the folds ot her
garment and the pearls of the garland in the parting of hair kept time
with rhythmic beat. Every thing was novel in her dance patterns.
‘As she retreated and advanced, she scemed to retreat into the hearts ol
the spectators and emerge from there. Her sweet smile seemed to
sprinkle fresh nectar onall.  When the hand of the drummer faltered
at the height of the dance, she, the dancer, turned a drummer with her
eyebrows playing the beating rod; Her side-long glance was a new
moonlight advancing in all directions. The grace ot her dancing
brow was like the blooming of a host of blue lotuses.  Her navel and
armpit leaned forward to suck the nectar which Cupid had hidden
in the eyes of gods and men, who watched the dance without a wink
in the eye. The bards of heaven applauded her dance. Adidéva was
delighted with it. But lo! As the dance was in full swing, the sands
of her life ran out. The delicate damse! vanished from the stage
with the suddenness of lightning. At once Indra created a similar
figure and put it on the stage for fear that the joyous experience would
be interrupted. Gods and demons remained totally unaware of the
change. But Adidéva discerned it and was shocked by the ephemeral
nature of the body. ‘Oh! this beautiful body of a woman melted
away all of a sudden. This life is so short and brittle. I shall spurn
it straightaway’. With these words he made his resolve and said
further ‘This danceuse did not merely display her myriad dance
drama but she showed me too well the drama of this life. Drink as
one may from ever so many oceans in ever so many heavens, can this
unquenchable thirst ever be quenched by sipping a little drop on the
 blade of grass, which is what human enjoyment means? Several
kings became emperors but were caught in the whirl of unending birth
and death as they forgot their identity and were immersed in sensual
pleasures, straying away from true religion. I also did the same.
1 shall not do it any more’. And so he renounced the world and set
his mind on liberation. There 1s a thrilling dramatic quality in the
very situation as it appears in the original source. Pampa has ex-
ploited 1t fully and in doing so has summoned his imaginative powers
as if they were a limitless source of rich imagery. He has bestowed
on the picture the utmost vividness and fully revealed its significance.
In both Parvapurina and Adipurana, there is a blending of religious
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- purport and poetic beauty. But it is no exaggeration to say that
their most intense union has been realised in Adipurdana only.

‘Thirdly, we may ccensider the episode of Bharata and Bahubali.
Emperor Bharata, the eldest son of Adideva, came back to his capital
after his world-conquering campaign. The cakra (Discus), which
always moved ahead of him indicating his sovereignty, suddenly
stopped before the gates, because his younger brothers were not
prepared to admit his supremacy and bow to him. Bahubali, the
bravest among them, challenged him to a duel. There was a fight,
Bharata was vanquished and Bahubali became the victor. Strangely
enough, the victor instead of gloating over his achievement, grew
humble. He reflected upon the fall of his mighty brother, which
his greed for power and his egotism had brought about and grew
weary of earthly pomp, pleasure and power. Bahubali renounced
the world and retired to the forest for penance. Bharata was visibly
moved by his younger brother’s unusual renunciation and followed
him after ruling over the empire for some time. Pampa has de-
picted this episode powerfully with a true insight into the mind of both
the characters—their humanity and their magnanimity.

Thus in several parts of the Adipurana, the demands of both re-
ligion and poetry are satisfied. Very often religion ceases to be
sectarian and becomes universal. For instance, Pampa observes
that religion which consists of compassion, restraint, charity, penance
and character will uplift those who gre drowned in the ocean of wordly
life until they attain liberation. This is as true of Jainism as of any
other religion. The close inter-relation of Dharma, Artha and Kama
has been brought out by him through a significant imagery. Artha
or wealth is the fruit of the tree of Dharma or righteousness and Kama
or enjoyment is the juice of that fruit. This means that wealth
and enjoyment should be the natural outcome of true religion just
as the fruit and its juice are the natural products of a tree. In another
context, Pampa states categorically that people are said to belong to
different Varpas (castes) because of their different callings; otherwise
humanity is truly one. This proclamation of a thousand years ago
speaks volumes for the liberal vision of Pampa since it contains an
eternal truth, which will inspire all generations including the modern.
In this way, his Adipurana is singular in its outlook and tone although
it is indebted to P@rvepurana. It has its share of insipid theory and
pompous pedantry. But on the whole, it stands out as a classic like
the lofty, towering image of Gommatéswara, standing erect though
surrounded by coils of creepers and ant-hills.

Pampabharata is the second great work of Pampa in campu form.
He has given it the title Vikramdrjunavijaya indicating clearly the
central place, given to Afjuna in his story. And further, Arujna 1s no
other than king Arik&sari himself, the great patron of Pampa. All
the epithets used in this work to glorify Arjuna are meant to apply
equally to Arikésari. Though this identification appears.laboured

) I " E -
e R =a H L.
. . AT B T . PE A
- - -, . g oee e aly LG ol
: " I N Y LY
. L o T L T
W S LU T e 3

Martat.com

el T e Sl L =f

[ ] - - -
I T N e

=




PAMPA 25

at times, the double entendre intended in the poem is unique 1 con-
ception and execution.

The Mahabhdrata of Vydsa is the main source of Pampabharata.
But Pampa did not merely hold the mirror up to the original,  1{e
gave it a shape and polish of his own like a jeweller treating a rough
diamond fresh from the mine. The uniquencess of Pampa's gemus
lies in producing what he calls Samastabharata i.c., a comprehensive
and at the same time condensed version of Bhdgrata with undertones
suggesting the contemporary political scene. The mmn eprsodes ot
the Mahabharata retain their importance, but minor cvents and ops-
sodes are placed and presented with a rare and uncrring sensc o}
proportion. Sometimes a certain cpisode 1s condensed mto one
stanza but is nevertheless made alive and significant.  "T'he human
conflict inherent in the story is depicted powerfully so as to appeal
to the rational mind.

Pampa has deviated at times from the original while condensing
and refashioning the story to suit the object of his Samastabharata.
One of the major changes he has made is the choice of Arjuma as the
hero and his identification with Ariké&sari, his patron. Conscquently,
his wife Subhadra stepped into the limelight but the place of Draupadi
became dubious. In the original story, she is the only wife of all the
five Pandava brothers. In Pampabhdrata, however, she is the wife
of Arjunaalone. But Pampa’s sense of propriety faltered in the course
of the narration. When Draupadi was dragged to the court and
insulted by Dug$asana, it was Bhima who became all wrath and pledged
himself to avenge the insult. However, after the war, in which the
Pindavas were victorious, the diadem of the chief queen graced the
forehead of Subhadri. The sufferings fell to the lot of Draupadi
but the glory and joy were Subhadrd’s. Again it was Bhima who
tied the hair of Draupadi into a braid after he fulfilled his vow, when
all along Arjuna seemed but little provoked. This shows that Pampa
got entangled and could not be consistent all along with some of the
changes he had introduced. This apart, he has on the whole
succeeded eminently in constructing a plot which depicts the tensions
and the tussles between the Pandavas and the Kouravas and in port-
raying a whole gallery of varied characters and achieved what he set
out to do in Samastabharata. In this way he has offered the price-
less gift of a great classic to Indian literature in general and to Kannada
literature in particular.

