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Abstract

The assertion that the Mahabharata (MBh) narrative is innately incapable
of achieving a conclusion has attained the status of a disciplinary truism in the
epic’s study. My thesis challenges this prevalent assumption by proposing an un-
investigated path of inquiry into the philological, historical, literary and semantic
aspects of the epic.

The thesis discusses the ending of the MBh, the Svargarohana parvan
(SA) by exploring several trajectories: the study of the SA in epic scholarship; its
reception in the later tradition in Sanskrit literature; and finally, the problematic
aspects of the SA and its relation to the rest of the narrative. It first points out that
in comparison to other MBh episodes, the SA has been received with significant
disregard or suppression in the literature commenting on the epic. Second, it
characterizes the nature of the suppression of the SA in each of the three literary
strands commenting on the MBh (epic scholarship, Sanskrit adaptations and
theoretical discourses). It argues that all of these considerations, which are
external to the MBh, have tended, in various modes, to suppress, ignore or
overlook the importance of the SA.

The thesis then proceeds to argue that on the most significant and internal
level of the text itself, the SA is intrinsically consistent with the rest of the MBh
narrative, and that this makes it thematically integral to the text as a whole. This
argument derives from the importance with which this study addresses the
moment of the condemnation of dharma in the SA, and is furthered by a
philological and semantic study, as well as textual analyses of the multiple
occurrences of the Sanskrit verb garh throughout the MBh. The use of this verb
by the epic protagonist, Yudhisthira, in condemning his father, Dharma, at the last
scenes of the SA comprises a key moment that bears significant and myriad
implications upon the understanding of this pivotal concept (dharma), to which
the entire epic is devoted.
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Introduction

“If you want a happy ending, that depends, of
course, on where you stop your story.”

Orson Welles!

The assertion that the Mahabharata® narrative is innately incapable of
achieving a conclusion, a claim often latently and at times openly advanced, has
attained the status of a disciplinary truism in the epic’s study.’ This thesis seeks
to challenge this prevalent and well-reasoned assumption by proposing an un-
investigated path of inquiry into the philological, historical, literary and semantic
aspects of the epic. While the problematic nature of the epic’s ending (discussed
below) can indeed lead one to perceive it as ‘peripheral’ or even ‘alien’ to the

narrative, there is a very good reason for entertaining the opposite view; namely,

' Orson Welles: Interviews, ed. Mark W. Estrin, University Press of Mississippi, 2002, p. 221.

? Henceforth: MBh.

3 See, for instance, Tamar Reich, “Ends and Closures in the Mahabharata,” International Journal
of Hindu Studies 15, 1: 9-53, Springer, 2011, p. 9: “This paper reads the Mahabharata in an
attempt to clarify how—or whether at all—it may be said to achieve closure. The term “closure”
refers to the sense of resolution achieved when a narrative ends. In the case of the Mahabharata, a
text that makes [a] totalizing claim about itself, ... how does one identify closure?” (Emphasis
added). See also ibid., p. 45: “We have seen that the Mahabharata explores potential forms of
closure, but there is no single, straightforward and satisfactory closure to be found within it.”
(Emphasis added). See also Herman Tieken who discusses the ending of the MBh in “Kill and be
Killed: The Bhagavadgita and Anugita in the Mahabharata,” Journal of Hindu Studies 2009; 2:
209-228. Tieken points out that before departing from the world, the Pandavas divide the kingdom
between their successor, Janamejaya, and the Kauravas’ descendant, Yuyutsu. He considers this
event as a state which preserves the eternal animosity between these rival parties, concluding that
“the competition does not end; it simply begins all over again ... The protagonists of the
Mahabharata are caught in a painful cycle of fighting for life and death, which repeats itself
endlessly.” (Emphasis added), ibid., pp. 221-222.



that the closing book of the MBh, the Svargarohana parvan,' is the MBh’s
natural and organic resolution, and that it is thematically consistent with the
thematic structure of the epic as a whole.

The assumption that the epic is reluctant to arrive at a conclusion is perhaps
most lucidly conveyed in the words of the scholar David Gitomer, who states the
following:

Just as the continual writing, production, and experiencing of tragedies was

vital to the life of the Athenian polis, so the Mahabharata never wants to

resolve itself. No beginning can take it far enough back ... No ending ever ties

up the story ... And we know that the middle is infinitely expandable.’
(Emphasis added).

There are indeed very good reasons to support the supposition that the MBh does
not really end, or that it is fundamentally incapable of finding a conclusion. These
stem from two main characteristics of the epic: (1) its aesthetic properties; and,
(2) what I call, “the paradox of dharma’s ‘garhification’ of dharma”, which is
detailed below.

In the citation above, Gitomer points out a number of fundamental
properties of the MBh. He emphasizes the epic’s aesthetic quality of prolongation
and infinite expansion (“we know that the middle is infinitely expandable”); he
notices its multiple beginnings (“no beginning can take it far enough back™); and
finally, he stresses its non-resolution (“no ending ever ties up the story”). Yet,
Gitomer’s remarks discuss only three of the factors that may explain why the

MBh “never wants to resolve itself™.

4 Henceforth: SA.

> David Gitomer, “King Duryodhana: The Mahabharata Discourse of Sinning and Virtue in Epic
and Drama,” Journal of the American Oriental Society, Vol. 112, No. 2 (Apr. - Jun., 1992): 222-
232, p. 232.
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Problematic Aspects of the Epic’s Aesthetic Properties

The MBh features several characteristic properties and aesthetic qualities
that may explain its non-resolution. The first of these is encapsulated in the rare
self-reflective moment, in which the epic discloses its perception of itself as an
inclusive text whose scope encompasses the whole of life, most clearly brought
out in the celebrated aphorism — “What is here may be found elsewhere. [Yet,]
what is not here is nowhere to be found”.® David Shulman, who discusses the
statement at hand, concludes that “the Mahabharata is conterminous with the
world. ... It presents itself not as a work of art but as reality itself. No boundary

marks off this text from the world.””’

This self-reflective perception of the epic
directly relates to its non-resolution by pointing to a fundamental problem: if the
text claims to an all-inclusive, engrossing scope that necessarily encompasses the
whole of life within it, then it is essentially incapable of marking either a
beginning or an ending point.®

The epic’s inability to arrive at a conclusion is further validated by another

marked characteristic, namely, its astronomical, encyclopaedic length, which

8 yad ihasti tad anyatra yan nehdsti na tat kvacit. (MBh, 1.56.33 (repeated in 18.5.38); B. 1.62.53).
Note that unless indicated otherwise, the translations from Sanskrit in this thesis are mine.
Unless mentioned otherwise, all citations and quotes of the MBh in the following discussion are
from the Critical Edition of the text, V. S. Sukthankar, et al., eds., The Mahabharata for the First
Time Critically Edited, 19 vols., Bhandarkar Oriental Research Institute, Poona, 1933-1966. In
most cases, a second reference is provided to the (reprinted) Bombay Edition of the MBh
(henceforth: B.), also known as the Vulgate text, R. S. Kinjawadekar, ed., The Mahabharata,
Srimanmahabhdaratam with the Bharatabhavadipa of Nilakantha, Poona, Citrasala Press, 1929-
1936.
7 D. Shulman, “Toward a Historical Poetics of the Sanskrit Epics,” The Wisdom of Poets, Oxford
University Press, 2001, p. 26.
% In this context, it is interesting to note Alf Hiltebeitel’s ideas regarding ‘What is not here is
nowhere to be found’. Hiltebeitel remarks that this “is not an encyclopaedic slogan, as many have
made it out to be, but an astika (‘Vedic; those who say “it is””) proclamation or affirmation that
the epic is about what ‘is’ and ‘is not’.” (p. 162) Hiltebeitel develops this idea by showing how
negative the epic’s treatment is with regard to ndastikyam or nastikas (‘heresy; heretics’). (p. 163).
See Rethinking the Mahabharata: A Reader’s Guide to the Education of the Dharma King,
University of Chicago Press, Chicago, 2001.

11



facilitates its aesthetic literary property of prolongation. Indeed, Janamejaya and
the other embedded listeners of the story repeatedly insist that events be narrated
to them at length (vistarena). Several scholars have noted this feature of the text.
Christopher Minkowski, for example, suggests that the MBh is transmitted
through an embedding narrative technique analogous to the embedding property
of the Srauta sacrifice.” Discussing the highly elaborate structure of embedding in
the epic, Minkowski points to a “narratological” question of the text; namely, if
the MBh is narrated by one embedded listener to the other, then who is finally

10

narrating the Bharata story to the last' narrator of the text, VaiSampayana?'

Minkowski thus concludes,

It still remains to answer the narratological question posed at the beginning.
What saves the Mahabharata from an infinite regression of frames, each one
the story of the previous narration? In one sense, nothing does. The infinite
regression is the image of the transmission of the story through history. New
tellers and new audiences retell the story as they heard it, and so the epic
continues.”” (Emphasis added).

Along similar lines, David Shulman calls this feature of the text ‘emboxing’:

Indeed, ‘emboxing’ is a major technique in the Mahdabharata: X, telling the
story of Y, recalls how A once told the tale of B to C... At times, the dizzy
listener feels he is trapped in an infinite regress of narrative, just as he
remains torn by the unresolved dilemmas that the text presents."

? See C. Z. Minkowski, “Janamejaya’s Sattra and Ritual Structure,” Journal of the American
Oriental Society, Vol. 109, No. 3 (Jul. - Sep., 1989), p. 401.

' Within the epic’s main frames (as these are set in the Adi parvan), VaiSampayana is last in the
order of narration. However, within the narrative’s inner time perception, he is chronologly the
first to have recited the Bharata story. See also the two main frames of the MBh story, as
presented by Minkowski, 1989: 401-420: (1) The bard UgraSravas recites the Bharata story at
Naimisa forest at Saunaka’s sattra which lasted twelve years; (2) He heard it at Janamejaya’s
snake sacrifice (sarpasattra), where it was recited by VaiSampayana as the latter heard it from
Vyasa.

' Minkowski, (1989): 404 - “... the reader is presented with a curious narratological question —
how can the Mahabharata itself describe the history of its own narration? Or, more specifically, if
VaiSampayana is telling us the story of the Bharatas, then who is telling us about Vai§ampayana?”
12 ibid., p. 420.

3 Shulman, (2001): 29.
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Finally, A. K. Ramanujan argued that “the central structuring principle of the epic
is a certain kind of repetition. ... Not only are there repetitive phrases, similes,
and formulaic descriptions ... but incidents, scenes, settings and especially
relationships are repeated.”* The repetitive mode of the MBh, which, as noted
above, constitutes one of its most marked attributes of transmission, thus results
in an epic that appears to expand ad infinitum.

Another aesthetic attribute emerges from the fluid structure of the epic’s
two ends, which J. A. B. van Buitenen terms its ‘Fuzzy Edges’: “On both ends
the edges are fuzzy. The complexity necessary at the beginning allowed itself to

”1> Van Buitenen further argues that the

be extended deeper and deeper.
narrative’s fluidity forces us, as readers of the MBh “to be satisfied with a fuzzily
delineated centre, which from the beginning lay open to growth in every
direction.”'® A solid indication of this is found in the Adi parvan, which informs

us that the book has at least three different legitimate beginnings, as follows:

Some Brahmins read the Bharata from Manu onward; others from the tale of
The Book of Astika onward; others read it from The Tale of Uparicara
onward, while some read the whole."”

Judging from this verse alone, and although the MBh does not state as much, it
would appear that the text suggests that in having several openings, the epic has
multiple endings, as well.

The attributes of the epic surveyed above — its self-perception as

conterminous with the world, the literary quality of prolongation (vistara), its

4" A. K. Ramanujan, "Repetition in the Mahabharata," Essays on the Mahabharata, ed. A.
Sharma, Motilal Banarsidas, Delhi, 2007, pp. 421-422.

5 van Buitenen, (trans.), The Mahabharata, Book 1. vol.1, University of Chicago Press, Chicago,
1975, p. xvi.

1% ibid., p. xix.

" manvadi bharatam ke cid astikadi tathapare |

tathoparicarady anye viprah samyag adhiyvate // (MBh, 1.1.50; B. 1.1.54).
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repetitive mode, its transmission through the narratological technique of
embedding or emboxing, its fuzzy edges, and its multiple beginnings — are closely
related to the way in which it perceives and exhibits the notion of time. As time
expands continuously in the MBh, particularly around its edges, the outcome is a
limitless narrative that is essentially incapable of finding a starting or a finishing
point. In this regard, David Shulman notes that we might consider “this whole
epic as an extended essay, carried along a complex narrative frame, on time and
its terrors.”" The reason for this, according to Shulman, stems from the fact that
time “essentially unfolds forward, remorselessly ‘cooking’ all the creatures," in
this epic.”® These remarks bring him to conclude, that:

In the perspective of the Mahabharata, time may ultimately be cyclical, but
our experience of it, like that of the heroes, is of a steady progression
(actually a degeneration) that both works through the terrible human
struggles recorded here and then destroys the struggling actors themselves.”!

Shulman points to an inherent tension that concerns the concept of time in the
MBh. On the one hand, the axis of time indeed seems to be painfully linear in the
epic. The story of its heroes is delivered in meticulous detail from birth to death,
as all the while the entire narrative progresses toward their terrible demise, and
the apocalyptic destruction of the world. On the other hand, time also appears to
be flowing cyclically. The Adi parvan is a direct continuation of the

Svargarohana, and vice versa. The bard UgraSravas tells the Bharata story at

18 Shulman, (2001): 26-27.

1 See the phrase kalah pacati bhittani sarvani (“Time cooks all living beings”) and several of its
variations in MBh, 1.1.188; 7.57.6; 12.217.19; 12.217.25; 12.217.39; 12.231.25; 12.309.90;
17.1.3.

See also Yaroslav Vassilkov’s thorough study of the concept of time in the epic:
“Kalavada (the doctrine of Cyclical Time) in the Mahabharata and the Concept of Heroic
Didactics,” Composing a Tradition: Concepts, Techniques and Relationships, Proceedings of the
First Dubrovnik International Conference on the Sanskrit Epics and Puranas, August 1997, eds.
M. Brockington and P. Schreiner, 1999, Zagreb, pp. 17-33.