Pampa’s genius has played the philosopher’s stone to the Maha-
bhdrata story, turned it into gold and has developed it into an intensely
picturesque composition. His power of compression and his sense
of propriety are extraordinary. His compendium is nota dry summary
of a long passage in the original. He creates live and graphic images
even as he moves fast with succinct narration. For example, this 1s
how he describes the love affair of Santanu and Satyavati. ‘While
he was roaming about a-hunting, the fragrance of the doe-eyed damsel
was wafted through the air, and drawn by her beauty like a bee, he
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fell in love with her and held her hand like one grasping a red-hot
iron barehanded to prove the sincerity of his passion and said to her:
‘Come, let us go together’. To this, the abashed girl replied, ‘Pray
ask my father if you would’. Pampa has compressed into a single
stanza here the intense longing of beauty-mad Santanu, the sugpestive
manner of conveying it and to crown it, the clever reply of Satyavati,
love-laden, shy and yet restrained and tactful. When we recall all the
events of the main story of the Makdbharata, the reply of Satyavati
beseeching Santanu to seek her father’s consent unfolds a world of
significance, It contains the seed of the conflict between the Kauravas-
and the Pandavas; the test of the vow of Bhisma has its origin in it,
As 1s well-known, the father of Satyavatigave his assent to the proposal
onthe condition that the child born of thisunion would be Santanu’s suc-
cessor on the throne. This led to the magnanimous promise and vow
of Bhisma and all the chain of happenings culminating in the hatred and
the conflicts of the brothers and the blood-bath of Kuruksétra. Thus
Pampa’s genius makes a small, innocent-looking sentence foreshadow
with cffortless ease the tragic course of events that followed this
episode. Another instance of such compression is the incident of
Pandurdja’s death. Once when nature put on the loveliness of spring,
Panduraja, smitten by the curse of a sage, saw his wife Madri bedecked
with flowers and irresistably drawn towards her, clasped her in his
arms as if he was hugging the goddess of death. Then, ‘as the tight
embrace loosened, the face dropped aside, the bright eyes slowly
closed and breathing stopped, Madki saw her husband dropping down
as if unconscious and she screamed in horror, ‘Has my sweet one
fainted or grown fatigued?” Madri was hoping against hope that her
husband was not dead. Even here, we see before our eyes the vivid
picture of extreme sorrow, caused by the tragedy of overpowering
passion. | |
The poetic genius of Pampa scales new heights in depicting some
of the crucial situations in the Mahabhdrata story. An excellent
example of this is the episode of the game of dice. Pampa has pre-
sented this situation 1in minute detail with all the intensity of passion
and the richness and variety of diction athis command. On the advice
of Sakuni, Duryddhana invites Yudhisthira to a pleasant holiday with
him and provides numerous means of entertainment. One day they
watch a game of dice, played by others. Then after a while Sakuni
says “What 1s the charm in just looking on? Why should you not play?’
Thus is Yudhisthira drawn into the net without his realising it. This
drama of deception proceeds according to plan until Yudhisthira
loses his kingdom and Draupadi as stakes. At the behest of Duryad-
hana, Dusdéasana drags Draupadi to the court and not heeding the
advice of Bhigma and other elders tells her with utter contempt: “Thou
art a slave, go to thy drudgery as a slave’ and pulls her braid of hair
as if he is courting his own death. From this point onwards the genius
of Pampa soars high. He has not only described vividly the charac-
teristic reactions of all prominent persons present in the assembly,
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according to their nature and outlook but has also depicted powerfully
the very acme of righteous indignation in Draupadi and Bhima., When
Draupadi realises that her appeal is in vain and no one comwes to her
§ rescue, she pﬂints to hcr lﬂnscnvd bratd of diﬂhm't“ml e and thunders:
- ‘T shall keep my hair loose as they are now antil such timwe as a hero
comes forward to slay the wretched villam, who pulled my brad and
"~ to tie up with knot made of his entrails’.  Bhima, who hus so lonyg been
wavering whether he should go against the truthlulness of Tis elder
brother or not, cannot restrain himsell when he hears the sy
words of Draupadi which act as a strong stimulus Iike incense to
ghost. He reacts immediately and says ‘O Draupudi, one word of
wrath from you is enough. Take it from me that with the sty
sweep of my mace, like a brand of devastating fire, I shall strike down
wicked Duééasana and tie your hair with his entrails as you destre.
Not only this, I shall tear asunder his chest and quatl his blood. I shall
break the thighs of red-cyed Duryédhana and reduce to powder his
crown studded with sparkling gems. Believe me Draupadi, sparks
and live coals dart forth from my eyes as I see the enemies’. "This
terrible vow of Bhima has found a most powerful expression m the
words and tone of Pampa and defies all attempt at translaiion.  Bhima
thunders like a storm cloud on Dooms-Day repeating his vow in the
presence of Bhisma and other elders. The muse of Pampa natches
it in power as if it were a hurricane propelling that cloud. Later,
when Pindavas leave for the forest it turns into soft and sweet speech
like a gale suddenly quelled, expressing the deep sympathy ot the
common people for the exiled Pandavas. The city folk who lined
the streets as the Pandava brothers were leaving the capital exclaim
‘what a rare person is Dharmardja. How unsurpassed are Bhima,
Arjuna and their younger brothers, Nakula and Sahadeva. It 1s a
pity that this calamity should befall them. Drunk with joy at his
success in. the game of dice, Dury6dhana saw only the land but not
his duty, fool that he is. He did not sec the club hanging unseen over
him from behind but only saw the cup of milk before him’. This
: proverbial sentence, coming at the close of their very natural and
i human reaction, hints as never before at the impending war, bringing
total ruin and disaster to Duryddhana. The sublime genius of Pampa
has manifested itself with as much power in the delineation of character
& as in the handling of situations. He has shown deep understanding
? : of all the characters that figure on the Mahibhirata stage and port-
- rayed them with true insight as appropriate to every situation. Though
he has declared at the end of this poem that he has trecated Duryddhana
: as an embodiment of obduracy, Karna of truthfulness, Bhima of
valour etc., he suggests that they are not just cast in the mould of one
ﬁf,‘ quality or the other but they are living human beings with complex
personalities. In the episode in whichDuryddhanadecides to honour
Bhisma with the command of the Kaurava army, the difference in the
characters of Bhishma and Karna is striking. Karna speaks very
slightingly of Bhisma as totally unfit to be an army chief on accoun
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of old age, when Drona chides him with the remark “That you speak
with such a bad tongue about an elderly person like Bhigma shows
your mean birth and low Kulal” Karna at once flares up., “You have
long been bragging of Kula all the while. What is this business of
kula? 1 have the strength to swallow up anyone who assails me,
Kula is not kula, it is ‘cala’ (stubbornness), which is real kula.
Merit, self-respect and valour, that is kula. In this strife your idea
of kula will bring you to grief and ruin’. To all this, Bhisma replies
with characteristicdignity and restraint: ‘O Karna, do I have in me the
overflowing valour, the intoxication of youth, the confidence of the
king and the might of arm as you have! This 1s the Bharata war, in
which we have to face Arjuna in battle,. Why do you talk like one
touched to the quick? On this great battlefield, you will have your
turn too’. In the last sentence of Bhisma, the sarcastic suggestion is
as subtle and sharp a% it 1s mild. The suggestion 1s, you will get your
turn to be commander as I have got it now. But it is only to fight and
be finished and not to conquer’. The poet implies that Bhisma had
foreseen with his far-sighted wisdom that the Pindavas would ulti-
mately win the war. In the later phases of the story, the rashness

and the vanity of Karna make room for humility and self-sacrifice. A
The noble personality of a truthful, charitable, loyal and dutiful
Karna comes to the fore. 'When he becomes the commander of the
Kaurava army, before going to battle he goes to Bhisma who is lying 4
on a bed of arrows and touching hj; feet with his forehead, craves his
forgiveness, " '. ﬁ

Bhisma is deeply touched by Karna’s penitence and speaks to him
calmly in his own dignified way without any of the bitterness of the
past. 'This situation is a test of Pampa’s insight into character. Here
we see that his characters grow with circumstance and stand out as
living human beings. It is clear from the latter part of this classic e
that he had great love and admiration for Karna. He gives so much
prominence to Karna after he becomes the army chief till his death
that he occupies the centre of the stage as if he is the hero of the poem.
He praises him to the skies particularly when he falls to the arrow of
Arjuna. The last stanza in which he extols him is the highest
tribute that a poet can pay to a hero. Addressing the reader the poet ;
says ‘Oh brother, remember not any one else in the Bharata. 1f you :
wish to remember any one person with one mind remember Karna.
Who can equal Karna in greatness, truthfulness, valour and self-denial?
The Bhirata story becomes sweet as nectar to the ear (Karnarasayana)
with the people’s talk about Karna’. Another remarkable achievement
of Pampabhdrata is the character of Duryddhana. The Duryodhana
of Vyasabhdrata was a great warrior who was greedy and wicked as well
as self-respecting and staunch. Sanskrit poets and poets in other
Indian languages have etched his character inspired by the original,
each in his own way. Though Pampa has generally followed the
outline as he found it in the epic, he has shed a new light in the latter
part of the Bharata Story and removed some of the contradictions in
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the original. Dury6dhana 1s not as some people think a high-souled
person but an ambitious hero with strong prejudices ingrained m hum,
Tt is characteristic of Pampa that he rauses the tone of his character
by emphasising the noble aspects of his personality which coneeal
his greed and hatred. The greedy and jealous Duryodhana of the
former phase changes into a hero of many lovable qualities, almost

* making us forget his earlier phase. After the death of Karpa, Durvod-

hana laments his death in these words.  ‘Both of us were one sotl,
though two in body. I loved you for my work and it was I who kitled
you’. He does not lose heart and does not agree to make peace with
the Pandavas though his parents beg him to do so,  Ile says to them:
“Not that I cannot live in peace with the innocent Pandavas.  But the
enemy must be resisted. I have no love for this earth which swallowed
the chariot of Karna’. He faces all odds and ill-omens on the battle-
field and braves it all like a hero.  In the duel with Bhima after his rise
from Vai§ampayana lake, he falls to the ground with his thighs broken
and crown shattered. He dies a hero’s death. Whatever he said, he
stuck to till the end, whatever he willed to do he did not flinch from,
whatever he swore by, he carried out till his body fell to the ground.
What a proud hero is Duryddhana? This is the encomivm, showered
on him by Pampa. |

Pampabharata is one of the great classics of Kannada poctry,
We may examine it in any aspect and we shall discover new meanings
and new sources of delight. Its richness of imagery, feliaity and
propriety of diction, sound-effects, variety of metre and mastery of
current idiom and proverb—whatever aspect we take up for study
a senseof marvel dawns on us which is the ultimate effect of great poetry,
As Pampa himself has said, poetry should be always as new and as
solemn as the sea. It should contain the very essence of lifc and spread
the message of true religion and culture. Like Adipurana, Pampa-
bharata has these qualities of great poetry; it is even more mature and
greater in the quality of its art. Though 1t is ostensibly secular, it 1s
religious or cultural in the true sense of the term, For instance, in the
four stanzas in which Pampa describes the beauty of Banavisi, he de-
fines an ideal man as one, who has the quality of Tygga and Bhoga
(self-denial and enjoyment), learning and culture, love of music and
sociability. 'This was the synthesis, which Pampa had observed in the
culture of Karnatak and which he had tried to assimilate in his own
personality.

Martat.com



CHaPTER IV

OLD PERIOD-—2
PONNA-RANNA

PoNNA AND RANNA were two poets of the 10th century, who were more
or less contemporaries of Pampa. According to Ranna, these three
formed a trio called Ratnatraya because they illumined Jaina thought
through their puranas. Like Pampa and Ranna, Ponna seems to have

followed the earlier tradition of writing one secular and another

religious work in R@makathe or Bhuvanaikaramabhyudaya and Santi-
purdana respectively. His Ramakathe is not available, though stray
stanzas from it appear 1n quotation.

Santipurana is his only work, which has come down to us. It is
the biography of Santinithatirthankara in the Jainapurana style. Most
of this work is preoccupied with an elaborate and intricate account of
the eleven previous births of Sﬁntinjtha. Almost everywhere the poet
has used his source material for high-flown description and sectarian
clucidation. There is not a single captivating situation or impressive
character, such as we have in Adipurana. Be it, however, said to his
credit that even through the thick cloud of convention, a bright image
or a happy phrase shines forth here and there and reveals his real genius.
It will not be fair to judge him until we are in possession of his other
work, where he might have had greater opportunities of unshackled
eXpression.