2 Shulman, (2001): 28
! ibid.

14



Saunaka’s sattra; yet this is the second recitation of the MBh, for the bard
actually heard it at Janamejaya’s sarpasattra (‘snake-sacrifice’) from
Vaisampayana, who was the first to have recited it, having heard it himself from
his teacher and the composer of this entire text, Vyasa. Consequently, the story
opens, continues, and closes with the constant presence of Ugrasravas (and his
audience - Saunaka and the Brahmins), as well as with that of Janamejaya, the
Pandavas’ sole surviving descendant, whose keen interest to learn about the fate
of his ancestors actually invokes the MBh recitation by VaiSampayana. Time thus
builds up both cyclically and linearly in the MBh, for where Ugrasravas
commences the (second) recitation of the story, at the very first lines of the Adi,
there closes the narrative that simultaneously terminates at the Svargarohana.”

To a certain degree, then, the unique perspective that the epic exhibits with
regard to the concept of time embodies several of the aesthetic properties
discussed above.” It is inherently related to the epic’s repetitive mode in the sense
that it is being replicated in certain fixed time-units or particular numbers. The

number 18, for instance, features recurrently in the epic and is meaningful to the

2 See also Reich, (2011): 38: “Thus, as strange as it may seem, exploring the end of the
Mahabharata will again take us to its first book. We go to the frame story, and enter again into a
universe of violence. The Mahabharata’s account of the circumstances of its own narration
embeds one story of a destructive ‘sacrificial battle’ within another story of a destructive, vengeful
black-magic sacrifice.”

» Following Madeleine Biardeau, who pointed out the momentary or transitory nature of the
Naimisa forest (where the MBh’s recitation by Ugrasravas takes place) calling it a ‘blink of an
eye’, Alf Hiltebeitel argues that it is the site of infinite regression: “Naimisa is a forest with a
give-away name: ‘lasting for a moment, a twinkling’ (from nimesa, nimisa, a moment or wink).”
Hiltebeitel, (2001): 95-96. Hiltebeitel relates these intriguing remarks on the Naimisa forest with
the epic’s perception of time. He considers the Naimisa forest “not so much a place as a process”,
which connects “past, present, and future in the twinkling of the eye”. Finally, he concludes that
“The Mahabharata’s Naimisa forest might be thought of as ‘Momentous Forest’, or even the
‘Forest of literary Imagination’, the forest where bards like the ‘hair-raising’ Lomaharsana and his
‘frightful-to-hear’ son UgraS§ravas can enchant Brahman Rsis: a ‘momentous’ forest where stories,
to put it simply, transcend time and defy ordinary conceptions of space. ... [In this context] it is
perhaps best to share Sukthankar’s impression that the poets are winking at us.” (Emphasis
added), ibid., pp. 96-97.
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very organizational structure of the text. Thus, the epic unfolds within 18 books,
the Bhagavadgita has 18 chapters, and 18 armies fight the Kuruksetra war for the
duration of 18 days. Since the main story is narrated in the intervals of several
sacrificial settings, each one embedded within the other, time in the MBh likewise
reflects the emboxing technique of transmission that is characteristic of the epic.*
It should further be noted that the apocalyptic Kuruksetra war, situated at the heart
of the narrative, is perceived in the MBh as that which moves the world from the
third eon (Dvapara-yuga) to the current and degenerated age of Kali.

In summary, the characteristic literary qualities of the MBh suggest that the
epic is a text that is innately incapable of finding a conclusion, or at the very least,
as discussed in the following section, is reluctant to resolve the problematic issues

that it raises.

The Paradox of Dharma’s ‘Garhification’ of Dharma

Another very good reason to consider the MBh as a text that is incapable of
finding a conclusion concerns the concept of dharma in the epic, and its particular
treatment in the narrative’s closing scenes. While the entire epic offers a
prolonged exposition of dharma’s meanings and validity, in its final scenes
dharma itself is subjected to a bitter condemnation. Thus, instead of offering a
resolution to the multifaceted problems aroused by the concept throughout the
length and breadth of the narrative, the ending points to dharma’s futility or

meaninglessness.

24 See note 10 above.
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This presents an intriguing and dramatic paradox in the narrative’s
concluding scenes. Not only does the epic’s protagonist, Yudhisthira, condemn his
father Dharma; the hero’s harsh denunciation must also include himself since the
MBh perceives Yudhisthira as the Righteous-King (‘Dharma-raja’) or the Son of
Dharma (‘Dharma-suta’). This moment in the MBh is distinguished by the hero’s
use of the Sanskrit verb garh, ‘to censure; denounce’, in condemning his father. It
would appear therefore, that such a conclusion does not bring about closure or
resolution, certainly not to the many doubts and hesitations voiced throughout the
narrative regarding dharma.

To be sure, many texts address the concept of dharma, yet these examine
its general, legal, and theoretical aspects through elaborate classificatory
frameworks.” That is perhaps why the Indian tradition calls such texts Dharma-
Sastras — ‘instructive manual literature about dharma’. Crudely stated, while
Dharmasastra texts aim at providing rules of conduct and coherent, instructive
answers to the numerous problems and dilemmas raised by this intricate notion,
what the MBh does best is to raise and explore multiple open-ended questions
concerning dharma without offering any apparent resolution at its conclusion.

On the level of narrative, the MBh presents in its concluding scenes the
deception of Yudhisthira by Indra, who encourages the hero to enter svarga on
the false pretext that his brothers and wife await him there. Upon entering,
Yudhisthira finds his long-time bitter rival, the villainous Duryodhana, thriving.

He then relinquishes svarga in order to search for his relatives, and eventually

» See in particular the paper of Donald R. Davis Jr., who proposes to view Dharmasdstra texts as
a form of legal rhetoric which formulates dharma as paradigmatic for the Hindu tradition as a
whole. “Hinduism as a Legal Tradition,” Journal of the American Academy of Religion, June 2007,
Vol. 75, No. 2, pp. 241-267.
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finds that they were, in fact, condemned to pain and anguish in hell (naraka).
Overcome with wrath and despair, this Dharma-raja then denounces his father
Dharma and the other gods. The MBh’s concluding scenes thus exhibit a harsh
and highly paradoxical act of dharma denunciation (‘garhification’). Not even the
events that follow, in which the Pandavas and other characters in the narrative are
assimilated into their divine origins, succeed in appeasing the expectation of
relief.”

The epic’s closing scenes are, of course, not the only place in the narrative
where the MBh presents dharma as a complex, paradoxical notion. The text
abounds with dilemmas and doubts that are addressed through dharma’s intricate
operations. A dharma of a king, for instance, is to rule at times of peace and fight
at times of war. Yet, throughout the MBh kings and other Ksatriya figures are
faced with grave moral dilemmas regarding a relatively well defined duty. Should
Dhrtarastra, for example, sacrifice his first born son for the sake of the unity of
the kingdom, as he is advised by Vidura in the Adi parvan? Is Bhisma to claim his
princely rights, or relinquish the crown altogether for the sake of his father’s
recent liaison with Satyavati (Adi parvan)? Should Yudhisthira refuse to
participate in the dice game, which is obligatory to his kingly duty (Sabha
parvan)? Should Arjuna obey sentiments of compassion that take root in his heart
on the battlefield, or should he set himself to fight as duty calls (Bhisma parvan)?
Should Kunti reveal the dark secret of having deserted her first-born child in
order to end a catastrophic rivalry between Karna and Arjuna (Adi to Karna

parvan)? Should Yudhisthira rule an empty state after the war’s bloodshed, or

% See MBh, 18.4-5. See detailed summary of books 17 and 18 in chapter 2 below.
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leave for the forest (Santi parvan)? These questions and numerous similar
instances are introduced by MBh authors at key narrative junctures of the epic. As
such, they afford a ceaseless reminder of the very theme that the text is largely
engaged with — what is dharma? Is it eternal (sanatana-dharma) or contextual? Is
it coercive to men as well as to gods? If so, how are we to view Krsna’s numerous
trickeries? And finally, how are we to determine what is ‘the right thing to do’ at
any given moment?

Indeed, we often witness MBh protagonists stating that dharma is
atisitksma — ‘extremely subtle’, and therefore beyond the understanding of
ordinary people. In response to the Yaksa’s question ‘what is the path?’ (kah
panthah), Yudhisthira, who is surrounded by the dead bodies of his brothers in
the lake, states that:

Reason is unfounded, the scriptures contradict [one another], there is not
[even] one sage whose opinion counts as authoritative. The truth about
dharma is hidden inside a cave. Therefore, the path is the one along which
great people have trodden.”

According to this verse, then, dharma is hidden inside a cave, and one cannot
know what is the right conduct except by the conduct of virtuous men (a rather
evasive definition in itself). It is no coincidence that the MBh uses an image here
that depicts dharma as both obscure and extremely inaccessible. The general
sentiment of the MBh is that of doubt. Doubt permeates nearly every episode of
the narrative which is forever laden with acute moral questions, obscurities, and

ambiguities.

2 tarko ‘pratisthah $rutayo vibhinna naiko rsir yasya matam pramanam |
dharmasya tattvam nihitam guhdayam mahdjano yena gatah sa panthah // (MBh, Vana parvan,
Appendix I, 32.65; B. 3.313.117).
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Since the notion of dharma is intrinsically (perhaps even obsessively) dealt
with in the MBh, then an act of denunciation of dharma at its conclusion stands as
a rather poor closure, certainly on the immediate level of plot development, but
also on ethical, philosophical and metaphysical planes. It would seem that the
reader of the MBh is not presented with a cathartic conclusion, for the SA is
distinguished by the bathos of its non-closure. This anti-climax stems from the
epic’s reluctance to resolve the very theme that is pursued throughout its lengthy
body, as encapsulated in Yudhisthira’s denunciation of dharma.

Given the text’s characteristic attributes outlined above, as well as the
seeming paradox of its ending, an intermediate deduction would indicate that
there are indeed many good reasons to infer that the MBh is inherently incapable

of reaching a conclusion.

External Reflections on the Mahabharata

The problematic conclusion of the MBh has aroused a profound
ambivalence in the literature that comments on the epic’s concluding scenes. This
literature can be divided into three main strands: scholarly studies of the epic, the
literary retellings of the MBh in Sanskrit, and theoretical discussions in Sanskrit. I
argue that despite their breadth and profundity, these literary reflections, which I
term ‘external’ to the MBh, have tended, in various modes, to overlook the
importance of the text’s closing book, the Svargarohana, and as a consequence,
the ending has not been widely considered an integral episode of the MBh.

Epic scholarship is partly reluctant to accept the SA as an authentic

passage of the MBh despite the fact that the manuscript material clearly indicates
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that it is as old as any other MBh parvan. Whereas the literary tradition produced
a small pool of later retellings of the SA in Sanskrit, most of these adaptations
tend to ignore, and in some cases suppress the epic’s closing scenes. Unlike
Sanskrit poets, who have largely neglected the SA, the theoreticians have indeed
acknowledged the harsh nature of the ending of the epic in their discourses.
Despite this recognition, their readings of the text are motivated by a search for
‘better’, ‘higher’ and more comforting meanings in the unsettling impressions
that the MBh arouses, with at least one theorist going as far as to propose a
modification of its conclusion (in later poetic adaptations). External reflections of
this kind thus suggest that the ending has not been widely considered an integral

passage of the MBh, and that this may stem from the reasons discussed above.

‘Garhing’ Dharma

In contrast to the above-discussed views on the MBh, this thesis argues
that there is a very good reason to consider the ending as a vital and significant
component of the MBh as a whole. This reason is a direct result of a rather
straightforward question. Having established that external reflections on the MBh
tend, in various modes, to ignore the ending, the question that remains is - what is
the epic’s internal view with regard to its own conclusion?

Let us assume, for the sake of argument, that the epic does conclude,
despite the numerous abovementioned reasons that support the postulation that
“the MBh never wants to resolve itself”. For, after all, the epic text does have, in
the most literal sense, an ending. Sure enough, this ending might not offer a

cathartic resolution, and it may not even present closure to the repetitive doubts
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and dilemmas that haunt the epic. However, paradoxically enough, this is the
epic’s sole organic resolution, for the simple reason that it is thematically
consistent with the intrinsic dismay that MBh authors express with regard to
dharma throughout the length and breadth of the narrative. Indeed, the main
argument of this thesis is that the epic’s final garh scene, in which Dharmaraja
‘garh’s’ Dharma is crucial to the understanding of the entire text, and that garh’s
semantic patterns reveal that the SA constitutes an integral part of the thematic
structure of the MBh as a whole.

The significant presence and function of this verb throughout the epic
point to a consistent thematic pattern, namely, the negation of dharma. Garh is a
“marker” of the core meditation that the entire epic is devoted to with regard to
dharma. The many occurrences of garh in the MBh thus formulate a prolonged
experiment in the rejection of dharma. This process of rejecting dharma comes to
fruition in the epic’s closing scenes, where Dharmaraja undermines the very
concept of dharma by censuring his father. This paradoxical incident is the most
explicit layer of a long process of negation that takes place throughout the epic
and concludes with the SA’s earnest denial of dharma. Garh can thus be
understood as a sort of “MBh search engine” that is designed to (1) unravel the
thematic structure of the epic; (2) expose the hermeneutics of doubt exercised by
the authors of the MBh regarding dharma; and (3) define the operations of
dharma in various contexts. In light of this, the epic’s closing scenes form a
moment of climax that reflects and encapsulates a chain of numerous incidents
linked, in and of themselves, by the abundant questions that the concept of

dharma raises in the MBh. The ‘garhification’ moment of Dharma in the SA
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therefore reveals something fundamental about dharma in the MBh and is the

direct result of all the 168 garh incidents that precede it.

Summary of Chapters

The following discussion consists of four chapters. The first chapter
reviews the scholarly literature on the epic with the aim of establishing the
earliest possible date from which we know of the existence of the SA. The main
argument emerging from this chapter is that epic scholarship is partly reluctant to
accept the ending as an integral part of the epic. This orientation is expressed in
two main trajectories: in the manner in which scholars doubt the authenticity of
the ending and undermine its relevance to the epic as a whole, and in the
particular forms in which scholars choose to retell the story of the ending in their
studies. Historical evidences that point to the existence of the ending as an
inseparable part of the epic are presented. These establish unequivocally that
there is little evidence to dispute the ending’s authenticity, and that as far as the
materials available for the Sanskrit MBh are concerned, an ending for the epic
that differs in any appreciable way from the story recorded in the Critical Edition
of the MBh, is unknown.

The second chapter discusses reworkings of the MBh in Sanskrit literature.
It argues that the ending of the MBh aroused a profound ambivalence among
poets of the later tradition, and as a consequence, the epic’s concluding passage
remains almost entirely overlooked in the literature commenting on the MBh.
Examining various retellings of the epic, the chapter addresses several key

questions: how is it that the ending of a major canonical text of Sanskrit literature
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elicits so little attention, and why has this dramatic episode received such meagre
consideration by later writers? While the discussion outlines various adaptations
of the epic, it focuses on the following four epitomes: the Bharatamarijari of
Ksemendra Vyasadasa, the Balabharata of Amaracandra Suri, the Balabharata of

28

Agastya Pandita,” and the Bharataprabandha, which may be attributed to the
Keralan poet, Melputtir Narayana Bhatta. Particular attention is placed on the
latter source, which has hitherto been neither studied nor published, and which
includes an original adaptation of the ending, titled the Svargarohana-
prabandha.” After locating each epitome in its stylistic and historical context, the
discussion offers a close reading of these works with the aim of highlighting their
respective relations to the MBh source. This analysis shows that Sanskrit
literature has produced a small pool of later SA retellings, and that apart from the
Svargarohana-prabandha, which occupies a unique place among the general
resistance the Indian tradition evinced toward the ending, the epic’s conclusion
has been largely neglected.

The third chapter discusses the stance of Sanskrit theoreticians toward the
MBh. It emphasizes that unlike Sanskrit poets who largely neglected the SA, the
theoreticians did acknowledge the harsh nature of the ending of the epic.
However, in expressing their views on the MBh, the theoreticians proposed
alternative readings of the text that underline ideological meanings within the
epic. Accordingly, their respective understandings of the epic evince what each of

them perceived as its essence or core theme. There are three literary theorists who

have discussed the MBh in the later tradition — Anandavardhana, Abhinavagupta,

% See Sanskrit text and English translation of these works in appendices I, II, and III below.
¥ See a reconstructed edition and English translation of the Svargarohana-prabandha in appendix
IV below.
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and Kuntaka. While Anandavardhana and Abhinavagupta read the epic through
the prism of the theory of ‘aesthetic suggestion’ (dhvani), which stresses the
epic's goal as arousing ‘the sentiment of peace’ (santa rasa) and promoting the
human aim of liberation (moksa), both refrain from directly and elaborately
addressing the SA’s problematic issues. Kuntaka, whose discussion primarily
centres upon the elegance of poetic works and their aesthetic appeal, considers the
ending as a quintessential example of a faulty conclusion that ought to be altered.
Having established that external reflections on the MBh imply that the SA
has not been widely considered an integral part of the epic, the final chapter
examines the epic’s internal view with regard to its own ending. Attempting to
understand the paradox inherent in the epic’s conclusion, where Yudhisthira
bitterly denounces (‘garh’s’) Dharma, this chapter examines several passages in
the MBh that feature the verb garh in order to establish: (1) a precise
understanding of Yudhisthira’s action in the SA; (2) the different implications of
the narrators’ use of garh in various contexts; (3) the semantic structural patterns
of garh in the MBh; and, (4) the relation between the use of garh and the meaning
of dharma in the MBh. The study presents several crucial garh instances in the
narrative by analyzing them according to meaning and context, and offers a
typology of garh’s structural semantic patterns in the epic. This shows that: (1)
garh is present in key narrative intersections of the epic; (2) garh’s usage in the
MBh reveals that dharma is perceived as a highly contextual and circumstance-
dependant concept; and, (3) garh consistently appears in critical passages in the
MBh as a “marker” of the core meditation on dharma, to which the epic is

devoted. In summarizing the findings of garh’s semantic patterns in the epic, I
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conclude by arguing that the epic’s final garh scene is significant to the
understanding of the entire text, and that by contrast to the stance which tends to
overlook the ending, the SA constitutes an integral part of the thematic structure

of the epic as a whole.
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Chapter 1

Scholarly Literature on the Mahabharata

This chapter reviews the scholarly literature on the MBh. The main
argument emerging from the discussion below is that epic scholarship is partly
reluctant to accept the ending of the MBh as an integral part of the epic. This
orientation is expressed in two main trajectories: in the manner in which scholars
doubt the authenticity of the ending and undermine its relevance to the epic as a
whole, and in the particular forms in which scholars choose to retell the story of
the ending in their studies. Addressing these two issues, the discussion first
outlines historical views on the MBh, and then attempts to locate the ending of the
epic (the Svargarohana and the Mahdprasthanika parvans)® within this general
framework.

The first section of this chapter delineates the general time frame for the
historical growth of the MBh. It presents three comprehensive models of the
epic’s development that were proposed by both early and contemporary scholars.
I have selected these particular models on account of three reasons: (1) because
they prove to be the most exhaustive accounts; (2) because they broadly represent
the consensual view of epic scholarship for the historical development of the
MBh; and, most pertinently, (3) because they provide solid indications about the
production of the epic’s concluding books. An integrative framework for the

approximate dates of the MBh composition is then offered, which is mainly based

3 Henceforth: SA and MhP.
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on these models but also refers to additional, less comprehensive historical views
that were proposed by other scholars. This integrative account is laid out in two
parts: an outline of the major points of agreement that epic scholarship tends to
share regarding the MBh’s time, and a survey of several points of dispute. A
comparison between the two shows that MBh scholars are largely in agreement
on major points concerning the epic’s historical growth, and that those points that
are contentious are rather minor and have little bearing on the ending of the MBh.
I further discuss older layers of the MBh-story that are represented in the Jaya
and the Bharata epic with the aim of pointing out the distinction that epic
scholarship makes between the epic’s older core and the written Sanskrit MBh.
This section shows that older versions of the story do not represent the text that
epic scholarship recognizes to be the full MBh of 100,000 verses. The discussion
then briefly outlines the two scholarly approaches to the MBh, the analytic versus
the synthetic, from which different historical perspectives derive. This is followed
by an explanation as to why my discussion does not, strictly speaking, commit
itself to any one of these approaches. I conclude this section with my personal
assessment of the epic’s probable trajectory of historical growth.

The second section of this chapter locates the ending of the epic within the
timeframe established in the preceding section. The question regarding the
earliest possible date from which we know of an existence of the ending within
the complete compilation of the MBh is addressed. This discussion also explains
why my thesis relies on the Critical Edition®" of the MBh as representing the

version closest to the archetype of the MBh textual compilation. I further present

3! Henceforth: C.Ed.
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a list of historical evidence that points to the existence of the ending as an
inseparable part of the epic. The arguments constituting this list establish
unequivocally that: (1) there is little evidence to dispute the ending’s authenticity;
and, (2) as far as the materials available for the Sanskrit MBh are concerned, an
ending for the epic that differs in any appreciable way from the story presented in
the C.Ed. of the MBh, is unknown.

The third section discusses the oldest extant parvan-list of the MBh as
recorded in the Spitzer Manuscript. I analyze this list, which was reconstructed by
the scholar Dieter Schlingloff, with the purpose of pointing out that some of the
findings emerging from its study have historical implications for the ending of the
MBh. Integrating Schlingloff’s findings and the reconstructed list he offers, my
discussion concludes that the Spitzer list indicates that the MBh had an ending as
early as the Kusana era (c. between the first and third centuries CE), which is
more likely than not to have been composed of the MhP and the SA parvans.

The fourth section discusses the scholarly reluctance to accept the SA as
an integral part of the epic. Despite the fact that an ending for the (full) epic that
differs in any appreciable way from the story recorded in the C.Ed. of the MBh is
unknown, it shows that scholarly literature on the MBh tends to dismiss the post-
battle episodes as irrelevant to the epic as a whole. It is therefore suggested that
scholars do not keep to the distinction they themselves are making between the
full Sanskrit MBh of 100,000 verses, which they recognize to be the subject-
matter of their studies, and the story’s earlier representations. The emphasis
scholars tend to assign to earlier versions of the epic (like the Jaya or the

Bharata) is then discussed with the aim of showing that in addressing the final
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books of the MBh, epic scholarship is often disinclined to consider them a part of
the MBh by relegating them as not pertaining to its “oldest core”. Both
contemporary and early epic scholarship raise doubts about the location of the
epic’s “real ending” and are sceptical of the authenticity of books 17 and 18 (the
MhP and the SA parvans). Presenting several such views, my discussion shows
that scholars are averse to acknowledge the ending’s authenticity, or its relevancy
and inseparability from the remainder of the text.

Having discussed the reluctance of scholars to accept the SA as an integral
part of the epic, this chapter’s final section presents the ways in which scholars
retell the story of the ending in their studies. Discussing several such accounts, it
shows that even in its retelling, epic scholarship is largely ambivalent toward the
ending, as scholars misrepresent the concluding narrative of the MBh in their
studies, and exhibit it as an insignificant episode, unworthy, as it were, of a closer
look. Considering that this inclination to distort the narrative ending is a
meaningful choice on the part of MBh scholars, 1 offer several possible

explanations for this tendency in epic scholarship.

1. General History of the Mahabharata

As early as the beginning of its study, epic scholarship expressed
uncertainty regarding the historical growth of the MBh. Two instances conveying
scholars’ scepticism in this regard were expressed by E. W. Hopkins and Maurice
Winternitz, who stress the difficulty in establishing a sequence for the epic’s

growth, as follows:
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All theories and hypotheses of development are pure guesswork.*

Every endeavour to reconstruct “the ancient Indian national epic itself” in its

original shape will always be attended by so great an element of arbitrariness,

that it can only have a purely subjective value.*
For more than a century, even before undertaking the greatest project in the
history of Indological studies (the production of the MBh Critical Edition), epic
scholarship attempted to reconstruct or excavate the Ur-MBh (the original or
kernel epic story), and struggled to frame layers of its antiquity within a process
of textual growth which appears to have no precedent in the history of classical
texts.” Nevertheless, scholars hypothesized about the growth of the epic and
offered several paradigmatic models. The following discussion presents three of
the more comprehensive and generally accepted models in epic scholarship (two

of which brought forward by early scholars, and the third by a contemporary

32 E. W. Hopkins, The Great Epic of India, Yale University Press, Cambridge, U.S.A, 1901, p.
397.

3 Maurice Winternitz, A History of Indian Literature, Vol. 1, trans. S. Ketkar, Oriental Books,
New Delhi, 1977 (first published: 1927), p. 328.

See also Winternitz, (1977): 318: “How much of this old bard poetry already belonged to

the original poem as secondary tales (episodes) and how much was only added later, will probably
never be determined.”; V. S. Sukthankar, “Prolegomena”, The Mahabharata for the First Time
Critically Edited, Vol. 1, Bhandarkar Oriental Research Institute, Poona, 1933, p. 76: “The
original, from which all these versions are derived, is itself preserved in no authentic copy
contemporaneous with or even reasonably close to, its period of composition.”’; John Brockington,
The Sanskrit Epics, Brill, Leiden, 1988, p. 133: “Basically, any attempt to correlate the
archeological evidence and the literary tradition is likely to remain speculative and hazardous,
unless or until some kind of written record is unearthed.”; James L. Fitzgerald, “No Contest
between Memory and Invention: The Invention of the Pandava Heroes of the Mahabharata”, Epic
and History, eds. David Konstan and Kurt Raaflaub, Wiley-Blackwell, Oxford, 2010 (103-121), p.
104: “When this expansion of the Bharata occurred and when it was committed to writing are
both matters for which we have no direct evidence. We have firm testimonial evidence of its
existing fully grown in the early sixth century CE; all we know of its history prior to that is a
matter of inference from comparisons of the written text to what we know of its context”.
3 See the following statements by the chief editor of the C.Ed. of the MBh: “Indeed our ideal is
the same as that of the classical philologist: restoration of the text, as far as possible, to its original
form. But the original of a Sanskrit poem and that of a classical poem: how entirely different they
are! Particularly, in the case of the Mahabharata, where, one may well ask, is the original of a
whole literature?” Sukthankar, (1933): 77; “The Mahabharata problem is a problem sui generis. It
is useless to think of reconstructing a fluid text in a literary original shape, on the basis of an
archetype and a stemma codicum. What is then possible? Our objective can only be to reconstruct
the oldest form of the text which it is possible to reach, on the basis of the manuscript material
available.” Sukthankar, (1933): 86.
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scholar); namely, those of E. W. Hopkins (1901) M. Winternitz (1927), and J. L.
Fitzgerald (2010).

Before outlining these models, it is crucial to define what exactly epic
scholarship means by the terms ‘MBh’ and ‘its growth’. In light of important
contributions to the study of the epic such as those advanced by James Fitzgerald,
this specification is particularly pertinent. Fitzgerald distinguishes between the
“Main MBh” and other Bharata or Mahda-bharata traditions in Sanskrit or in
vernacular languages, in oral, textual or other modes of transmission.” The
following discussion, as well as the views of various scholars regarding the
history and growth of the text therein, is thus limited only to the Sanskrit-MBh,
also often referred to as the Vyasa-text, and known traditionally as a
Satasahasriki-samhita (a compendium consisting of some 100,000 verses). This
text (designated by Fitzgerald “the main-MBh”) will be henceforth referred to

simply as “the MBh”.