Ranna has earned fame as a great poet who lighted up Kannada
poetry by his singular lustre. Born in a Jaina family of banglemakers
in north Karnitak, he travelled to Jaina centres of learning in the
south and mastered grammar and the classics of the day. He came back
to the land of his birth-and became the court-poet of Satyasraya, the
Chalukyan emperor. In his personality, we see the self-confidence
of a valiant poet who fought against odds and carved his destiny by
his own effort. He is never shy in praising himself and his works.
There 1s no limit to his zeal, no restraint on his inspiration. He hates
hypocrisy and circumlocution in life and literature. There is a terrific
power and directness in his poetic expression. He wrote Ajitapurana
and Gadayuddha—one religious and another secular, following in the
foot-steps of Pampa but refusing to be his mere shadow. Ajptapurana
1s the story of Ajitanatha, the second Tirthankara, which he wrote at
the instance of Attimabbe, who was one of the most charitable women
of the day and won the title of Danacintimani. Ajitapurana is
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characterised by the absence of the Bhavdvalil tangle. Only onc
previous birth of Ajitaswami has come in for treatment.  Ranna
concentrates all his attention on the lLife of Aptaswinu trom os
entry into womb upto his salvation, detathng the five Kalvinas
ie., phases in his life according to Jama traditon, There
is not much of a story interest or human touch in the narration, Tivery-
thing is extraordinary and marvellous.  But in the story ol emperor
Sﬂgara, we do have a gmphic pictllru of human valour and T
sorrow at separation. One can see in it the zeal and the power o
Ranna’s gt:nius, the ht:ight of f;mi:y and the mastery o [ diction, showing
promise of greater achicvement. Gaddyuddha ov Sahasebhimavijay
as he calls it is Ranna’s masterpicce, his Aretiratna.  The concluding
portion of the Mahabldrata is the theme of this work in campu form.
Pampabhdrata in general and the 13th Aswisa in particulur mspired
Ranna and influenced his work. He might have read and rercad
Pampabhdrata with a high sense of appreciation and made 1t his own.
That is why he has reproduced some of its idcas and phrases ad
verbum and on some he has shed the light of his own mmagimation.
He has taken the cue from Sanskrit plays like Bhisa’s Urubhanga and
Bhattanarayana’s Venisamhara and produced a rare work of art, which
delights both the ear and the eye as it combines both pocetic and
dramatic elements. Itis an undisputed fact that even after imbibing
several influences, Ranna has given to Kannada poctry a work which
in a sense is a reshaping of an old story but 1s yet original and brilliant.
Just as Pampa named Arikésari as the hero of his Bharata and 1denti-
fied him with Arjuna, Ranna raised his patron Satyasraya to the
status of the hero of his poem and identified him with Bhima. Pampa's
work was called Vikramarjunavijaya, whercas Ranna’s work was
called Sghasabhimavijaya. Pampa put Arjuna on the throne at the
end, Ranna enthroned Bhima. In his excessive loyalty to his king,
Ranna has attributed the genealogy of his patron t¢ Bhima as Pampa
did to Arjuna and has thus spoiled the charm of the i1dentification.
On the whole, it may be said that Ranna has exhibited a greater
sense of propriety in this kind of manipulation. For, Bhima who
fulfilled his pledge to Draupads, rightly deserves the honour of wearing
the kingly crown and tying Draupadi’s hair into a braid. Gadayuddha
is not a work of epic magnitude like Pampabharata but it has attained

. poetic greatness in modest length. As suggested earlier, Gadayuddha

has in the greater part assumed the character of a drama though it
is 2 poem to be read. Therein lies its excellence. The entire poem
can be divided into eight or ten scenes, showing in every situation
and dialogue how Ranna was a born dramatist. For instance, in the
first scene, there is fury of increasing tempo in the fiery words of vow
uttered by Bhima when he 1s provoked by Draupadi. Besides, there
is a dramatic directness of appeal in the dialogue of this situation.?

1 Bhavavali means ‘a series of births’.
2. Ranna: Gadayuddha, 1/55-70.
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Bhima has killed Duséasana and quaffed his blood. But his vow

remains unfulfilled in respect of Duryddhana. So he appears as
fierce as the god of Death at the time of the deluge.

Draupadi is even now apprehensive that there may be peace with
Duryodhana. Well, ‘if there be peace, you may return to the forest.
As for me, I shall have recourse to fire as I have come out of fire’,
To these biting words of Draupadi, Bhima reacts strongly like Re-
tribution incarnate, ‘if you are the daughter of fire, I am the son of
wind. Ifwec join, canthere be peace at ally Wind and fire—can these
two together not burn up the foe? Draupadl this your hair blackened
by the smoke of the fire of insult is not a mere dark mass; it is the
weird hand of death, thrust forth to suck the life of the Kuru family.
I killed all Kaurava brothers, drank the blood of the brother of this
wretched Kaurava., I have fulfilled two of my vows., Will I sit
quiet without fulfilling the remaining two? I shall break the thighs of
Duryodhana, smash his crownand then do your hair’. In these words
we do not have just imaginative puissance but the evidence of a drama-
tic vigour, capable of producing extraordinary effect when visualised
and acted.

Further, when Duryodhana is opening his heart to Sanjaya on
the battle-field, his parents wend their way in search of him. Duryo-
dhana swoons, not being prepared to show his face to them. They
lament that even he, the last scion of the family, has breathed his last.

When, however, he regains conscigusness, they beg of him to make P
peace with the Pindavas. -In the simple, unassuming manner of a (l
mother, Gandhari says, ‘Give up this business of war and come home;
my son. The dead sons are dead and gone, you are enough for us. 7

Can we bring back those who passed away?” Duryddhana cannot
even bear to listen to such a proposal. He emits sparks of revenge.
‘I shall vanquish Arjuna and pull out Karna and Duééasana from.
Bhima’s belly., May be they are guilt-less but I can never live in peace
with Dharmaraja’. Here we have words which acquire full signi-
ficance only when acted on the stage. As soon as Duryodhana
utters the name of Arjuna and mumbles the name of Bhima, he is
suddenly reminded of his beloved friend, Karna and his fond brother,
Duséasana, whom Arjuna and Bhima sent to untimely grave and he
resolves to avenge their cruel death. ‘This kind of dramatic sudden-
ness has imparted a flavour all its own to Ranna’s poetry.

Duryddhana lies hidden in the Vaidampayana lake on the advice
of Bhisma. Not being able to find him anywhere after a frantic search,
Bhima is furious. Biting his moustache, he roars:. “What shall I do
to track him down? Shall I force the gods to vomit the nectar that
they have drunk? Did he go to the nether world or to the ends of the
earth or did he enter again the womb of his mother? I shall trace
and hack him even if he is under the protective arms of the gods’.

Bhima then proceeds to the enemies’ camp and meets Dhritarastra
and Gindhari, He boastfully tells them, ‘I- have killed your hundred
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sons and I have now come tb swallow up Duryodhana’. At this,
Giandhidri makes a pathetic appeal to him: ‘Even the anguish caused

by the death of a hundred sons has not put out our lives. Do one

good turn to us, Bhima. Swallow us up first and then swallow our

son’. How simple and how heart-rending is this appeal, commyg from
amother's heart! In Gindhiri, Ranna has embodied all motherhood,

At long last, Duryddhana is traced in the lake. The words ol the

other Pandavas are of no avail in rousing him from hiding.  Then
Bhima sees that he will come out only after hearing his voiwce. He

pours forth a lava of insulting and provocative words. It has an
immediate effect. ‘When Duryddhana heard the voice, which surpass-

ed the roar of the lion and the thunder of the clouds, his eyes reddened

with anger and he perspired though he was submerged in water?’

The genius of Ranna has found its fulfilment by hitting upon the right

image to express fury. Can any one perspire while under water?

No, never, but when the fire of fury, capable of consuming that water,

blazes forth, even the impossible happens. Duryodhana can no longer
remain in water. He comes out like fire on Dooms-Day, rising from

the nether world and asks “Where is Bhima?’. Looking all around, he
brandishes his mace as his red eyes burn like the third eye of god Siva.

In this way, the sentiment of Roudra mingles with that of Vira and

soars to new heights in what follows. In heroic dialogue and retort

and in the duel betwe=n the two heroes—in all this, the gentus of Ranna

has carried the music of the dreadful to the highest pitch. The charac-

ter of Duryodhana attracts us in the greater part of Gadayuddha as 1t

does in the concluding part of Pampabhdrata. His unflinching fortitude,
brotherly love, ideal friendship, singlehanded valour—these qualitics

of his command our respect. Seeing the dead body of Abhimanyu,

the son of his enemy, he pays his sincere tribute to him. He exclaims

‘Let me die like you after showing my prowess in battle’. He even

bows to him though he is a young boy. When he lies on the ground

with his thigh broken and when his death is near, Aswatthama rashly

kills the children of the Pindavas and placing their heads before him,

says ‘L.ook, here are the heads of the Pandavas’. The ‘high-souled’
Duryodhana gazes over them and observes in deep sorrow ‘“This 1s

not the head of Bhima, Had it been his, could it have looked at me 1n

so unaffected a manner? It is all in vain. You have lost all sense.

‘These are not the heads of the Pandavas. You have thoughtlessly done

to death the children of the Pindavas’. The reason given by Ranna

: for saying that it was not the head of Bhima is an excellent instance
| of his great genius. The term ‘high-souled’ (Mahanubhiva) used
': by Ranna in respect of Duryodhana in this context is to a certain extent
an exaggeration. If we do not take into account the subtle implication
of all his words that follow, we may be confirmed in our opinion that he
was a very noble person. In our view, Duryédhana of the Maha-
bharata was not just a wicked man. He was a complex character.
He was as much a self-respecting hero as he was greedy and hateful.

This conception of Duryddhana reached its apex in Pampabharata
3
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and declined a little in Gad@yuddha. "Though Ranna has generally
stressed the lofty nature of Duryddhana, it may be seen that he has
prevented an overdoing of that loftiness by humanising him in the
proper context. Therein lies his singular contribution to the portrayal
of this character.