35« . regarding the history of the epic: it is my belief that many elements of a heroic narrative

centering upon a great Kuru-Paficala war existed before the “main”, anti-Mauryan,
brahmanyardjya-chartering MBh was composed; that the anti-Mauryan MBh represents an artistic
and ideological transformation of such a preexisting heroic narrative. This post-Mauryan, anti-
Mauryan, MBh is the “main MBh” (in the written Sanskrit MBh tradition) because it fused the
Pandava epic narrative, the main supplemental narratives, and the ideological and didactic kernels
of Bhisma’s instructions into a meaningful whole. I believe the “main MBh” grew in the four or
five hundred years between the fixing of the main MBh and its recognition as a Satasahasrikt
samhita during the Gupta era [i.e. 320-497 CE].” James L. Fitzgerald “Negotiating the Shape of
“Scripture”: New Perspectives on the Development and Growth of the Mahabharata between the
Empires”, Between the Empires: Society in India 300 BCE to 400 CE, ed. Patrick Olivelle, Oxford
University Press, New York, 2006: 257-286, p. 270.

See also: “In its largest sense, “the Mahabharata” is a wide and varied tradition which has
existed in ancient and “medieval” India in several forms (oral, written, dramatic, danced, in
puppet performances) in many languages and in numerous versions, and it is entirely uncharted as
such a super-textual tradition. It is conceivable that this tradition is best imagined as a generative
matrix of themes, fixed in part, but very fluid and dynamic, and that the Sanskrit version, which
became the archetype, is but one specific realization of this ideal tradition of “Mahabharata”,
alongside the thousands upon thousands of other realizations of it (including all actual oral
recitations and dramatic performances).” James L. Fitzgerald, “India’s Fifth Veda: The
Mahabharata’s Presentation of Itself”, Essays on the Mahabharata, ed. Arvind Sharma, Motilal
Banarsidas, Delhi, 2007, pp. 153-154.
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Of the existing three models, Hopkins’ is the most convincing and
exhaustive insofar as it is, to the best of my knowledge, the only model that
specifically includes the final books of the MBh within its frame, and directly
addresses the issue of their production. Hopkins’ model thus serves as the basis
for the discussions that follow, and is supplemented with cross-references to other
models as well. My aim is to present an outline of the general points of agreement
that are shared by epic scholarship with regard to the growth of the epic in order
subsequently to locate the SA within it. I shall also briefly discuss scholars’ points
of dispute. It must, however, be stressed that since there is no historical evidence
as to the existence of the entire MBh before the first half of the sixth century
CE,* it would be fair to state that although some models may be more persuasive
or evidence-based than others, what MBh scholars ultimately offer are theories

and hypotheses based on specific readings of facts.

36 The earliest evidence for the existence of the entire MBh in its present extent is based on an
inscription depicting deeds of land grants of 532-533 CE, which calls the epic “a collection of a
100,000 verses™: “There is an inscription in a land grant dating from 462 A.D. or at the latest 532
A.D., which proves incontrovertibly that the epic about 500 A.D. was practically of exactly the
same length as it is stated to have in the survey of contents (anukramanika) given in Book 1., and
as it actually has now; for it contains the following words: "It has been declared in the
Mahabharata, the compilation embracing 100,000 verses, by the highest sage, Vyasa, the Vyasa
of the Vedas, the son of Parasara.” This quotation at the same time proves that the epic at that date
included the very long 12" and 13", as well as the extensive supplementary book, the Harivamsa,
without any one of which it would have been impossible to speak even approximately of 100,000
verses.” Arthur A. MacDonell, A History of Sanskrit Literature, D. Appelton, New York, 1900, p.
287; see also Georg Biihler and Johann Kirste, “Indian Studies, no. II, Contributions to the History
of the Mahabharata”, Sitzungsberichte: Kaiserliche Akademie der Wissenschaften zu Wien.
Philosophische-historische Klasse 127, no. 12 (1892): 26; Winternitz, (1977): 464; Andreas
Bigger, “The Normative Redaction of the Mahdbharata: Possibilities and Limitations of a
Working Hypothesis,” Stages and Transitions: Temporal and Historical Frameworks in Epic and
Puranic Literature, ed. M. Brockington, Zagreb, 2002, p. 25; Fitzgerald, “No Contest between
Memory and Invention”, (2010): 104.
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1.1 Hopkins’ Model

Edward Washburn Hopkins characterizes five central historical periods of
growth in his study. The first establishes a negative date before which we have no
knowledge of an epic MBh; the second is the formation of a Pandava-epic
figuring Krsna as semi-god; the third is the enormous incorporation of didactic
materials, and the full deification of Krsna; the fourth (most pertinent to our
discussion below) is the time in which the last books of the MBh (including the
MhP and the SA) were added; lastly, the fifth is a period in which sporadic and
inconsequential accretions have been added to the MBh. Hopkins summarizes

these five periods, as follows:

1) There is no evidence of an epic before 400 B.C.

2) A MBAh tale with Pandu heroes ..., Krishna as a demigod (no evidence of
didactic form or of Krishna’s divine supremacy), 400-200 B.C.

3) Re-making of the epic with Krishna as all-god, intrusion of masses of
didactic matter ... 200 B.C. to 100-200 A.D.

4) The last books added with the introduction to the first book, the swollen
Anusasana separated from Santi and recognized as a separate book, 200
to 400 A.D.

5) And finally 400 A.D. +: occasional amplifications.?’

Based on this model, Hopkins further lays out a detailed account of the MBh date,
in which he addresses the issue of the production of the epic’s last books,
suggesting also, that the epic was practically completed by 200 CE,* as follows:

That the complete Mahabharata, for the most part as we have it to-day,
cannot be later than the fourth or fifth century of our era, follows from the
fact, brought out first by Professor Bhandarkar and then by Professor Bihler,
that it is referred to as a Smrti in inscriptions dated not much later than this,

37 See Hopkins, (1901): 397-398.

3% Hopkins further provides a summary for the model cited above: “Certain are these four facts: 1)
That the Pandu epic as we have it, or even without the masses of didactic material, was composed
or compiled after the Greek invasion; 2) That this epic only secondarily developed its present
masses of didactic material; 3) That it did not become a specially religious propaganda of
Krishnaism ... till the first century B.C.; 4) That the epic was practically completed by 200 A.D.”
ibid., p. 398.
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while by the fifth century at least it was about as long as it is now. But we
may go further back and say with comparative certainty that, with the
exception of the parts latest added, the introduction to the first book and the
last book [that is, the SA parvan], even the pseudo epic [i.e. the didactic
portions] was completed as early as 200 A.D. For the Roman denarius is
known to the Harivams$a and the Harivamsa is known to the first part of the
first book and to the last book (implied also in the twelfth book); hence such
parts of these books as recognize the Harivams$a must be later than the
introduction of Roman coins into the country (100-200 A.D.).*

1.2 Winternitz’ Model

Maurice Winternitz offers a relatively detailed paradigm for the historical

growth of the MBh that is divided into nine phases. However, in actual fact these

can be boiled down to three central periods of MBh evolution: the first phase (the

five opening points in Winternitz’ model) establishes, like Hopkins’ model, a

negative date before which we have no conclusive knowledge of an epic MBh;

the second phase (points 6-7) dates the gradual growth of the MBh to the period

400 BCE to 400 CE. Winternitz emphasizes that by the end of this timeframe the

text attained a structure comparable to the text we have today; the third phase

(points 8-9) establishes a later period of sporadic and inconsequential accretions

to the MBh. Winternitz thus summarizes his conclusions, as follows:

1)
2)
3)
4)

5)

Single myths, legends and poems which are included in the
Mahabharata, reach back to the time of the Veda.

An epic “Bharata” or “Mahabharata” did not exist in the Vedic period.
Many moral narratives and sayings which our Mahabharata contains,
belong to the ascetic-poetry, which was drawn upon, from the 6™ century
B.C. onwards, also by Buddhists and Jainas.

If an epic Mahabharata already existed between the 6™ and 4™ centuries
B.C., then it was but little known in the native land of Buddhism.

There is no certain testimony for an epic Mahabharata before the 4"
century B.C.

¥ ibid., p. 387.
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6)

7)

8)

9)

In his study, Winternitz further expounds on the comparison he draws between
the MBh of the fifth century CE and the text known today. Thus, he first explains
that, “with the whole Harivam$a the number of verses [of the entire MBh] is
106,466”. This factor brings him to conclude that the MBh as we have it today,
which indeed enumerates some 100,000 verses, is not essentially different in
content and extent from the work of the third or fourth centuries CE." These
specifications, as well as Winternitz’ citation below are pertinent to the discussion

because they establish a time frame which includes the epic’s final books (the

Between the 4™ century B.C. and the 4™ century A.D. the transformation
of the epic Mahabharata into our present compilation took place,
probably gradually.

In the 4™ century A.D. the work already had, on the whole, its present
extent, contents and character.

Small alterations and additions still continued to be made, however, even
in later centuries.

One date of the Mahabharata does not exist at all, but the date of every
part must be determined on its own account.*

MhP and SA parvans). Thus,

At least 1,500 years ago [i.e. first half of the fifth century CE], this
Mahabharata was already just as we possess it to-day ... one work which was
of about the same extent as our epic of to-day. Like the latter, it already
contained a long introduction with a framework [that is, including the

parvasamgraha and parvanukramani) ...; it was divided into eighteen books
called Parvans, to which a nineteenth book Harivamsa had already been
added as a “supplement” (Khila); and it attained the extent of about 100,000
verses (§lokas).*

1.3 Fitzgerald’s Model

James Fitzgerald outlines six major historical periods of the epic’s growth.

The first (prior to 400 BCE), centres upon an old oral Bhdarata epic (with no

4" See Winternitz, (1977): 474-475.
 ibid., pp. 464-467.
2 ibid., p. 321.



knowledge of the Pandavas); the second centres upon a new oral Pandava epic
featuring new semi-divine heroes that were grafted into the story (primarily, the
figures of Krsna and the five Pandavas); the third is the creation of a written
Sanskrit MBh whose trenchant protagonist, according to Fitzgerald, is
Yudhisthira Pandava; the fourth period sees the addition of didactic materials into
the narrative in the form of early philosophizing; the fifth features further
developments of systematic philosophizing, devotional theologies (mainly
cantering upon Krsna), and the addition of the Harivamsa® appendix; finally, the
sixth period is characterized by later expansion and embellishment of this written

text. This is summarized by Fitzgerald, as follows:

1) Prior to 400 BCE: an old oral Bharata ‘“epic” cycle of some sort,
probably centering upon the rivalry of the Kuru-Bharatas and the
Paficalas, with no knowledge of the Pandavas.

2) Between 400 and circa 50 BCE: the continued circulation of that old
narrative within a new oral Pandava epic, in which entirely new
semidivine heroes were injected into the Bharata dynasty ... and then
suffered exile from it, and, finally, allied with the old Pafcala rivals,
overthrew the Kuru-Bharatas and established a new Bharata reign.

3) Between circa 50 BCE and 50 CE: the creation and promulgation of a
written Sanskrit Mahdabharata. ... This Sanskrit Mahabhdrata expresses
much Brahman grievance against the ksatra of its day, and the narrative
consists of the divinely led war that virtually wipes that ksatra out in
order to regenerate new institutions of pious kingly rule. Yudhisthira
Pandava, whose quest for kingship led to the catastrophic war, stands in
this tale as the charter king for a new brahmanya (Brahmanical)
kingship.

4) Between 50 and 150 CE: the absorption into the text of new
developments in ethical and religious themes and early systematic
philosophizing (e.g. Samkhya philosophy) ...

5) Between 150 and 350 CE: ... the fully developed theological figure of
Parame§vara Narayana-Visnu. ... This period of time sees further
developments of systematic philosophizing, the full development of
devotional theologies centred upon Krsna, Visnu, Nardyana, and Siva,
and the Sanskrit Mahdabharata enfolds many expressions of devotion to
them, as well as narratives relating their histories. By now, however, the

43 Henceforth: HV.
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inventive energy of this Itihasapurana genre seems to have moved
beyond the Sanskrit Mahabhdrata tradition into that of the Harivam$a
and early Puranas.

6) The post-Gupta era: texts of the written Sanskrit epic continue to expand,
but chiefly only by the embellishment and extension of already existing
features.*

Fitzgerald’s model differs significantly from those of Hopkins and Winternitz in
proposing the later grafting of the Pandavas onto the story. Although Fitzgerald
does not accept the famous “inversion theory” of Holtzmann, who claimed that the
Pandavas were originally the villainous protagonists later inverted to become the
epic’s good heroes (a theory that was eventually rejected by epic scholarship);* he
nonetheless addresses the significant issue of the Pandavas’ complete absence
from the earlier Bharata story, suggesting that their later invention in the MBh
was a creative response to a particular historical-political background.* The
reasons for the Pandavas’ later introduction into the epic aside, Fitzgerald’s
hypothesis is important in that it affirms that, ... most of the text we have in the

written Sanskrit MBh certainly existed by 200 CE.™"

4 James L. Fitzgerald, “Mahabharata,” in the Brill Encyclopedia of Hinduism, vol. 2, eds. Knut
Jacobsen et al., 2010 (Leiden: E. J. Brill): 72-94, pp. 91-92.

4 See Adolf Holtzmann (Sr.), Indische Sagen: Ubersetzt von Adolf Holtzmann, Jena: E.
Diederichs, 1921, pp. 3-72; Adolf Holtzmann (Jr.), Das Mahabharata und seine Theile, 4 Vols.,
Kiel: C. F. Haeseler, 1892-1895.

46 “Perhaps the single most striking fact about the MBh when viewed against the historical bits and
pieces about it that we can glean from Vedic literature is the complete absence from the long
record of any mention of the central protagonists of our MBh, the five Pandavas, and the three
critical “krsna” figures attendant upon them: their obscure grandfather and advisor, Krsna Vyasa,
their affecting wife Krsna Draupadi, and their cousin, ally, and advisor, Krsna Vasudeva. The
narrative of the received MBh text came into being as a radical transformation of the
eschatologically framed war of the Bharata-Kurus against the Paficalas. The Pandavas were
grafted into the Bharata lineage with great effort and ingenuity: they are (physically) the divine
sons of an (effectively impotent) Bharata scion ... the Pandavas are effectively intruders who
descend upon the Bharata court ... they are thus outsiders ... and, in terms of the great war at the
center of the inherited narrative, they reverse the polarity of the heroes and villains (from the good
Bharata-Kurus vs. their enemies, the Paficalas, to the other way around: the Pandava-Paficala
alliance vs. the villainous Kauravas).” Fitzgerald, “No Contest between Memory and Invention”,
(2010):110-111.

7 ibid., p. 107.
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Having reviewed these central models, it is useful to consult additional,
non comprehensive models and historical views offered by other scholars, in order
to summarize several points regarding the growth of the MBh, that are widely
accepted by epic scholarship. It is my own opinion that, in comparing these rather
major points of agreement, scholars’ points of dispute (which I also outline below)
are rather minor, and in any case, these do not substantially bear upon the

inclusion of the final books of the epic into the whole compilation of the MBh.

1.4 Major Points of Agreement

Epic scholarship uniformly agrees that there is no evidence of a Sanskrit
MBh prior to 400 BCE.*® However, scholars surmise that an oral Bharata epic of
some sort existed before this date.*

Epic scholarship usually delineates a compositional timeframe for the
entire MBh between a terminus post quem in the fourth century BCE (after the
Greek invasion to India in 300 BCE),” and a terminus ante quem in the fourth

century CE.”!

“ See Georg Biihler and Johann Kirste, (1892): 26; J. A. B. van Buitenen, The Mahabharata, Vol.
1, The University of Chicago Press, Chicago, 1973, p. 25.

# See John D. Smith, “Formulaic Language in the Epics of India”, The Heroic Process:
Proceedings from the International Folk Epic Conference, Dublin, September 1985, eds. Bo
Almgyist, Séamus O Cathdin and Pridraig O Héalai, Glendale Press, Dun Laoghaire, 1987, pp.
591-61; J. Brockington, The Sanskrit Epics, (1988): 20-21; J. Brockington, “The Textualization of
the Sanskrit Epics”, Textualization of Oral Epics, ed. Lauri Honko, Mouton de Gruyter, New
York, 2000, pp. 193-215; Alf Hiltebeitel, Rethinking the Mahabharata: A Reader’s Guide to the
Education of the Dharma King, University of Chicago Press, Chicago, 2001, p. 24; Fitzgerald,
“India’s Fifth Veda: The Mahabhdrata’s Presentation of Itself”, (2007): 150-170.

%0 “The Pandu-Epic, in its present form, was composed after the Greek invasion.” Hopkins,
(1901): 394. See also Winternitz, (1977): 465-467.

3! “There is a general agreement that the oldest portions preserved are hardly older than 400 B.C.
... While this terminus a quo is reasonable, and generally agreed upon, it is far more difficult to
set a date ante quem; views on this depend on what one accepts as the “real” Mahabharata. In
particular, the didactic portions of what has been called the pseudo-epic were added to very late,
perhaps as late as the fourth century A.D. ... Such a dating, from 400 B.C. till A.D. 400, is of
course absurd from the point of view of a single literary work. It makes sense when we look upon
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Scholars who contend that the written Sanskrit epic (or the Vyasa-text)
grew gradually from an earlier oral tradition into a Maha-bharata, also tend to
surmise that the Pandavas were inserted into an earlier Bharata, which probably
recorded a Kuru-Bharata strife.”> Fitzgerald further explains this as an anti-
Mauryan response.”™

Between 200-500 CE this text is not essentially different, in extent and
content, to the text of today (like the one recorded, for example, in the C.Ed.), that
is, it extends over 18 parvans and contains the HV appendix, as well as a long
introduction and framework (i.e., the parvasamgraha and parvanukramani).™*

This epic only secondarily developed its didactic material.

Scholars adopting the model of gradual growth agree, more or less, that:

(1) the battle-books are the kernel of the story, representing the oldest portions of

the text not as much as one opus but as a library of opera. Then we can say that 400 B.C. was the
founding date of that library, and that A.D. 400 was the approximate date after which no more
substantial additions were made to the text.” van Buitenen, (1973): 25.

52 “What we know is that the tales which told of Kurus and Bharatas became the depository of the
Pandus, who appear to have substituted themselves for Bharatas and may in fact have been a
branch of the tribe, which from a second-rate position raised itself to leadership.” Hopkins, The
Great Epic of India, (1901): 397. See also Hopkins, “The Bharata and the Great Bharata”, The
American Journal of Philology, Vol. 19, No. 1 (1898), pp. 1-24.

Although Winternitz does not expressly state that the Pandavas were inserted into the
story, he nonetheless maintains that their new rule strongly influenced and changed the story of
the revised Maha-bharata: “... there is probably justification for the supposition ... that a change
of dynasty did actually once take place in the North-west of India as the result of a great war. ... in
the course of time, as the rule of the victorious Pandavas was more and more firmly established,
these songs were transmitted to bards who were in the employ of the new ruling race.” (p. 455)
Like Fitzgerald, Winternitz also argues that the new story of the Maha-bharata was devised by the
priestly class who wanted to engrave their influence (through the figures of the Pandavas): “The
more the heroic songs grew in favour and the more popular they became, the greater the anxiety
of the Brahmanas to take possession of this epic poetry also. ... This priestly caste welcomed the
popular epic as the very medium for the propagation of their own doctrines, and thereby for the
strengthening and consolidation of their influence.” Winternitz, (1977): 318-319.

53 See discussion on p. 32 and citation in note 35 above.

> See Hopkins, (1901): 398: ... the epic was practically completed by 200 A.D.”; Winternitz,
(1977): 465: ... we are justified in concluding that at least ... in the 3" or 4™ century A.D., it [the
MBh] must already have received that form which it still has to-day.”; Fitzgerald, “No Contest
between Memory and Invention”, (2010):107: ... most of the text we have in the written Sanskrit
MB# certainly existed by 200 CE.”
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this tradition;” (2) the Sabhaparvan is part of the oldest core of the MBh;™ (3) the
introductory portion of the Adi parvan,” the final books™ and the HV were added
last (circa second or third centuries CE);* (4) the Virata® and Anusasana®

parvans are amongst the latest portions of the MBh.

1.5 Minor Points of Dispute

An issue of slight divergence between scholars is the period in which the
Pandava-MBh was produced: Hopkins places it between 400-200 BCE, while
Fitzgerald contends that it was created between 400-50 BCE.

While the compilation of the text extending over some 100,000 verses
(composed of the introductory portion of the Adi plus the last books, including the

MhP, the SA, and the HV appendix) is considered by Hopkins to have been

55 Since the variations in the battle-books are “violent”, according to Hopkins, he concluded that
they are older material. See “The Bharata and the Great Bharata”, pp. 13-20. Like the latter,
Winternitz also affirmed that the battle books, “unquestionably contain the oldest parts of the
epic”, adding that, “... I myself believe [that] the real nucleus of the Mahabhdarata is a heroic
poem of the conflict between the Kauravas and the Pandavas.” Winternitz, (1977): 458-460.

% “From the linguistic and metric evidence the Sabhaparvan is part of the oldest core of the
Mahabharata.” J. Brockington, (1988): 139.

37¢._ .. the whole of book I of the Mahabhdarata is certainly not ‘ancient’.” Winternitz, (1977): 469.
5% Maintaining that “late texts have few variations”, Hopkins argued that such is the case for the
final three books of the MBh: “So too the short final books, 16, 17, 18, show little variation not
only in our [various MBh] editions, but in the MSS inspected by Burnell, who says also that the
episodes agree very closely in the MSS.” Hopkins, “The Bharata and the Great Bharata”, (1898):
11.

9« .. the Harivamsa ... was certainly added late.” Winternitz, (1977): 469.

60 <. the text itself hints that the fourth book as at present composed is a late addition. There are
at least two passages, as Holtzmann has pointed out, where the thirteenth year is ignored
altogether, as if it were an after-thought.” Hopkins, “The Bharata and the Great Bharata”, (1898):
4; see also: “There can scarcely be any doubt that the whole of book IV (Virata-parvan) is a later
production.” Winternitz, (1977): 458; Holtzmann, Das Mahabharata 11, p. 98; N. B. Utgikar, The
Virataparvan of the Mahabharata, Bhandarkar Oriental Research Institute, Poona, 1923, pp. xx; J.
Brockington, (1988): 131-132.

61 See Hopkins, “The Bharata and the Great Bharata”, (1898): 5.
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practically completed by 200 CE, Fitzgerald places it earlier, between 50 BCE to
50 CE.*®
While Fitzgerald maintains that the didactic materials were added between

50-150 CE, Hopkins argues for an earlier date between 200 BCE to 100-200 CE.

1.6 Jaya, Bharata, Maha-Bharata

The proposed models of the epic’s gradual growth are supported by
evidence that comes from the text itself. It is disclosed in the preface of the Adi
parvan that the epic has three different beginnings, and that its author, Vyasa, had
composed two additional recensions that are shorter than its present extent:

Thus we are told that the Rsi Vyasa narrated his work in a short summary as
well as in detailed presentation; further, that different reciters begin the poem
at three different places, and that its length was not always the same.
Ugrasravas says that he knows the poem as consisting 8,800 verses,” while
Vyasa declares that he composed the Samhita of the Bharata poem in 24,000
verses, “and without the secondary stories the Bharata is recited in this length
by the experts.”* Immediately afterwards it is said, rather fantastically, that
Vyasa also composed an epic of 60 hundred thousand verses, viz. 30 hundred
thousand for the gods, 15 for the fathers, 14 for the Gandharvas and one
hundred thousand for man.®® Of course this only hints at the present extent of

52 For other views on the composition of the MBh see Hiltebeitel, (2001), who suggests an earlier
date, between the second half of the second century and the year zero, in Rethinking the
Mahabharata, p. 18; Louis Renou suggests the period between the second or third century BCE
and the first century CE, in Hinduism, George Braziller, New York, 1961, p. 141; and C. V.
Vaidya, believed that the “epic period” was from 3000 to 300 BCE, as expressed in Epic India,
or India as Described in the Mahabharata and the Ramayana, Mrs. R. A. Sagoon, Bombay, 1907,
p- 23.

% See apparatus to line 36 of passage 1 of appendix I of the Adi parvan:

astau Slokasahasrant astau Slokasatani ca /

aham vedmi Suko vetti samjayo vetti va na va [/

“[While] these 8,800 verses are intelligible both to myself [Ugrasravas] and Suka [Vyasa’s son],
Samjaya may or may not understand them.”

% caturvim$atisahasrim cakre bharatasamhitam |

upakhyanair vind tavad bharatam procyate budhaih // (MBh, 1.1.61)

“Learned men call the Bharata compendium which he [Vyasa] composed in twenty four thousand
verses and without the sub-stories, ‘The Bharata’.”

5 idar Satasahasrar hi slokanar punyakarmanam |

satyavatyatmajeneha vyakhyatam amitaujasa [/ (MBh, 1.56.13)

“These one hundred thousand auspicious verses were related in this world by Satyavati’s son
[Vyasa], whose power is limitless.”
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the Mahabharata, which has also acquired for it the designation Satasahasri
samhita, “collection of one hundred thousand verses.*

According to this data then, apart from the extended version of the (present)
‘Maha-Bharata’, the epic had two other recensions — an earlier ‘Bharata’ of
24,000 verses, and a concise ‘Jaya’ of mere 8,800 verses. This proves, according
to a number of scholars (including Winternitz above), that the epic grew gradually
from a core story revolving around a military contest between the Pandavas and
the Kauravas (i.e. the ‘Jaya’) to an encyclopedic text whose full length extends
over some 100,000 verses.*’

If we accept that there existed a core Jaya-epic revolving around a military
contest, then we ought naturally to assume that it did not include the SA, or
indeed any of the books subsequent to the battle books. Although we cannot know
for certain whether the Bharata-epic included the post-battle books, Adi parvan

1.61 suggests that it related solely the frame storyline (without the upakhyanas

% Winternitz, (1977): 324-325. See also Hopkins, “The Bharata and the Great Bharata”, (1898):
5-6; A. N. Jani, “The Mahabhdrata as an Organic Growth of the Oral Literary Tradition in
Ancient India,” The Mahabhdrata Revisited, ed. R. N. Dandekar, Sahitya Akademi, New Delhi,
1990, pp. 71-85; James Fitzgerald, “India’s Fifth Veda: The Mahdabharata’s Presentation of
Itself”, (2007):150-170.

67 “The extant text is the outcome of many centuries of improvisation of the epic by minstrels and
rhapsodists. The nucleus is the story of the battle between the Kauravas and the Pandavas
resulting in enormous slaughter on both sides, and the victorious Yudhisthira’s mind being turned
towards the renunciation of the world. This original version, called Jaya, consisted of 8,800
stanzas, and was said to have been composed by Vyasa Dvaipayana and recited to his son Suka.
The second recension was recited by VaiSampayana at the Sarpasattra in TaksaSila, conducted by
Janamejaya, the son of Pariksit and the great grandson of Arjuna; it consisted of 24,000 stanzas
and was called Bharatasamhita. According to the tradition noted in the text, this recension did not
contain legends and episodes, and was pro-Pandava and pro-Krsna in theme and treatment. The
third and final recension in 100,000 stanzas was recited by the rhapsodist Ugrasravas Sauti who
had learnt it from his father Romaharsana; the scene of this recitation was the twelve-year Sattra
held at Naimisa forest in the presence of several sages. This recension is called the Mahabharata.”
Kunjunni Raja, “Architectonics of the Mahabharata and the Place of Legends in its Structure,”
The Mahabharata Revisited, (1990): 88. See also: “... it is evident that the Itihasa or Purana (the
epic calls itself by both names) to a certain extent recognizes its own gradual construction and that
it has been at a pretty late period embellished with the final addition of a preface.” Hopkins, “The
Bharata and the Great Bharata”, (1898): 6. See also A. N. Jani, “The Mahabharata as an Organic
Growth of the Oral Literary Tradition in Ancient India,” The Mahabharata Revisited, (1990): 71-
85.
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and ancillary tales).”