Other Poets

Among the other writers of the tenth century, Cavundariya-deserves
mention as a prose stylist. Like Pampa, he was both a poet and a
warrior. As the commander of the army of king Ricamalla, he won
many battles and installed the colossal image of Gommaté§wara in
Sravanabelogola. The theme of his work, entitled Cavundaraya purana
is the life and legend of 63 Salakapurusas of Jaina tradition. It was his
intention to epitomise in Kannada the well-known Mahapurana written
in Sanskrit. Mostly he is interested in the salient features of Jaina
tradition and religion. His general outlook 1s that of an accurate
recorder of tradition and not of a creative artist. He chooses the most
essential features of his theme and describes them with the precision of
4 scientific writer. His work has acquired importance mainly for its
unique prose style—a style which combines the narrative and the
scientific manner of writing which flourished independently of each
other for centuries. In this work, the natural flow of narrative prose
and the flexibility of the language of everyday life have been blended
with the precision -and concreseness of scientific prose. Thus
Cavundaraya bas won a place in the lLiterary world more as a prose
stylist than as a narrative artist. _ |

Nagavarma 1 lived towards the close of the tenth century.  His date
and works have been the subject of controversy. Itis here assumed that
he was the author of two works viz., Chhandombudhi and Karnataka
Kadambari. Chhandsmbudhi is the first available work on prosody In
Kannada, that has defined in clear terms what may be called Kannada
Prosody and explained the metrical forms peculiar to Kannada poetry
alongside of Sanskrit metres. His Karndtaka kadambari is a rendering
: o Kannada of the well-known Kadambari of Bana in Sanskrit.
Bana’s Kadambari, which is the very acme of lofty grandeur in Sanskrit,
is a challenge to any translator. Nagavarma took up the challenge and
achieved considerable $uccess in his task by converting it into a'classical
composition in the campu form. He took care to see that on the one
hand the adaptation did not carry his work far from the original and
that on the other hand, it did not become artificial by being too close to
it He thus struck a middle path and achieved a model translation.
He has taken particular care to retain the essence of the original story,
the sense of character, the charm of description and the beauty of
imagery, peculiar to Bana. By assimilating the original and making 1t
his own, he produced a work which reads like an effortless original
composition. What would have been a mere translation has thus come
to be a ‘transcreation’—an original composition with its own form and
Aavour. Of course, in this endeavour, he has omitted some portions,
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condensed some others and expanded a few others.  Like an ideal
translator, he has introduced poctic 1deas, which are finer than in the
original. The omission of descriptive passages found in the original is
generally dictated by a sense of approprinteness.  His language is simple
and clear and sweet to the ear; 1t flows on hke a himpid and soleni
stream. Itisfree from excessive importation of Sanskrit words from the
original; nor has his own Sansknttsm rendered the stvle obscure and
clumsy. The romantic theme and plot of Bana’s Kddambari bocome
dear and near to us. It may be confidently said that no transtation 1,
old Kannada has equalled this work.

As we move to the eleventh century, we begin to feel that in poctry,
the age of the Titans 1s over. In the tenth century, Kannada was
fortunate 1n two such mighty poets as Pampa and Ranna.  In life
as well as in literature, a certain extraordinary vitality manifested itself,
The poets, no doubt, were a few but in the campu pocms, they gave
poetry of a high quality. Inthe eleventh century, however, the number
of poets was small and their writings were gencerally of poor quality
barring, of course, a few exceptions. But a new happy tendency was
manifest. Whatever the theme religious or secular, the pocts wrote
in high-flown campu form. In this century, however, the stories
came close to the life of the common man. The prose story had
already appeared in works like Vaddaradhane. But they simacked
more of the old world and had less of narrative flavour, Durgasimha
and Nayas€na stood out as signposts of the new trend. Durgasimha
was an army chief in the court of the Cilukyan king, called Jagadéek-
amalla in the first half of the eleventh century and belonged to the
class of poet-warriors like Pampa. The only work, which he has
written, is a rendering of Sanskrit Pancatantra, which is well-known as
a collection of fables. But his version has a distinction, He has
said in his preface that his Pancatantra in Kannada was different
from others, based as it was on the Pancatantra of Vasubhigabhatta,
which owed its origin to the five stories written by Gunidhya in
Paigacaka language. He has not made any mention of the Pancatantra
of Visnusarma, which is generally known in the world of Sanskrit.
We owe our very knowledge of the existence of the Vasubhigabhatta
version to the Pancatantra of Durgasimha. It has thus gained a special
importance in the whole range of Indian literature. The researches
of scholars brought to light the Tantrépakhyana in Sanskrit and
Javanese versions of Vasubhagabhatta’s narrative tradition. Scholars.
are still engaged in a comparative study of all these versions. In the
meanwhile, it may be broadly surmised that the stories which are.
not found in Visnudarma’s Pancatantra but are found in Durgasimha,
have been culled from Vasubhaga’s version. Secondly, Durgasimha
used Jaina doctrines and terms not found in Visnusarma, though he
himself was a follower of Vedic religion. This shows that the original
Pancatantra of Vasubhaga had Jaina predilections. Durgasimha
avers that he has composed his work in a novel way. We cannot
examine his claim until we are in possession of Vasubhiga’s authentic
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version. For the present we may safely conclude that he has generally
retained the story and the temper of the original and amplified it
occasionally in his narration and description. Besides, in his use
of campu form, prose preponderates over verse. It differs from the
campu pattern of Pampa and others in subject-matter and style.
Probably his innovation lies in this difference. Just as Nigavarma
showed his originality by his adaptation of Bana’s Kadambari, Durga-
simha might have displayed his originality in his rendering of Pan-
chatantra. Itis noteworthy that each has bent the campu form to his
purpose, while trying to render. Sanskrit works which are entirely
prose or predominantly prose. But in their achievement in adaptation
they are not in the same class. Though Durgasimha did have the
learning and the genius for a good adaptation, he did not have the
poetic gift and the rhaturity of style of Nagavarma I. In his narration
as well as his diction, he combines the traits of campu with those of the

padyakathd i.e., prose narration. He shows definite leanings towards

pure Kannada idiom and has mastered it. While the attempt to combine

the classical and the popular styles may deserve praise as a striking
experiment, it must be admitted that he has not achieved a synthesis.
If Nagavarma I, gave Kannada a free and fascinating rendering of
Bana's Kadambari, a well-known Sanskrit classic, Durgasimha rendered
into Kannada a popular collection of tales in Sanskrit. Durgasimha

occupies a middle position of hogour among translators of Sanskrit

works.

Nagacandra was one of the illustrious poets, who lived towards
the close of the 11th century A.D. We know but little about his life.
He seems to have been honoured by the kings of Hoysala and Chalukya
dynasties but we do not know specifically who his royal patron was.
He has said that he built a temple for Mallijina at Vijayapura 1.e.,
modern Bijapur and wrote 2 work on that Tirthankara, He was a
very devout Jaina. His works reveal his religious fervour and his
reverence for Jina and Guru. He was also one of the great exponents
of Santarasa as a sentiment in poetry. He wrote two books viz.,
Mallinathapurédna and Ramacandra Caritapurana. In the former,
probably his first work, he narrates the story of Mallinatha, the 19th
Tirthankara in the tradition of Jainapurinas, for which Pampa had
blazed the trail in his Adipurana. Though the story of this purana
is thin, it has spread over 14 cantos comprising numerous stanzas.
A king called Vai§ravana, at the zenith of the pleasures of earthly life,
saw a big banyan tree crash, struck by lightning. It shocked him into a
vealisation of the vanity of life and he retired to the forest for penance
and became Ahamindra in heaven. In his next birth, he was born as
Mallinatha, renounced the world at a very young age and attained the
stature of 'Tirthankara by the power of his penance. In his Purina,
Nagachandra covers the thin bower of story with creeper-like descrip-
tions and with a variegated portrayal of bhoga and tydga. There is,

of course, architectonic skill but there is hardly any situation which

moves us deeply. The one or two situations, to which we are drawn,
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turn out to be just pretexts for claborate description or philosophie
cogitation. For instance, when Vaisravana  beholds  the sudden
fall of a banyan tree, he begins to wonder whether one could depend
on this body which may mect the fate of that tree at any time and hus
thoughts turn towards renunciation. Thought follows thought, all
centred on the futility of earthly life.  With such thoughts, the king
goes to bed in perfect peace and when he wakes up next morming and
looks at the sky, the sky scems as pure and sacred as hermitage. Here
is no mere idle fancy. It is a significant image, sugpesting the king's
keenness to retire to the forest for penance with a puriited heart. Whien
he announces his resolve, there is lamentation in the harem. The
queens cry their heart out and roll on the ground.  But this grie! does
not shake his decision. Like the sun who dries up the dew on the
lotus with the soft morning ray, he wipes the tear from his SON’s Cye
and says: ‘One should grieve over the loss of virtue; should one grieve
on the gain of virtue?’ Lengthy poems, which have but a thin story
element and have considerable padding of description are numerous n
Kannada. They achieve poetic excellence occastonally, in the midst
of the flight of mere fancy and the display of grandiose diction. Malh-
nathapurina undoubtedly is not of this category; it is deeper in signi-
ficance and displays better construction. All the same, it has no situa-
tions vibrating with life and not much of character portrayal. As such,
it cannot be rated high as a poem, though here and there 1t scales con-
siderable heights of poetry.

Ramacandracaritapurana or Pamparamdyana as it is popularly
called is Nigacandra’s second and more mature work. It has been
guessed that already there was a Ramayana in Kannada before Kavirgja-
marga, since it contains a few excerpts from it. The Ramakathe of
Ponna has not yet been traced. Pamparamayana is, therefore, the first
extant Ramayana, which is fairly extensive. But it does not owe 1ts
inspiration to Valmiki’s R@mdyana. Itis indebted to Pauma caria of
Vimalasiiri, which presents the Jaina version of the Ramayana. Naga-
candra has followed this Prakrit original very closely and yet he says
that his narration is unique (4pirva). If one were to compare it with
Valmiki-Ramayana, his statement can be accepted. But the word
‘ Apiarva’ loses some of its force if Nagacandra’s work were to be com-
pared with Pauma caria. Only when we study the work minutely, we
find a few innovations in point of detail. Its total impact is different
because of the degree of elaboration in plot and characterisation.
Though in relation to the original, Pamparamdyana is an abridgement,
by itself it is an extensive work in campu form having 16 Asvasas.
The poet has elaborated the theme in the manner of a classical poet with
a view to satisfying his religious and poetic urges.