Therefore, since books 17 and 18 indisputably constitute the
epic’s frame story, we are inclined to think that these final books were indeed part
of the earlier Bharata-epic.

A crucial distinction has to be made in this regard between the Maha-
Bharata samhita of 100,000 verses, and these earlier epic traditions. Once MBh
scholars agree, as discussed above, that between 200-500 CE the written Sanskrit
MBH is not essentially different, in extent and content, to the text of today (like
the one recorded in the C.Ed.), that is, it extends over 18 parvans and contains the
HV appendix, as well as a long introduction and framework (i.e., the
parvasamgraha and parvanukramani), they are in fact referring to this Maha-
Bharata samhita of 100,000 verses, rather than to any of its alleged earlier
representations (like the Jaya or the Bharata epics). As we shall see below,
although MBh scholars regard this Maha-Bharata samhita of 100,000 verses to
be ‘The MBh’ that their studies recognize as their subject-matter, and as they
distinguish between this text and earlier layers of the epic, it would nonetheless
appear that they are not keeping to the distinction they themselves are making. In
other words, once epic scholarship recognizes that at some point in history the
floating oral tradition of the MBh (which is partly represented by the ‘Jaya’ or the
‘Bharata’ epic) was fixed in a written text, which became known as the Maha-
bharata, it is in fact distinguishing old layers (that are incidentally traceable only
in theory) from the MBh that it is devoted to studying, namely, a text containing

all 18 parvans. Consequently, it should be stated clearly, that because this MBh-

samhita is the only MBh of which we know for certain to have contained all of

% See note 64 above.
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the epic’s 18 parvans (including the two final books, the MhP and the SA), the
present study refers to this text alone, and not to any of its alleged earlier
representations.

Moreover, as is suggested by the scholar Andreas Bigger, whenever MBh
scholars rely on the C.Ed., they necessarily accept the fact that the epic had a

textual archetype at some point in history, which this edition represents.” Since

70

the manuscripts™ of the MBh appear to stem from a single source-text, Bigger

further argues that the written Sanskrit MBh (i.e. the MBh-samhita of 100,000
verses) was fixed at some point in history and thus came to dominate the entire
Mss tradition of the epic.”' For this reason, Bigger names this text the “normative
redaction’” of the MBh, as follows:

German philology has coined the word Endredaction (final redaction) for the
archetype of the MBh. I prefer ‘normative redaction’, for the following
reason: it does not suggest that this redaction was the last one that ever
occurred in the history of the MBh. Rather, it is most probably only one
among others. What makes it so important is the fact that this redaction came
to dominate the whole written tradition of the Sanskrit MBh; it became
normative for this part of the transmission. ... We may now assume, as a
working hypothesis, that the text of the Critical Edition of the MBh is a
reconstruction of this normative redaction. ... We then have before us a text
which was, at a certain time, a historical reality. ... The normative redaction
is thus the earliest text we can possibly establish.”

If we assume that there was a normative redaction, an archetype that can be
reconstructed, we must at least assume that this text, even if orally

5 “It looks to me as if the enormous problems connected with the feasibility of the Critical Edition
of the MBh to a certain extent obliterated the fact that, to make a critical edition possible at all,
one has to presuppose an archetype. ... In taking the Critical Edition for what it is meant to be, we
are accepting (silently or openly) the historical existence of an archetype.” Andreas Bigger, “The
Normative Redaction of the Mahabharata”, (2002): 19.

" Henceforth: Ms or Mss.

I “First of all, we have the evidence from the Critical Edition itself: though many passages found
in the mss have been relegated to the appendices, there is still a great amount of text, even the
majority of it, that is common to all the mss. Not only that: this text supported by all the mss also
gives a continuous story-line to the MBh, containing only minor gaps and inconsistencies and
relatively few loose cross-references. This may point to the fact that all these mss go back to a
single text.” Bigger, (2002): 21.

2 ibid., p. 20.
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transmitted, was already fixed. It is therefore no longer a floating oral
tradition ... but a fixed oral text, similar to the Vedic corpus, though not so
rigidly fixed. It is possible that our normative redaction had the form of a
fixed oral text and there is no way of disproving it, but I still think it is more
plausible to assume that the normative redaction was the first written MBh.
This may also explain why it was possible for one redaction to have come to
dominate the whole manuscript-tradition.”

1.7 Analytic Versus Synthetic, Plus One Opinion

Before proceeding to locate the SA within the historical timeframe
outlined above, it should be noted that the scholarly views discussed thus far
belong, broadly speaking, to the “analytic approach” to the MBh. This orientation
tends to emphasize the gradual growth of the epic within a long living textual
tradition, and proposes to study individual portions of the text linguistically,
philologically, stylistically, and historically. There exists, however, an alternative
approach in epic studies that is typically referred to as the “synthetic approach”.
Unlike the former, this approach tends to emphasize the text as a unified whole.

One of the earliest exponents of the synthetic approach was Joseph
Dahlmann, who proposed in the late nineteenth century a unitary authorship and
origin for the MBh, arguing that the whole epic was composed as an instructive
moral and religious encyclopaedia.”* Although Dahlmann’s views were
thoroughly rejected by many prominent MBh scholars,” the synthetic approach

has other modern exponents, the most central among whom are George Dumézil,

3 ibid., p. 24.

7 See J oseph Dahlmann, Das Mahabharata als Epos und Rechtsbuch: Ein Problem aus Altindiens
Kultur und Literaturgeschichte, Felix L. Dames, Berlin, 1895; Joseph Dahlmann, Genesis des
Mahabharata, Verlag von Felix L. Dames, Berlin, 1899.

> Hopkins called Dahlmann’s views “the Dahlmannian delirament”, in “The Bharata and the great
Bharata”, (1898): 4; Arthur MacDonell stated that Dahlmann’s book “is not likely to find any
support among scholars”, A History of Sanskrit Literature, (1900): 286; and Hermann Oldenberg
called it a “scientific monstrosity”, in Das Mahabharata: seine Entstehung, sein Inhalt, seine
Form, Vandenhoeck and Ruprecht, Géttingen, 1922, p. 32.
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Madeleine Biardeau, and Alf Hiltebeitel. While Dumézil emphasized that the text

¢ Biardeau

is governed by mythic structures common to all Indo-European myths,
suggested a unitary authorship for the MBh, which, according to her, was a
brahminical response to the “menace of Buddhism”.”” Hiltebeitel calls the analytic
approach to the MBh an “excavative scholarship”,” and rejects the gradualist
models of the epic. Offering a holistic reading of the MBh as a unified work of
fiction, Hiltebeitel further proposes a timeframe for the epic (between 150 BCE
and the year zero CE) that considerably differs from the one commonly accepted
by scholars, suggesting that, “...the Mahabhdarata must have been written over a
much shorter period than is usually advanced: ... by committee ... or team ...,

and at most through a couple of generations.””

I myself do not accept the synthetic theory per se insofar as the epic’s
complexity, its stylistic variances, and its diversity of topics are concerned. I
therefore find the claim regarding unitary authorship of the entire MBh or its
composition over a relatively short period of time highly implausible. I do,
however, hold that there is a significant degree of editorial sense and continuity to
the MBh frame-story. Indeed, a reading of the MBh plot and a close examination

of the art of storytelling it displays give the impression of a carefully thought out

76 See George Dumézil, Mythe et Epopée: L’Idéologie des Trois Fonctions dans les Epopées des
Peuples Indo-Européens, (3 vols.), Editions Gallimard, Paris, 1968-1973.

7 See Madeleine Biardeau, Le Mahabharata: Un Récit Fondateur du Brahmanisme et son
Interprétation, (2 vols.), Editions du Seuil, Paris, 2002, vol. 1, p. 139.

8 Hiltebeitel, (2001): 2.

7 ibid., p. 20. Even though it contains some very interesting ideas, Hiltebeitel’s study aroused
quite a lot of debate among MBh scholars. For an excellent and thorough review see James L.
Fitzgerald, “The Many Voices of the Mahabharata”, Journal of the American Oriental Society,
Vol. 123, No. 4 (Oct-Dec., 2003), pp. 803-818. For other reviews of Hiltebeitel’s book see Hugh
M. Flick Jr., Asian Folklore Studies 61, no. 2 (2002): 341-342; Mary Brockington, Indo-Iranian
Journal 45, no. 4 (Winter 2002): 361-365; Peter Schreiner, The Journal of Religion 83, no. 2
(April, 2003): 332-334.
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composition that is far from being arbitrary. In this regard, van Buitenen’s
assertions regarding the story of the MBh having a distinct design thus ring
particularly true:

... to me at least, there is little doubt that the story was in part designed as a
riddle. ... however fortuitous its career of expansion, the epic is not an
accident of literary history. The grand framework was a design.*

That the main story of the Mahdabharata was a conscious composition is, to
me, undeniable, and one poet, or a small group of them, must have been
responsible for it.*

Hiltebeitel’s call for reading the MBh as a work of fiction is valid and important
insofar as it broadens the methods of studying the epic. However, as Fitzgerald
comments in his review of Rethinking the Mahdbhdarata, a certain caution is

required when one makes generalizing assertions about the entire epic as a whole:

Hiltebeitel is partly right to argue that the Mahabhdarata criticism should shift
its focus from oral epic theory and mythology to theories of fiction and self-
conscious authorship. But Hiltebeitel’s dismissal of “oral epic theory” ... is
curious ... The MBh has a number of different discourse styles within it ...
Hiltebeitel over-generalizes the role of self-conscious fiction-making behind
the MBh and bypasses all discussion of the quite different narrative and
discursive styles and textures in the epic.*

Finally, I further agree with Fitzgerald that a conscious artistic endeavour was
initiated either at some point, or at several points in history, to make this long
story systematically whole, narratologically meaningful, inter-related, and self-
referential:*

... I do think there was a significant MBh compositional effort at some point
in the first century or two after the demise of the Mauryans, and I agree that
writing was likely used in the creation of this text. ... the intricacy of the
narrative would have been easier to develop with writing, and some highly
refined elements of the text, such as the perfectly regular classical meters,
suggest the likelihood of writing being used in their development. If we bear

8 van Buitenen, (1973): 16.

81 ibid., p. 24.

82 Fitzgerald, “The Many Voices of the Mahabharata”, (2003): 807.

8 See further discussion on the verb garh in the MBh in chapter 4 below.
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in mind the occasional gatherings of early Buddhists and, later and half a
world away, early Christians, to address institutional concerns, debate
doctrines, and argue about the canons of their common texts, there is nothing
inherently implausible in the idea of occasional conclaves of some Brahmins
for similar sorts of purposes, including, perhaps, composing, redacting, or
commissioning new texts. ... I myself am inclined to imagine the
development of the Mahabharata more along the lines of the gradual
building, modification, and occasional refurbishment of a great cathedral
under the direction of different architects and master-builders at different
points in time. I think the “gradualist” models of the epic’s development that
have prevailed in Western scholarship are obviously more plausible than
Hiltebeitel’s one-time symposium.**

2. Date of the Svargarohana

Having discussed the commonly accepted date for the MBh in epic
scholarship, this section seeks to situate the ending of the epic within this
timeframe. It is, however, crucial to define what is precisely meant by the term
“the ending of the MBh”. Although I shall occasionally refer separately to books
17 and 18 in the discussions that follow, it should be clarified that I consider the
term “SA” as a somewhat generic term to designate the ending of the MBh; that
is, the combination of the two concluding books — the MhP and the SA parvans. It
seems to me, that these two books together are inseparable and function in the
epic as one unit that is distinguishable in the narrative from previous parvans. In
other words, one cannot read, understand or make sense of the MhP without the
SA, and vice versa. Therefore, when I use the term SA, and unless mentioned
otherwise, I typically refer to this unit of books as “the ending of the epic/MBh”.

What, then, is the earliest possible date from which we know of the

existence of the SA? Since, as discussed above, scholars assess that the complete

8 Fitzgerald, “The Many Voices of the Mahabharata”, (2003): 814-815.
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compilation of the MBh -- that is, a work that extends over 18 parvans along with
the HV appendix, as well as the long introduction and framework (the
anukramani and parvasamgraha) of the Adi parvan -- is in place between 200-500
CE, and indeed most scholars contend that this compilation existed rather earlier
than later (circa 200 CE); then we may assume that the MBh had an ending
composed of the MhP and the SA, from at least the beginning of the third century
CE. Since the C.Ed. is widely considered by epic scholarship as representing the
closest archetype of this textual compilation, I, too, rely on it in my discussion as
the MBh sourcebook which records the earliest possible SA.®

Furthermore, the manuscripts reported in the C.Ed. for books 17 and 18 are
as old as those which are reported for the rest of the text, and there is little
evidence to dispute their authenticity. Therefore, the C.Ed. provides us with the
oldest available conclusion to the MBh, and an ending for the entire epic that
differs in any appreciable way from the story recorded in the C.Ed. is unknown.
This point is demonstrated by the following arguments:

The anukramani (‘list-of-contents’)*® and the parvasamgraha (‘summary
of the books’),*” which both appear in the C.Ed., include the MhP and the SA
parvans. All the manuscripts that comprise the text of the C.Ed. attest to this

inclusion.

% See Fitzgerald, “India’s Fifth Veda: The Mahabharata’s Presentation of Itself”, (2007): 153:
“The critical edition of Poona is the closest approximation of the archetype behind the manuscript
tradition we will ever get.”; see also Andreas Bigger, “The Normative Redaction of the
Mahabharata”, (2002): 19.

It should be mentioned that as a rule, the C.Ed. provides in its extensive appendices
alternative readings of the text as recorded in different Mss (including readings offered by other
MBh editions). I henceforth cite the C.Ed. throughout this dissertation. Where I cite other editions,
I shall provide an established explanation as to why I prefer alternative readings.

% MBHh, 1.2.34-69.
% MBh, 1.2.71-234.

50



Of the dated materials consulted for parvans 17 and 18 of the C.Ed., the
oldest manuscript is dated 1611 and the most recent is dated 1841 (although the
majority of the manuscripts are undated). These dates reflect the picture presented
by the dated manuscripts as a whole, of which the oldest is a Nepali manuscript of
1511, and the most recent is a Malayalam manuscript of 1842.* The dated
materials for books 17 and 18, therefore, are typical of the C.Ed. as a whole, and
are consistent with those consulted for the 16 preceding books of the epic.*

The majority of the manuscript material constituting the C.Ed. affirms that
the southern and the northern recensions of the text are similar. In his
introduction to the C.Ed., the chief editor, V. S. Sukthankar, concluded that no
significant variations exist between these two recensions.” This is particularly
true regarding books 17 and 18. The several recensions of the MBh depict the
same type of story with very small variations.”’

Evidence from the works of Bana and Subandhu, indicates that these poets
knew the ending of the epic as early as the beginning of the seventh century CE.”

Another source that records the MhP and the SA parvans is the Javanese
adaptation of the MBh, the Bharatam (c. 1000 CE), which was used as testimonia
for the reconstruction of the MBh text in the C.Ed. According to Sukthankar, this

adaptation is particularly important because it “precedes the known date of the

% See Sukthankar’s “Prolegomena”, (1927): vi.

% It should be mentioned that, to the best of my knowledge, Devabodha’s oldest commentary of
the MBh does not include books 17 and 18. Devabodha, the predecessor of Arjunamisra (later
fifteenth century), comments only on the Adi, Sabha, Udyoga, Virata and Bhisma parvans.

% See Sukthankar’s “Prolegomena”, (1927): xxxvi.

1 See Andreas Bigger, “The Normative Redaction of the Mahabharata”, (2002): 21.

9 “An examination of the works of Bana, and of his predecessor Subandhu, shows that these
authors, who belong to the beginning of the seventh century, not only studied and made use of
legends from every one of the eighteen books of the Mahabharata for the poetical embellishment
of their works, but were even acquainted with the Harivamsa.” Arthur MacDonell, (1900): 288.
See also Hopkins, (1901): 387; Winternitz, (1977): 463.
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[MBh] manuscripts by several centuries and [is] hence of considerable
importance for critical purposes, as a witness independent of and uninfluenced by
the main line of our extant Indian witnesses. Most of the Sanskrit quotations of
the Javanese text can be traced both in the Northern and the Southern
recensions.””

Additional testimonia of the ending of the MBh allow us to estimate that
the version of the text represented in the epic’s extant Mss may be projected back
at least to the eleventh century. This derives from Ksemendra’s oldest available
epitome of the MBh, the Bharatamarijari, from the eleventh century. The
Bharatamaiijart appears to have been based on northern Mss from which the
C.Ed.’s Kashmiri Ms group has descended. This epitome makes it clear that
Ksemendra’s understanding of how the MBh ends is equivalent to the ending we
have in the C.Ed. today.”™

Further confirmation along these lines comes from the Balabharata
epitome of the Jain poet Amaracandra Suri, who lived in the thirteenth century.
The conclusion of this poem is clearly based on materials similar to those used for
the C.Ed. Of particular significance is the fact that although Amaracandra Siri is
posterior to Ksemendra, he lived and wrote in Gujarat, which is a considerable
distance from Kashmir, thereby proving that the state of the MBh in the west was

similar to that in the north.”

% See Sukthankar’s “Prolegomena”, (1927): 25.

% ibid., pp. xxvii-xxviii. See also detailed discussion on Ksemendra’s Bhdratamaiijarf in chapter 2
below.

% See also discussion in chapter 2 below, which shows that Amaracandra drew upon the work of
his predecessor Ksemendra, and therefore knew (apart from the MBh source) the Bharatamarijari.
Chapter 2 discusses two other MBh adaptations: one by Agastya in the fifteenth century, and
another originating from Kerala in the eighteenth century. My discussion shows that the latter
source knew and borrowed from the former.
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Another relevant source is Anandavardhana’s Dhvanyaloka, which was
composed in Kashmir in the second half of the ninth century. It is clear that
Anandavardhana knew the ending of the MBh in the same form as it appears in
the C.Ed. For Anandavardhana, the ending of the MBh produces a despondent
feeling and is related to the destruction of the Vrsnis and the Pandavas.”
Anandavardhana is also familiar with both Adiparvan’s table-of-contents (the
anukramani),” and the HV appendix.” Anandavardhana’s work thus assures us
that books 17 and 18 were understood to constitute the epic’s final episodes, from
at least the ninth century.

The poetician Abhinavagupta (c. 950-1020), who composed the
commentary Dhvanyaloka-locana on Anandavardhana’s work, provides a precise
depiction of the story of the ending as we have it today in the C.Ed.” This account
also confirms that books 17 and 18 were known in India at least from the second
half of the tenth and the first half of the eleventh centuries CE.

In the same way, the work of the mid-eleventh century poetician, Kuntaka,

supports our knowledge of the ending of the MBh as we have it today in the C.Ed.

% See discussion on Sanskrit theoreticians in chapter 3 below.

97 “In the table of contents it has been said [... anukramanyam darsitam...] in so many words that
in the Mahabharata, Santarasa is the main (rasa)...” Translated by J. M. Masson and M. V.
Patwardhan, Santarasa and Abhinavagupta’s Philosophy of Aesthetics, Bhandarkar Oriental
Research Institute, Poona, 1969, p. 106; “And so, through the sentence found in the table of
contents [tad evam anukramanidistena vakyana...], it is revealed that everything different from
the blessed one is ephemeral...” ibid, p. 108.

% “And that same master poet, Krsna Dvaipayana [i.e. Vyasa], has made this deep and beautiful
meaning completely clear by using the depiction of the genealogy of Hari [the Harivamsa] as his
conclusion at the end of the MBh.” (Dhvanyaloka, 4.5), translated by Gary Tubb, “Santarasa in
the Mahabharata”, Essays on the Mahabharata, ed. A. Sharma, Motilal Banarsidas, Delhi, 2007,
p. 197.

% Glossing Anandavardhana’s expression “virasavasana” (i.e., the ‘disagreeable-ending’ of the
MBh) in his Locana on 4.5, Abhinavagupta states the following: “the mutual destruction of the
Vrsnis, the end of the Pandavas by experiencing undeserved troubles on their great journey [north,
to death], and Krsna’s destruction by a hunter, show that everybody’s end was pathetic.”
Translated by J. M. Masson and M. V. Patwardhan, “The Dhvanyaloka and the
Dhvanyalokalocana: A Translation of the Fourth Uddyota, Pt. II”, Journal of the American
Oriental Society, Vol. 97, No. 4 (Oct. — Dec., 1977): 423-440, p. 427. See also discussion in
chapter 3 below.
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Like Abhinavagupta, Kuntaka follows Anandavardhana in judging the ending of

the MBh a distasteful and a tragic one.""

In summary, considering the arguments outlined above and the materials
available for the Sanskrit MBh, an ending for the epic that differs in any
appreciable way from the story preserved in the C.Ed. is unknown. Since, as
shown above, the C.Ed. provides us with the earliest possible conclusion of the

epic, my discussion relies on this particular MBh edition.

3.  The Parvan-list of Manuscript Spitzer'”

The Spitzer manuscript is a Sanskrit palm-leaf Ms in Kusana characters
from Qizil (Chinese Turkistan), which dates to the Kusana period (roughly 0-300
CE). Most of the Ms consists of philosophical texts of the Buddhist Sarvastivadin-
school.'"” One fragment in the Ms includes a list of MBh-parvans, which is the
oldest extant parvan-list of the epic. Unfortunately, the fragment is badly

damaged. In 1969, the scholar Dieter Schlingloff presented a study of this

100 See discussion on the stance of the Sanskrit theoreticians (Anandavardhana, Abhinavagupta
and Kuntaka) to the ending of the MBh in chapter 3 below.

%" The Ms is named after Dr. Moritz (Moshe) Spitzer from Jerusalem, who was the first to have
studied and transcribed it (1927-1928).

12 See Eli Franco’s several studies on these texts: “The Spitzer Manuscript — A Report on Work in
Progress,” Abhidharma and Indian Thought: Essays in Honour of Professor Doctor Junsho Kato
on his Sixtieth Birthday, Tokyo 2000: 562-544; “The Earliest Extant Vaisesika Theory of Gunas,”
Weiner Zeitschirift fiir die Kunde Siidaseins 44 (2000) 157-163; “Lost Fragments from the Spitzer
Manuscript,” Haranandalahari, eds. R. Tsuchida and A. Wezler, Reinbek 2000: 77-110;
“Fragments of a Buddhist Pramana-Theory from the Kusana Period,” Bukyo Dendo Kyokai
Fellowship Newsletter 4, Tokyo 2001: 2-12; “The Oldest Philosophical Manuscript in Sanskrit,”
Journal of Indian Philosophy, 31: 21-31, 2003.
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fragment, in which he reconstructed the list of parvans by juxtaposing it with the
lists of 18 major MBh parvans and 100 sub-parvans.'”

Since Schlingloff did not directly address the issue of the MBh’s ending in
his study, I analyze his findings here in order to point out that several conclusions
which may be drawn from the list that Schlingloff reconstructed may have
bearing on the historical study of the ending of the MBh. I shall do this by cross
referencing between the historical data on the MBh and its approximated
historical growth that were outlined above, and the arrangement of MBh-parvans
that this particular list records. I argue that the Spitzer-list suggests that the MBh
(or at the very least, the MBh tradition the list represents) had some version of the
ending we know today as early as the Kusana period, and that this conclusion is
likely to have been composed of the MhP and the SA parvans.

The fragment is composed of successive numbers and names that
correspond to several MBh parvans or sub-parvans. It is worth re-emphasizing
that the fragment is very badly damaged and features many gaps. In order to make
our discussion here clearer, I took the liberty of integrating Schlingloff’s findings

as presented throughout his study and the reconstructed list that he offers

(appearing here in bold; bracketed letters being reconstructions), as follows:

[a] (diparvam 1) — corresponds to Adi-parvan (1 book).
(pau) lomam 2 — corresponds to pauloma sub-parvan in the Adi-parvan.

(...3) - potentially corresponds to Adi or Sabha (2™ book) parvans or sub-parvans.
(...4) - potentially corresponds to Adi or Sabha parvans or sub-parvans.

1% Dieter Schlingloff, “The Oldest Extant Parvan-List of the Mahabharata”, Journal of the
American Oriental Society, Vol. 89, No. 2 (Apr. — Jun., 1969), pp. 334-338.

Besides the parvanukramant (MBh, 1.2.34-70) and the parvasamgraha (MBh, 1.2.72-
233), Schlingloff also consulted the 20-parvan list of the HV (16195-16210) featuring the
following names: (1) Adi; (2) Astika; (3) Sabha; (4) Aranyaka; (5) Arant; (6) Virata; (7) Udyoga;
(8) Bhisma; (9) Drona; (10) Karna; (11) S'alya; (12) Gada; (13) Strr; (14) Aistka; (15) Santi; (16)
Asvamedhika; (17) Asramavasika; (18) Mausala; (19) Mahaprasthanika; (20) Svarga.

55



(...5) - potentially corresponds to Adi or Sabha parvans or sub-parvans.
(...6) — potentially corresponds to Adi or Sabha parvans or sub-parvans.

aranyakam 7 — corresponds to aranyaka sub-parvan in the Vana-parvan (3" book).
[a] (raneyam 8) — corresponds to araneya sub-parvan in the Vana-parvan.

——————————— Since there is no gap between no. 8 and the following no. 9, Schlingloff
concludes that this list could not have included the Virata-parvan (4™ book).

(ni) ryyanam 9 — corresponds to niryana sub-parvan in the Udyoga-parvan (5™ book).
bhaga (vad) yanam 10 — corresponds to bhagavadyana sub-parvan in the Udyoga-
parvan.

bhismaparvvam (11) — corresponds to Bhisma-parvan (6™ book).

(...12) — potentially corresponds to Drona (7" book), Karna (8" book), Salya (9"
book), Sauptika (10™ book), or Stri (11™ book) parvans.

(...13) — potentially corresponds to Drona, Karna, Salya, Sauptika, or Stri parvans.

(...14) — potentially corresponds to Drona, Karna, Salya, Sauptika, or Stri parvans.

($a) nt (i) parvvam 15 — corresponds to S‘dnti—parvan (12" book).

——————————— Since there is no gap between no. 15 and the following no. 16, Schlingloff
concludes that this list could not have included the Anusasana-parvan (13"
book).

asvamedhikam 16 - corresponds to Asvamedhika-parvan (14" book).

(...17) — potentially corresponds to Asramavasika (15" book), Mausala (16™ book),
Mahaprasthanika (17" book), or Svargarohana (18" book) parvans.

(...18) — potentially corresponds to Asramavasika, Mausala, Mahaprasthanika, or
Svargarohana parvans.

khilesu — corresponds to the Harivamsa (appendix).

Several conclusions may be drawn from this reconstruction. First, the
Virata and the Anusasana parvans could not have been included in this list at all,
on account of their position in the successive listing of numbers that the Spitzer-
list records (see above). As Schlingloff states, this validates the hypotheses posed
by several scholars, as to these books being later additions:

... the name of the anusasanaparvan is missing. It may be supposed that
this parvan was already regarded as a part of the santiparvan ... However,
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it is far more likely, that it was in those times unknown to the epos at all.'**

Besides the anusasana, another parvan too seems to be a late
interpolation: the virataparvan, which is regarded by eminent scholars'® as
a production not belonging to the original epos.'”

Second, ten additional parvans are absent from the list, namely: Sabha,
Drona, Karna, Salya, Sauptika, Stri, Asramavasika, Mausala, Mahaprasthanika
and Svargarohana. However, it should be emphasized that these books’ absence
is not identical to the omission of the Virata and the Anusasana parvans, owing to
the fact that the absence of these ten results from the numerous gaps in the
heavily damaged Ms.