All the characters of Pamparamayana are moulded after Vimalastr
in their strength and their weakness. According to Vimalastri, Rama
had reached the very last birth in the cycle of spiritual evolution and
could not, therefore, resort to violence. Laksmana could do it. It1s,
therefore, he who kills Rivana and for this act he is condemned to hell
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for some time and later attains salvation, Niagacandra makes no
attempt to eliminate the inconsistencies, resulting from his faithful
adherence to the original. His Rama acts 1in a' manner, which is un-
becoming of a Ksatriya hero. And yet he occupies the centre of the
stage. It is Lakgmana, who displays admirable prowess in many battles
and achieves victory and marries several lovely maidens. But he does
not get as much importance as Rima. . The character of bita is, how-
ever, uniformly appealing. She is steadfast in her love and devotion to
her husband like Valmiki’s Sita. But her chastity pales into ineffectual
idealism when both Riama and Laksmana show no qualms about
polygamy. In Valmiki’s R@mayana, the mutual love and single-minded
devotion of Rdma and Sita are a source of inspiration in conjugal life.
It disappears here. It is strange that Mandodari, the wife of Ravana,
tries to persuade Sita to accept the love of Ravana. Thus she tarnishes
her own character. It is the character of Rivana in Pamparamayana,
that lives fresh i our memory, The Rivana of Vimalasuri is different
from the Rivana of Vilmiki. Vimalasiiri’s Riavana is a high-souled
person and a man of virtue. But in an evil hour he falls a prey to his
passion for Sita. He carries her away to Lanka and labours hard to win
her love. But when he realises how steadfast is her devotion to Rama,
he repents his action and retraces his steps. Nagacandra has made
this conception of the character his own and realises it in the poem
magnificently. We. may cite a few examples of his art of delineation.
Riavana approached the impregnable fort of Nalak#éibara in his toum-
phant march for world-conquest. 9When he is considering how’ best
to capture the fortress, Uparambh3, wife of Nalakiibara, who has long
-beén enamoured of him, sent her emissary to Ravana. Ravana sum-
mons her and pretends to love her only with a view to mastering the
technique of capturing the fort. Then he says to her ‘you have been
my preceptor because you have taught me the technique. Have no

other thought but be happy with your husband in conjugal love’.

Later, Ravana takes the vow of ‘paringana virati’ (desistance from
other women) and is revered far and wide as aman of virtue and nobility.
It is against this background that we must view the episode of the
abduction of Sita. On hearing that his sister’s son was killed by Laks-
mana, Rivana was volcanic in fury and decided to have revenge on
him. As he sped in his Puspaka-Vimina, the flag of his ‘Vimana’
fluttering backward in the wind blowing from the opposite direction
seemed to motion to him to go back; the tinkling of the bells seemed to
proclaim the impropriety of his act, and pearl-like drops trickling from
the clouds looked like tears of his Punyadévata (the goddess of his good
deeds). When he saw Sita beside Rama, she appeared like a snare to
his sight and a diamond shackle to his heart. His mind wavered.
Cupid discharged his row of arrows on long-sought Rivapa, asking
him mockingly what had happened to that mind, which till then the
loveliness of several earthly and even celestial damsels could not move.
Like sparks reduced to cinders, all his virtues faded. It was due to
the evil moment. Even the sea transgresses its limit at some time or
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the other. Riavana summoned his avalokim vidyd, which was his
conscience and divine agent to ask how Sita could be scparated from
Rima. The Vidyd trembled and cautioned him against that temp-
tation. But Rivana refused to listen.  He hastened to her presence
when she was alone and carried her away by force. Nagacandra
makes this pathetic situation deeply moving. And further, the supreme
efforts of Rivana to entice Sita have stirred the powerful imagmation
of the poet. In one of the most cloquent passages in the context,
Rivana tempts Sita with the picture of his pomp thus: ‘On a couch
made of the tusk of Indra’s clephants, which was broken tn o iight
with me, you will lic on the soft fur of the swan of Brahma, which
was killed by the guardian angels of the quarters and used to serve
as cover for their own backs. You will lie there until you wake up to
hear the morning song, sung by heavenly singers’. This stanza 1s
ample testimony to the great power of Nigacandra to realize 1 a
vivid image an abstract idca—the idea of luxury.

Sita did not succumb even to this most dazzling temptation.
Ravana then assumed a weird form and tried to frighten her.  But
she remained adamant, with the hallowed name of Jina on her  hips,
like the brightness of a gem, which does not flicker n the wind.
Rivana was deeply impressed by her unalterable love for Rama,
overcame his weakness for her just as turbid water loses its impurity
and becomes perfectly pure and limpid. In this way Nigacandra,
inspired by Vimalasiiri, has recreated the character and personality
of Rivana. As in the works of Pampa and Ranna, Duryodhana has
shone as a noble hero despite the complexity of his mental make-up,
so in this work of Nagacandra, Rivana has come out as sinless though
a sinner and manifested his penitent goodness. |

Nigacandra has called himself Abhinavapampa. His work 1s
known as Pamparamayana. If his title means that he was another
Pampa, a poet as great as he, it may be regarded as self-praise. But
there are more points of dissimilarity than of similarity between them.
Pampa wrote two different types of composition, one the religious and
the other secular. The Bhdrata of Pampa is secular, whereas the
Ramayana of Niagacandra is religious, being a Jaina version. They
differ considerably in the treatment of the theme and style. Pampa’s
style is characterised by compactness and a certain amount of obscurity
while Nigacandra’s style is clear and limpid. Nagacandra did have
the poetic genius of Pampa and he knew the art of compression.
But both his works did not equal any work of Pampa, probably because
of their preoccupation with sectarian religion and ethics. ‘Lhey
occasionally offer passages of great poetry but the total work fails to
afford the experience of great poetry.

The poetess Kanti is mentioned as a contemporary of Nigacandra.
Niagacandra himself does not refer to her. References to her are
later than the 16th century. Some verses known as riddles of Kanti
and Hampa are extant. 'Though it is not easy to dismiss all about
her as myth, it is doubtful if the verses attributed to her are genuine.
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One can only say that she will rank as the first poetess in Kannada
if her identity is established by further research.

B

Nayasena

Nayasena was an ascetic poet of the early part of the 12th century.
He wrote Dharmamyrta, a collection of 14 stories, emphasising the
significance of the 14 vows of Jaina religion. Though the form of
this work is campu, the style is more popular than classical. Con-
sidering his skill as a story teller in the popular vein, his sense of
satire and abundant use of popular idiom and adage, his work can be
truly described as a Jaina purina, meant for the common man. Of
course, he shows sectarian zeal in his narration and overdoes the use
of popular diction. He is one of the earliest story tellers and satirists,
with a prediliction towards the popular manner of writing in a classical
age. In fact, he was the first poet to voice his protest against the ex-
cessive use of Sanskrit in Kannada poetry. He held aloft the banner
of pure Kannada in his own work though he was also not altogether free
from blame in employing Sanskrit words and phrases in his verse.
One of the striking features of his narrative art is the exuberance in the
use of similes mostly in his prose passages. There is a kind of pro-
priety, a certain flavour, a sense of humour and a closeness to the life
of the people in this kind of writing. But as has been pointed out,
he does not exhibit a sense of proportion. The excessive use of
similes impedes the narration and makes the style verbose. - Another
writer called Brahmasiva lived in tBe middle of the 12th century A.D.
and wrote a work in verse called Samayapariksa. It is avowedly a
combative book which aims at denmouncing and ridiculing other
faiths like Saivism and establishing the supremacy of Jainism. There
is no story or plot, no character study or description of any kind in 1t.
It is rational in its approach and satirical in its tone. Its satire 1s
often biting, intolerant of other faiths and beliefs. But it 1s a rare
record of the manners, customs and superstitions of the day. Thus
it is 2 handbook of immense value to students of social and religious
life of mediaeval Karnataka.

Nigavarma II, who lived in the middle of the 12th century, was a
scholar of repute and a poet of merit. He pressed into service his
encyclopaedic knowledge and produced scientific works on grammar,
poetics, prosody and lexicon, all that a student of Kannada might need
whether he is a poet or a critic. Nagavarma was not just a pedantic
scholar but a man of erudition with a progressive outlook. He was
‘hailed as one of the best critics of the day.

We have in the course of this survey dealt with literature in Kannada
from 500 to 1200 A.D. with special reference to a few significant
writers of importance and their contribution to literature. This
period is known as the golden age of Kannada poetry, the age of the
classical epic. Campu was the most favourite form of composition
in this age. It reached its high watermark in some of the secular and
religious works, written by eminent poets. The secular works achieved
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a fine blending of contemporary history and epic theme. This
manner of writing, different from the dircet treatment of histoncal
theme, was perhaps a novel feature in the whole range of Indin
literature. Towards the end of this period, story literature cime to be
produced in simple campu form, overladen with prose, probably as
a reaction against high-flown classics, whosce appeal was Timited to
learned scholars. These works rcgisturml d protest APainst the dis-
proportionate use of Sanskrit and upheld the cause of pure Nannada
as the language of the people. Thus we already sec here the seeds ot
the revolutionary outlook, the freedom of experiment and expression,
which marked the coming age. There is evidence for the fact tha
Vacana literature, which flourished in the nuddle of the 12th century,
had its beginnings towards the end of this age, probably even carlicr.
By and large, the ancient period was dominated by the classical trend,
though the last years paved the way for a radical change.
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CHAPTER V

MEDIEVAL PERIOD-—1
EARLY VACANAKARAS

ABourT the middle of the 12th century, a new constellation arose on the
Kannada horizon. Every one of the stars in it had its own lustre but
no sense of separateness. One was different from the other and yet
one was in tune with the other. An emerging pattern-held them and
they all moved forward to the same rhythm. Allamaprabhu, Basaves-
wara and other Vacanakidras formed this group. Their vehicle of
expression came to be known as vacana i.e., a kind of poetic prose,
because it was their spoken style, not the written style. Some of it
might have been written by them and some by others. But mainly it
was inspired word, that came from their deep experience spontaneously.
Vacana literature was born in a certain political and socio-religious
setting. Politically it was a time when the glory of the Calukyas
of Kalyana had been on the downwrd trend after reaching its zenith
in the reign of Vikramaditya VI. Bijjala, a feudatory of the Calukyas,
set aside a weak ruler and usurped the throne. - He became a powerful,
independent king. He came under the growing influence of traditional
institutions. Social inequality was rampant. Violence prevailed 1in
the name of sacrifice and offering to the village deity. There was a
regular tussle between the Vedic and the Jaina faiths. Brahmanism
had become petrified and hypocrisy reigned supreme. The common
people went after many gods and ignored the god of life. Several
thoughtful persons sensed that the world was out of joint but did not
have either the knowledge or the courage to face the situation, ‘T'he
Vacanakiras appeared at such a critical juncture and scattered widely
the seeds of a socio-religious revolution. They gave the electrifying
message of equality, of one godhead and of strict morality. They
told these things to themselves and then to those near to them. What-
ever they preached, they were the first to practise. They gave to
Karnatak a rich legacy of spiritual and ethical culture. In the middle
of the 12th century, vacana as a form of expression attainedits maturity
with all the variety and wealth of which it was capable. But there is
evidence to show that it had been current for about a century before,
although to a very limited extent. Basav&$wara refers to the vacanas of
Adyas or earlier Vacanakiras and makes mention of D&vara Dasimayya,
who is assigned to the early part of the 11th century. He even alludes to
some Vacanakiras who were either his contemporaries or predecessors.
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In Disimayya’s pithy sayings, we get a forctaste of the spiritual teast,
which was going to follow a hundred years later, For example, we
have an epigram like ‘the tongue of a man in fever will never relish
fresh milk’ or harsh satire as in ‘Don’t you believe the devotion of an
impostor. It is like a cat in & monastery which jumps at a mouse’. At
times, his sarcasm is too harsh and his language vather rough. “That
subtle rhythm and softness, which is peculiar to vacana prose, is lacking,
Among the Vacanakiras, who lived at the time of Basavéswara, Sukalgsa
Maidarasa was an elderly contemporary, who wrote nearly o hundred
vacanas. They showed an improvement on carlter vacanas and prepared
the ground for the mysticism and the social philosophy ot Basaveswara,

Allamaprabhu

One of the most remarkable personalitics of this period was Allama-
prabhu, who was not only senior to Basavedwara and other saints but
also the tallest among them in respect of knowledge and wisdom. s
life is shrouded in mystery, but doubtless he was one of the most detach-
ed persons and a perfect jigm. Hc becume the leader of those who
stood for the Sarana way of life and presided over the institution known
as ‘the bower of experience’ (Anubhavamantapa).

With all this, it must be said that he was not rigidly bound to any
creed or dogma. He appreciated what was good in all paths and in
all seekers. He criticised their defects as well.  All religions, including
the Virasaiva faith, came in for his severe criticism, whenever they were
bogged in secondary notions and external forms. DBut the scverity of
his criticism coming as it did from a truth-loving jian: was inspired
by the desire to do good to all and to help seckers to progress in their
chosen path. That is why it was welcomed by all. Many of his
vacanas are not easy to understand. What he uttered from the depth
of mystical experience and from the height of his truth-consciousness
was not mere word, 1t was a hymn aor mantra. The corc of his vacanas
haslentsignificance to his own saying that word s ‘Jyotirlinga’, the light
of God incarnate. He had realised that truth which 1s beyond utter-
ance. He has said, *Those, who have known the unknowable vast, are
quiet as 1f they don’t know. When the mind sees the Vast and speaks
of it through a certain word, the experience transcends that word.
Lo, has anyone fed the child called the infinite (Nirila), named and
called it? Alas, look at the embarrassment of bashful word!” His
words, which explain how that experience is beyond the reach of word,
come within our reach owing to the power of his speech and his excep-
tional imagination. One can name and call all children born on earth.
But who can name appropriately this child Nirala? 1If sabda or word is
called on to do this task, it would feel embarrassed and bashful. Be-
cause 1t 15 aware that this task is beyond its capacity. How vivid is
this expression! Even then, just as the shyness of the bride slowly
melts away, the shyness of word recedes and it tries to describe the
Vast as best it can, We come across such descriptions in the sayings
of Allama. Some of them are known as riddles, as they cannot be
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generally understood without an explanation of their peculiar symbolism.
As literature, they are bereft of clarity due to the very indefiniteness of
their imagery. Barring these, there are vacanas which are as clear
and charming as they are subtle in meaning. For instance, ‘Look at
the weariness and agony of people, who would not grasp what they saw
but sought what they could not say. With what warm clothing will
they cover it, if a whole mountain shivers with cold? How will they
clothe it, if the vast plain becomes naked? To what can you liken if
2 devotee turns into a heretic?” Generally the unique personality of
Allama shines with soothing lustre in all his sayings and drives away all
the dust in the farthest corners of our minds. It opens to us new
horizons, unknown to us before and underlines the inconsistency
between our word and deed. It is like a thunderbolt to our ignorance
and vanity. But it is not a blow that destroys; it is a blow that makes
for growth. For example, ‘Oh, they sip the water after washing out-
wardly without knowing how to wash inwardly. 1 was astonished to
see a god installed in a temple by mortals. I was wonderstruck to see
people enjoying themselves by arranging for the daily worship of the
eternal and the ineffable. They worship God in stone. It cannot be.
This is suckling today a child, which is to be born tomorrow. Why do
you want a temple, when there is a temple already in your body? O
Lord, if you are turned into a stone, what shall I ber® 1tisa common
belief that it is a religious virtue to build a temple and worship an idol,
installed there. This leads to a delusion that the idol itself is the sup-
reme reality. Allamaprabhu pricks fhe bubble in his own characteris-
tic way. The saints have lorig since expressed the importance of inner
purity and of the omnipresence of God. This very truth in Allama-
prabhu’s singular manner takes on a subtle imaginative form, with a
touch of satire, which pleases though it pierces. It lifts us from con-
ventional truth to the ultimate reality. ‘Those who worship stone
gods only show their ignorance and make fools of themselves . . . God
is not in stone. He is within oneself. He is to be realised by constant
effort. That is the child to be born’. In another saying of his, he
has praised the importance of self-realisation. Self-knowledge is the
great guru, the highest deity. In some of his other vacanas, he has
voiced harsh and open criticism of blind adherence to tradition. ‘The
Vada is just a text for study. Science is just bazaar gossip. Puriana
is just a conference of trouble-makers. Logic 1s lamb-fight. Bhakti
is profiteering by outward show. Lord Guhééwara is supreme wealth.
Does one became a Brahmacari by smearing ashes and becoming nude?
Does one become a Brahmacari by eating food and indulging in bad
habits? It is only when thought is bare and the mind is still, that
itself is the natural state of self-realisation (Sakajanirvana)’. Thisis a
good example of the radical approach of Allama, who was a jfiani In
sahajanirvana, a poet, who had seen the light divine in speech and a
seer, who had observed life from his lofty height. That is why his
vacanas shine with a radiance that soothes and awakens. It appears
that he had known and experienced the secrets and siddhis of many
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creeds and paths and stood above them. In IHathayoea Pradiptka, he
‘s mentioned as Allama Prabhudéva. His guru might have been Ant-
migha of the Nithapantha. But he refused to be hide-bound. It 18
no wonder that his liberal and independent personality, which was above
a particular religion or sect, found cxpression in his vacanas as thus:
‘If one can burn desire and delusion, how does 1t matter whether hets a
yagi or bhogi, satva or sanydsi? He is great in the eyes of God, he who
gives up greed and spurns attachment. Are they really great, those
who talk of their own greatness? What has happened to the greatness
of such great people?  He is a true sarana, in whom all talk of grew
and small has ended’. Allama has described his ideal thus, ‘One
should move about, not like a storm, which fells down trees, but hke a
gentle wind, which carries fragrance with it wherever it blows',
He does not want to be a destroyer like the storm but a comforter like
the breeze. Not for him the brilliance that dazzles and destroys; he
praises the gentle creative lustre, which radiates love and joy all around.
His sayings amply show that he had won that lustre. ‘A single day
has enveloped the infinite of the past and the infinite of the future.
The care-free one, who has realised truth, the mighty one, who has
conquered death, the great one who has seen the Vast, the joyous one,
whois absorbed in the Supreme Being, . . .” the very breath of such a
lofty personality became great and exalted vacana. Its spontaneous
manifestation through vacana form is not only a singular contribution
to Kannada literature but is also a rare gift to Indian and world
Irterature.

Basaveswara

Basaves$wara was one of the great men of Karnataka—arevolutionary
thinker, a radical reformer and a powerful writer. The middle of the
12th century was in a turmoil and was waiting for his advent. Only
two ways were open at that time when social life was poisoned by
inequality and deadened by inertia. One way was to close one’s eyes
and blindly follow the old order and the other was to adjust oneself
somehow with eyes open. There was also a third way—the way of
revolt against it. It was the way of heroism and suffering. Basaves-
wara like a true hero decided to walk this way. Even as a boy in "his
native place, Bagewidi, he protested against his thread ceremony
which had lost all meaning. He mastered all the learning of the time
under the guidance of a gurx in Kiidalasangama and made good progress
on the path of devotion. He went to Kalyana and rose to the position
of a minister under Bijjala. He declared his social philosophy, based
on equality and love. He gave it a spiritual and devotional bias.
Men of learning and dedicated seekers of truth from Kasmir to Kanya-
kumiri flocked to him as they were irresistibly attracted by his teaching
in ‘the bower of experience’, which he had built up. Kings became
ascetics and ascetics became kings. One such king was Allamaprabhu,
who sat on Sinya simhdsana{the throne of Séinya). Distinction of high
and low became a thing of the past in this spiritual domain. Women
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enjoyed the same freedom as men in seeking spiritual progress. ‘Work
is Worship’ was the watchword of the day. No profession was con-
sidered high, none mean. People came to believe that whatever the
profession they chose, the joy and peace of heaven lay in devoted work.,
Viradivism as a system of thought or as a code of conduct was not by
itself 2 new thing. But Basavé$wara revived it in a certain social
context. He and the other devotees of Siva put life into it and
popularised it by their own endeavour and achievement.
Basavéswara was a great devotee of God, well-known as Bhakti-
bhandari. He attained this stature as he grew in mind and spirit.
‘We can see 1t 1n his sayings at every step. His growth and progress
were, of course, 1n 2 manner peculiar to him. He laid bare his heart
and did not conceal anything from anybody. He unburdened his
agony time and again, disclosed his defects to the point of exaggeration
and confessed his errors without any reservation. He had a tendency
towards forthright and frank introspection, which was more intense
than in any other vacanakara. In his significant aphorism ‘No one is
smaller than myself and no one 1s greater than the devotees of God’,
we find the very core of his personality and not mere humility. In the
whole range of Kannada literature, it is difficult to find utterance that
surpasses his vacanas in yearning devotion and intrepid introspection.
For instance, ‘“The dirt of a deluge has covered land, which ought to
smile with a rich crop. It does not allow me to know, to be alert.
0O Lord, pray remove all this dirt s the form of my foibles. Give
me your succour and I shall grow freely with the utmost abandon.
I cry out to you like a mute creature caught in the mire. Alas! there
is none to look after me. . .. One can stand the strain if fire is -in the
oven, not if the whole earth is on fire . . . To whom shall T complain
1f the mound of the tank were to suck its water, if the fence were to eat
the fruit of the tree it is guarding, if the lady of the house were to com-
mit theft at home and if the mother’s milk were to turn to poison and
kill her offspring? Do not search me closely. If you do so, you will
find me hollow., My action is different from my speech. There
is absolutely no purity of heartinme. I am like a dog, which licks the
blade of a sword, relishing its sweetness’. In vacanas such as these,
Basavé§wara comes nearer to us as a human being and seems to be
moving in our midst and taking hold of our hearts. In these vacanas,
ordinary folk hear the throbbing of their own hearts. At the same time,
they experience something very much different from themselves.
Great men are unhappy when they see that they have not fully realised
in their lives the noble ideals which they cherish. Even small errors
appear to them as grave blunders, They describe them sometimes in
exaggerated language. That itself acts as a spur to their progress.
It must be noted that their self-criticism ‘is different from.the self-
blame of ordinary people. The wacanas of Basavé§wara must be
viewed from this perspective, There is in them an extremely intense
agony of longing, a kind of self-condemnation. In the words which
have expressed it, we find utter sincerity, spontaneity and lyrical quality
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of great writing—e.g., ‘The dirt of a deluge has covered land’ cte.,
which is already quoted, is a remark replete with meaning. "That soil,
which has the potentiality tor abundant growth and where every car
can swell with juice, 13 covercd with this ‘dirt of a4 deluge’. The dirt
that collects at the time of the deluge cannot be washed way except by a
deluge. Unless itis sweptaway, it will not make way fora new harvest,
The desires of previous births and cgoistic teelings pursue the soul and
thwart its progress. They often emerge trom therr nding .ond pull down
a rising soul. When we obscrve them caretully and retlect on then
dominance, we realise the propriety of the description as “dirt of & de-
luge’. This illustrates how in Basavéswara's vacanas, genuine experi-
ence finds expression in apt imagery and limpid utterance.
Basavédwara matured into a true devotee by his persistent endeavour
and surrendered himself completely to God.  The spirit of total surren-
der permeated the triune of his body, mind and life.  He called himselt
but a servant and instrument of the Divine. He has described the joy
of surrender in a touching manner in vacanas such as the tollowing:
“T'he nectar of your name has filled my speech, your umage has iilled
my sight, your thoughts have filled my mind and your renown has
filled my ears. Lord Kidalasangama, I am but a bee in the lotus of
your feet’. This vacana is enriched by a pun on the word Tuwmbi,
which as a noun means a bee and as a verbal form *filled’. ‘DNake my
body, O Lord, the long part of the lute; my head, the bottlegourd;
my nerve,. the string and my finger the tuning stick. Do sing in all
the thirty two rdgas. Play on this lute, pressing i1t to your bosom,
O Lord’. These two wacanas, though short, have expressed the
perfect state of devotion like self-contained lyrics and have proclaimed
the greatness of vacana literature. Basavanna wielded great influence
as 2 minister. At the same time he sowed the sceds of a revolution,
inspired by the vision of a new social order and spearheaded a new
movement. He had to face much opposition from political quarters
as well as from conservative sections of society. He must have
found his ideal of devotion put on trial every day. He was well aware
‘that ‘Bhakti was something which one could not live up to. It cuts
‘you like a saw as it moves forward and backward. If you grasp a
.venomous snake, will it ever let you go?’ The similes given here
-appeal to us for their novelty and propriety. In some of his vacanas
‘we find expression of his fearlessness and unruffled attitude. For
instance, ‘Whatever is going to befall us let it come today. Whatever
is to happen today, let it happen immediately. Who is afraid of it?
I am not living by bread alone. I live for a mission. I will not run
away from the scene like a timid soldier. O my Lord, death for a
mission is as joyous as a festival’. This shows that he was -not an
escapist, prone to run away from a critical situation. He was prepared
to face the consequences of his bold ideas, come what may, Conserva-
tive society must have been enraged and shocked by his revolutionary
thought and must have threatened to ostracize him. But he did not
lose heart. Some of his vacanas pin-point his unshaken self-confidence
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and freedom from fear. ‘Who can do any harm to me by his anger?
What will a whole town in anger do.to me? Let them not give their
daughter in marriage to my son.  Let them not feed my dogin a plate.
Can a dog bite 2 person, riding an elephant, as long as he has God on
his side? . . . Why should I go after a poor cow, when a river of milk
is flowing near my place? Why feel ashamed? Why should I long for
the money in Bijjala’s exchequer as long as Lord Sangama is there.’

Here is a clear rejoinder to charges, hurled at Basav&§wara that he was
squandering public money from Bijjala’s treasury to feed devotees of
God and carry on the work of social reform. We have allusions to

other historical facts in some other sayings, that reveal his personality.
and describe his work for the cause, that he espoused,

In his vacanas, Basavé§wara has depicted vividly the state of affairs
that prevailed in the gociety of his time just as he has mirrored clearly
the state of his mind. He has put his finger unerringly on the short-
comings of society in a frank and forthright manner. He has also laid
down the guidelines for a new social order. Our people have been
accustomed for long to running after many deities with steadfast faith
in none. If a person is sick, as many doctors as possible must examine
and treat him. All medicines must be given. Besides, the presiding
deity of the village must be propitiated. This is true in matters of
religion as well. One is not satisfied with worshipping any number of
gods to wipe out one’s sin or remove one’s misery. One 1s not satisfied
with following any number of Guras of any number of sects. Basa-
vanna says, ‘You shave your head when you see a devotee of Siva.,
' You strip yourself when you see a Jaina monk. You utter the name
of Hari when you meet a Brahmin. You imitate all those whom you
meet. What shall I say to those ignorant people, who think they are
reputed devotees by bowing to other gods, when they are worshipping
Kidalasangama?” Another defect which Basavanna saw in individuals
and groups was hypocrisy. He condemned it wherever he found it
in devotees of Siva or in others. ‘Do not put a price on the ash in the
oven. Besmear it as you like. What is the good of besmearing it
outwardly when you have no sign of goodness at heart? The Lord
will never like those hypocrites who talk of many things when they
purpose to say but one thing, ... Worship without devotion, action
without affection—all that is like the loveliness of a figure in a picture
_.s0 unreal. It is like a sugarcane drawn beautifully on a piece of
paper. It will delight you if you embrace it but does not taste sweet
if you want to eat it. It will only look like a sugar-cane’. This
simile is drawn from everyday life and is fascinating.

One of the glaring defects which Basavappa found in the society
of his time was an inordinate desire to set right others’ foibles and ignore
one’s own. In a fear-ridden and pretentious society, we find this sad
lack of self-criticism or this tendency to remove the mote in the other
man’s eye, forgetting the beam in one’s own. The values of life turn
topsyturvy. Basavanna has diagnosed this social malaise ably. He
says, ‘why do you go about reforming the world? Take care of your
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own body and mind. God does not like thuse who just weep at the
sorrow of the neighbour. ... Is the master of the house inside the
house? With the grass grown on the threshold and with the dust
settled in the house, is the owner in or no?  No, he is not there with
the body full of falschood and the mind filled with desire’. The
query and the image in the second vacana are quite significant,  When
one sees the ways of modern civilized socicties, one 1s tempted to ask
the same question today. Some of his vacanas like the following
expose the superstition in matters of worship, caste ectc. “T'hey
hasten to pour milk on a stone serpent.  But when they see a real snake,
they hasten to kill it. When a devotee who can eat what is offered to
him presents himself, unceremoniously they ask him to go, whercas they
offer a bowl of rice to Linga, which cannot eat. He who kills 1s the
real outcaste, he who eats the filthy stuff ts a foul person. What 1s
their caste after all? All devotees of God Siva, who desire nothing
but the well-being of all living creatures, alone are real §aranas’. Some
of this criticism of social conditions is, of course, harsh in tone but
it is inspired by righteous rage. It strives to expose the falsehood and
the deceit in the followers of Vedic as well as non-vedic faiths, including
Viragaivas. It is not prompted by hatred of any individual or group
but it certainly exhales disgust for the social order of the day, which
was full of injustice and inequality. It was Basavanna’s vision and
ideal to build a new society based on compassion and cquality. He,
therefore, condemned the institution of yajfia, which preached a
meaningless violence and animal sacrifice, offered to deities. He also
rejected the varnas§rama system, which had resulted 1n social disparity.
‘Whatever the merits of that system when it first came into being, it had
degenerated into a blind tradition and had become the breeding house
of irreligion and immorality. It was a crying need of the hour to
protest against this degeneracy.

Many vacanas of Basavanna show that behind all his criticism,
there was a positive view of life. He says, ‘This mortal world is the
mint of the Lord. Those, who prove genuine here, will prove genuine
there (in the next world). 'Those who do not do so here will be treated
as counterfeit there also’. This world is like God’s mint. A coin
considered genuine in the mint will continue in the same way outside;
and so too a counterfeit coin.

The life of man on earth must be ethical and religious; it is thus that
it ensures the right reward and the right value in heaven as well, ‘Can
there be 2 religion without love and compassion? One must have
love towards all living beings. Love is the basis of all religion’.
What is this love if it is not love for its own sake and of the purest
kind? ‘Remember that there is no such region as heaven or earth.
Whenever you speak truth, it is heaven, and whenever you speak un-
truth, it is earth. Good conduct is heaven, bad conduct is hell’.
Basaveéswara attached as much importance to soft speech as to truth-
fulness and good conduct. ‘It is heaven itself if you say Ayya’ (Sir)
and it is hell itself if you say ‘elavo’ (you, fellow). In this pithy remark,
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he has put in a nut-shell the value of decency in speech, in a manner
which will carry conviction to the man in the street.

We have so far tried to show the high quality of these vacanas as
literature. Even when we examine them one by one, we are wonder-
struck by the spontaneous power of their imagination, feeling and ex-
pression. ‘This is illustrated by the following vacana. ‘1 have been
like the bride who has had her oil bath and who has put on the most
splendid robes and worn the most charming jewels, but has not won
the heart of her husband’. This imagery is significant, being suggestive
of the state of mind of a devotee of God, who has done every possible
sadhana but has not succeeded in realising the highest joy. Some of
the vacanas which reveal the depth of inner consciousness and which
flow from mystical height have the power and charm of Upanisadic
utterance. There are in the vacanas any number of proverbs and
idioms, taken from the popular speech of the day, as a result of which
some of the subtle thought in_vacana literature is understood. Unlike
some of the vacanas of Allamaprabhu, the vacanas of Basav&§wara are
crystal clear. Great thought and sincerity go hand in hand in some
of them,

Basavééwara was one of the great personalities of mediaeval India.
His sayings, which reflect the best in Virasaiva faith and universal
religion, are a great gift of Kannada to Indian and world literature.

Akkamahidévi and other Vacanakaras

>
Akkamahddévt

Akkamahadévi is one of the brightest stars in the constellation of
vacanakdras. By the uniqueness of her personality and the greatness
of her utterance, she stands out as a great poetess. For ought we know,
she is the first poetess in the history of Kannada literature. Even
if Kanti, mentioned earlier, were a real figure and not 2 figment -of
fancy, her meagre compositions which have come down to us are but
examples of dexterous verse and not songs of the heart, emanating
from genuine experience. Akkamahddévi was among the pioneers
in blending lofty spiritual experience with spontaneous expression in
poetic prose. Thestory of her life 1s itself thrilling. A lovely maiden
" born in a poor family, she became the victim of the passion of king
Kausika, who longed to marry her. - According to one version, she
spurned his offer and went away in search of her Lord, Cennamalhkir-
juna. According to another version, nearer in time to her, she married
Kausika on three conditions. When she found that the king violated
them and stood in the way of her pious life, she left the palace and
renounced the world. Whichever version be true, it is clear that.she
did austere s@dhana with an overmastering desire to see the Lord, who
was her true lover. Perfect in her surrender, she realised him and was
bathed in bliss. She went to Kalyana where Allamaprabhu and Basa-
vedwara had founded the Anubhavamantapa, shed her spiritual light
and proceeded to Srigaila, where she attained union with her Lord.
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Her vacanas are the outpourings of a highly sensitive and daring
soul. They reflect the subtle stages of her sadhand, her joys and
sorrows on the path of realisation, being couched in imagery and
language of literary excellence. Her ecstacy and her ultinuite realisa-
tion have found adequate expression in her vachanas.  In the very first
step she took in her sddhand, we can sec her aversion to worldly life and
her devout prayer to the Lord : *Like the silk-worm that dics entangled in
the yarn of its own creation, I am burning in my own wanton longings.
O Lord, help me to get rid of my cvil desire and turn my mind to-
wards you. Pray destroy my vanity, dispel the darkness of my bhody
and take away the sloth of my soul. Liberate me from the enveloping
mesh of this world’. From this general feeling about wordly life, she
proceeds to the state of mind of a spiritual beloved that is characteristic
of her. The highest form of love, the madness, the agony of scparation,
the frantic seeking and the joy of union have found intense expression
in her vacanas. For example, ‘My Lord, listen or turn away as you
will but I cannot but sing about you; my Lord, respond or not as you
will, but I cannot refrain from admiring you; my Lord, like it or not
as you will, but I cannot remain without embracing you: look at me
or not as you will. But I cannot help looking at you and rejoicing.
The sorrow-striken heart has turned upside down. The cool breeze
burns. Moonlight has turned into scorching noonhght, I am
pining like the octroi collector of the town.... Oh bees, mango,
tree, moonlight and cuckoo, I beg but one thing of you all. Pray
show my Lord.... I felt happy in the company of my lover, who is
without a body and boundless. I ask for nothing else. 1 felt as if
fresh water had flooded a parched tank and as if a downpour had
watered a famished sapling’.  So she sounds the entire gamut of god-
love; her vacanas are a few in number but are gems of great excellence.
Later, Akkamahddévi has described her spiritual marriage and her
long penance to win god Siva for her husband: ‘O Lord, I did penance
for numberless years to win you as my consort. A bower built on water
with 2 roof of fire, they erected a seat of hailstone. They joined in
wedlock the bride without legs and the bridegroom without head.
They gave me in marriage to my husband Cennamallikirjuna for an
inseparable union’. In wvacanas such as these, the central feeling of
what may be called Adhydtma srngara (spiritualised sentiment of love)
has manifested itself with all its attendant variations and has brought
‘the freshness of a new sentiment to a mind weary of the monotony of
conventional eros. Akkamahadévi’s enlightenment and devotion had
given her singular freedom from care and fear. They are a source
of noble inspiration. The following vacanas illustrate what strength
of spirit she had acquired by standing up to calumny and contempt
in the course of her sadhana. ‘Why be afraid of wild beasts when
you have made your home on the top of a mountain? Why be afraid
of ebb and tide when you have made your home on the shore of the
sea?  Why be afraid of noise when you have made vour home in the
heart of a bazaar? Oh Lord, having been born into this world, one
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must learn to be serene in the face of praise or blame.... When
hungry, I can live on alms. When thirsty, I can drink the water of the
well and the pond. When sleepy, I can rest in old temples. And
all along, O Lord, you are the companion of my soul. O my heart,
grieve not that you are alone with none to protect. I am not afraid
whatever happens. I can live on withered leaf, 1 can lay my head on a
dagger. If my Lord fells me prostrate, 1 shall offer body and life
at his feet and emerge purified . ... If sparks of fire fly about me, I
shall say my thirst and hunger are satisfied. 1f the very heavens
burst a downpour, I shall say I am being given a bath. If the rock
falls on me, I shall say it is a flower to deck me with. O Lord,if I am
beheaded, I shall say my life is laid at your feet’. These vacanas
show the exceptional courage, with which she faced the ordeal
of life. Her composure, fearlessness and freedom from anxiety
steadily rise to their* very acme in thought and expression. There
can be no better evidence of her realisation than the simple and spon- :
taneous imagery and diction which bring out the strength of her spirit. '

In some of her sayings, she has spoken of her life-vision in succinct
and striking images: ‘If you can remove the poisonous fang of the
snake and play with it, it is good to be in its company . . .. Life in
hell with the awareness of the Lord is itself salvation, life in heaven
without that awareness is hell itself. Happiness without your love is
misery whereas misery with your love is bhiss itself . . .. What is the
good of knowing all unless one knows one’s self’. Besides, she has
commented on the social conditidns of the time in her forthright
manner now and then. Yogdngatrividhi is a small but significant
bunch of verses by her in #ripadi metre. It gives us an insight into
the wealth of her mystical experience. On the whole, Akkamahddevi
has revealed a unique personality by combining erotic sentiment and
spirituality and pouring it into the malleable mould of vacana prose.
She richly deserves a high place among the greatest women of Karnataka

and India.

Among the other vacanakaras, Cennabasavééwara, who was the
nephew of Basaveswara, was praised by Allamaprabhu as a mahajfiant,
a great knower, but he was different from him in some respects. He
excelled in analysing and expounding the philosophic content of
Viragaiva faith and thus helped it spread. Essentially many of his
vacanas possess literary quality. But rarely do they rise to great
heights. Another well-known. personality, who was both a yogi and
karmi was Siddhardma of Sonnalige. He became a jfiani and karma-
yogi with the blessings of Prabhudéva and Cennabasava. We gather
about the development of his personality from his utterances. He,
who at one time took delight in building tanks and temples, realised
later that God does not reside in stone. In one of his vacanas he
says ‘“These small men nod their heads and say God is in stone. If
'+ s said God is in stone but not in clay, it is a flaw in the perfection of
the All-pervading’. This is how he attained enlightenment. And thus

he learnt the skill in action, the art of detachment. His vacanas
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are bright literary pieces, testifying to the wealth of his experience
and the growth of his personality. Several o