Third, the list clearly includes the HV appendix (designated: khilesu), and
further shows a gap of supposedly two numbers between the number 16
(corresponding to the Asvamedhika-parvan) and ‘khilesu’. This gap must have
included some combination of either two of the four concluding books of the
MBh: Asramavasika, Mausala, Mahaprasthanika or Svargarohana parvans. This
fact, alone, suggests that the MBh had some version of the ending between the
first and the third centuries CE. What this ending was or could have been is a
matter of conjecture.

Two arguments support the supposition that the MhP and the SA
constituted the gap in the fragment. The first derives from the interdependency of
these two books, which form a single unit in the narrative. Accordingly, this
would suggest that the MhP and SA parvans were listed at this early stage as one
book. If that were the case, and books 17 and 18 occupied one spot in the gap,

then it follows that the MBh’s four concluding books were reduced to three,

14 Schlingloff here cites Winternitz, (1977): 424.

195 Schlingloff here cites several studies: Hopkins, (1901): 382; A. Holtzmann, Das Mahabharata,
I, p. 98; Winternitz, (1977): 458; Annals of the Bhandarkar Oriental Research Institute, V, p. 23.
196 Schlingloff, (1969): 338.
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possibly even two remaining combinations. If the MhP and the SA parvans were
recorded in the list as one book, then the same might apply to the Asramavasika
and the Mausala parvans, which might have jointly occupied the second spot in
the gap. This hypothesis is strengthened by Schlingloff’s statement that “the gap
[between ‘asvamedhikam 16’ and ‘khilesu’] in Ms. Spitzer, however, may have
contained more than two names.”'"”’

Another argument concerns the date of the HV, which is regarded by
scholars as relatively late. Indeed, Schlingloff himself seems to wonder about the
inclusion of the HV “at a time when the Mahabhdarata was still in a state of
development”, '™ adding that, “... even the khilas [in the Spitzer list] were
regarded as belonging to the Mahabharata”."” Combining the data about the
development of the MBh with the date of the HV, I argue that the Spitzer list is
more likely (than not) to have included the MhP and the SA parvans, and that the
list definitely shows that some version of the ending we know today certainly
existed as early as the Kusana period. These observations derive from the
following reasons:

Scholars largely agree that the introductory portion of the Adi parvan, the
final books and the HV were added last to the epic. Of these three, both the Adi
and the HV are included in the Spitzer list.

There is some degree of inter-relatedness between the HV, the final books,
and the introduction to the Adi-parvan. As Hopkins pointed out, these three

portions of the text recognize each other.'"” This implies that since both the Adi

7 ibid., p. 335.

18 ibid.

9 ibid., p. 338.

10 See Hopkins’ citation on pp. 34-35 above.
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and the HV are indeed recorded in the Spitzer list, then we are more inclined to
suppose the inclusion of the MhP and the SA, as well.

Epic scholarship broadly shares the view that the battle books form the
nucleus of the epic and constitute its oldest parts. However, out of five battle
books (Bhisma, Drona, Karna, Salya and Sauptika) only one (Bhisma-parvan)
appears in the Spitzer-list. The other four battle-books are missing from the list in
the same way that the MhP and the SA parvans are. Moreover, the absence of
these books from the list is not identical to the exclusion of the Virata and
Anusasana parvans, which could not have been included in the Spitzer list at all.
Therefore, if these four very “old” battle books and the Str7 parvan occupied, in
some variable combination, a gap of three spaces in the Ms (see the reconstructed
list above), then, given the arguments (discussed above) regarding possible
combinations to have occupied the Ms’ final gap of two spaces (before ‘khilesu’),
our inclination to include the MhP and SA parvans in the Spitzer-list gains further
probability.

In summary, the Spitzer list suggests that some version of the ending we
know today (composed of the MhP and the SA parvans) existed from as early as
the Kusana period. Since the absence of books 17 and 18 from the list is identical
to the omission of books that are considered the oldest portions of the text (i.e. the
battle books), I contend that the Spitzer-list points to a further probability
regarding the integrity and importance of the ending to the text as a whole at such
an early stage of development. In light of the oldest extant parvan-list (Spitzer)
and the evidence regarding the date of the SA’s composition detailed above, the

reluctance of scholars to accept the ending as an integral part of the epic is rather
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curious. This tendency to disregard the ending by undermining its authenticity

merits further discussion, which now follows.

4.  Reluctance to Accept the SA as an Integral Part of the Epic

Although epic scholarship largely agrees that the complete compilation of
the MBh -- that is, containing 100,000 verses, extending over 18 parvans, and
therefore, inclusive of the MhP and the SA parvans -- is in place from at least 200
CE (see sections 1 and 2, above),'"" certain scholars disregard the ending as an
intrinsic constituent of the MBh. In the following two sections, I discuss the
reluctance to accept the SA as an integral part of the epic. The argument

emerging from the following sections is that in their discourses on the epic’s

1 Additional evidence that supports the dating of the SA to circa 200 CE comes from the karma-
vipaka (‘the ripening of karma’) literature. This literary genre which first appears in the early
Puranas (Gupta era, c. third-fourth centuries CE) may have also drawn upon the naraka events of
the epic’s final scenes. According to Wendy Doniger, The karma-vipaka literature is closely
related to the concept of naraka: “it is usually placed in the context of the cosmological
description of the hells, and it explains how people get to hell by committing scenes.” Wendy
Doniger-O’Flaherty, “Karma and Rebirth in the Vedas and Puranas,” Karma and Rebirth in
Classical Indian Traditions, ed. Wendy Doniger-O’Flaherty, University of California Press,
London, 1980, p. 14. Along similar lines, Y. Krishan explains the main features of this literature
thus: “The earlier puranas (such as Vayu, Brahmanda, Matsya, Markandeya, Visnu, Bhagavat AD
300-600) ... deal with Karma Vipaka. They deal with it in the same manner as the Dharmasastras
viz. the souls are embodied in different forms of existence due to their deeds; they are born in
heaven, hell or on this earth, as a result of their Karmas; they suffer various tortures in different
hells for their sins done in previous lives; and thereafter they are born as insects, birds, animals,
human beings and as gods depending upon the progressive exhaustion of their evil Karmas and
ripening of their good Karmas.” Y. Krishan, “Karma Vipaka,” Numen, Vol. 30, Fasc. 2 (Dec.,
1983), Brill: 199-214, p. 203.

The Agni Purana 369.15-19 and the Visnudharmottara Purana 2.113.1-25, for instance,
depict a similar account of naraka to the one experienced by Yudhisthira in the SA: “... it is
evident that the man of mixed karma has one experience body in heaven and another one in hell; if
evil predominates, apparently he goes first to hell, then to heaven, and then from hell to an animal
womb; if good predominates, he goes first to heaven, then to hell, and then from heaven again to a
good birth among humans.” See Doniger-O’Flaherty, (1980): 17-18. Another such example comes
from the Brahma Purana 217.7-8: “When he leaves the body, dharma alone follows him
[tacchariram utsrstam dharma eko ’nugacchatil; if he has dharma he goes to heaven, but if he has
adharma he goes to hell [prant dharmasamayukto gacchet svargagatim param |/
tathaivadharmasamyukto narakam copapadyate].” Translated by Doniger-O’Flaherty, (1980): 16.
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ending, scholars do not keep to the distinction they themselves are making. While
the majority of scholars recognize the MBh as a compendium (samhita) of 18
books (that necessarily includes parvans 17 and 18) to be the subject-matter of
their studies, in addressing these particular books, epic scholarship largely
undermines their authenticity. This tendency is manifested in the emphasis
scholars assign to earlier versions or layers of the epic.

I suggest that in such discourses what scholars have in mind is an earlier
version of the story, which revolves around a military contest (the Jaya-epic of
8,800 verses), and which represents a MBh-story without the SA. Epic
scholarship therefore contradicts itself. For although scholars are set to study the
entire Maha-Bharata while recognizing this text as the subject-matter of their
discourses, when treating its final books, scholars are often reluctant to consider
them a part of the MBh by relegating them as not pertaining to its “oldest core”.
In my opinion, one cannot have it both ways. If one accepts that at some historical
point the fluid oral tradition of the epic became the Maha-Bharata of 18 parvans
with the SA as its ending, one cannot subsequently state that it has a different
ending other than the SA. In other words, once scholars distinguish between older
layers of the story and the MBh of 18 parvans, they necessarily accept: (1) that
this story contains the SA within it; (2) that there is no other version of the epic
which records a story without its ending passage; and, (3) that the epic’s
(supposed) older core does not represent the MBh story in its entirety.

However, a tendency to dismiss the post-battle episodes emerges in the
scholarly literature on the MBh. Early epic scholarship raised doubts about the

location of the epic’s “real ending” and was sceptical of the authenticity of books
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17 and 18. Maurice Winternitz, for example, suggested that the mass funeral
taking place in the Stri parvan subsequent to the battle “is probably the point at
which the old poem ended”.'" This tendency to view the Stri parvan as the real
ending of the MBh is also expressed by R. C. Dutt who assertively states:

The real Epic ends with the war and with the funerals of the deceased
warriors ... What follows the [Horse-] sacrifice is in no sense a part of the

real Epic; it consists merely of concluding personal narratives of the heroes

who have figured in the poem.'"

Dutt is evidently influenced by the common scholarly contention that the battle
books constitute the kernel of the MBh story. Consequently, he judges the
episodes subsequent to the Asvamedhika-parvan as being “in no sense a part of
the real Epic”. These passages in the story (including the ending) therefore, are
viewed by Dutt as redundant additions. Such contentions, I believe, are both
unfounded, insofar as they are not persuasively backed by evidence, and poorly
argued. Looking at Dutt’s citation, for example, stating that the epic’s final books
consist, “merely of concluding personal narratives of the heroes who have figured
in the poem”, we may ask, what sorts of concluding narratives would Dutt
suggest the MBh ought to have had? What types of narratives would he hold as
composing, in his words, “a part of the real Epic”? The argument regarding
“personal narratives” is curious in relation to the MBh, which is strewn,
throughout its length and breadth, with precisely such “personal narratives” of the
lives and deeds of the heroes who figure in this long story. Why should the

concluding books of the MBh, according to Dutt, then, be any different?

12 Winternitz, (1977): 372.
'3 Romesh Chunder Dutt, Maha-bharata: Epic of the Bharatas, Ballantyne, London, 1898, p. 367.
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Following these views, Kevin McGrath also asserts that the MBh does not
end with the SA:

The Stri parvan closes the narrative that commenced with the gambling in the
Sabha; in effect, this is the end of epic MBh. ... The books following the Str7
parvan — the Santi parvan and the Anusasana parvan - are virtually given in
toto to Sastra and are not ‘epic’ material. The five subsequent books supply a
coda. ... these concluding books do not add to the epic matter except in very
small part.'"*

McGrath makes a distinction between portions that are included or excluded from
what he somewhat vaguely terms ‘epic material’. Like Dutt, who is an exponent of
early epic scholarship, McGrath, a contemporary scholar, is committed to the
view that the battle-books form the nucleus of the epic. He thus follows others in
maintaining that the MBh ends with the S#ri parvan, but supplements his own
opinion, as he states, that the five concluding books of the MBh “do not add to the
epic matter except in very small part”. A quantitative argument such as the one
McGrath voices here calls for further discussion. We might ask, for example: (1)
what, in McGrath’s view constitutes “real epic matter”?; (2) what “adds” to this
matter?; (3) are additions of this sort to be measured in terms of narrative quality
or quantity, and what exactly are the measuring tools with which one could
appraise the (abstract) value of the MBh’s final five books?; and, finally, (4) how
does one evaluate the degree of their contribution to “real epic matter” by way of
a definition more substantial than the one offered by McGrath: “except in very
small part”? These hypothetical questions aside, it would appear that McGrath’s
argument is dismissive toward the epic’s final five books, and consequently

undermines the ending as having an innate relation to the epic as a whole.

14 Kevin McGrath, The Sanskrit Hero: Karna in Epic Mahabharata, Brill, Boston, 2004, p. 223.
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Another early scholar, Albrecht Weber, divides between portions
constituting the “real” epic story and those outside of it:

Of the Mahabharata in its extant form, only about one-forth (some 20,000
Slokas or so) relates to this conflict [between the Pandavas and the Kauravas]
and the myths that have been associated with it; while the elements
composing the remaining three-fourths do not belong to it at all and have
only the loosest possible connection therewith, as well as with each other.'"

While Weber also emphasizes the antiquity of the battle-books, perhaps having
the Bharata-epic (of 24,000 verses) in mind, he effectively dismisses three-fourths
of the narrative. Since Weber considers the battle-books to be the kernel of the
story, we can assume that the SA falls into the three-fourth sections that “have
only the loosest possible connection” with the one-fourth of the narrative that
forms the ‘real”’ MBh. Yet Weber not only judges three-fourths of the narrative to
be merely redundant, but also states that these portions do not connect, in and of
themselves “with each other”. If we take Weber’s argument literally, it follows
that except for the five battle books, the entire MBh is, in fact, a nonsensical

99116

jumble of unrelated tales and stories, a sort of “literary monster” ° or a “jungle of

99 117

poetry”,”’ as the other prominent scholars Herman Oldenberg and Maurice

Winternitz (respectively) would have it.

Indeed, the standard view in epic scholarship recognizes the production
of the ending at a relatively late date, based, among other substantial evidences,
on the intuitive logic that endings are usually produced once a composition is

completed. Yet it is one thing to assess or locate the ending within the general

115 Albrecht Weber, The History of Indian Literature, trans. John Mann and Theodor Zachariae,
Triibner and Co., Ludgate Hill, London, 1882, p. 187.

16 Hermann Oldenberg, Das Mahabharata: seine Entstehung, sein Inhalt, seine Form,
Vandenhoeck and Ruprecht, Géttingen, 1922, p. 1.

7 Winternitz, (1977): 236.
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frame of the MBh’s historical growth, and quite another to dismiss its importance
or undermine its authenticity as an integral part of the epic. A scholar who
represents the former attitude is Adolf Holtzmann (Jr.), who attributed the epic’s
final five books to a “second reworking”. While Holtzmann recognized that these
books contained older material, he maintained that they must have been inserted
after the second reworking.'"® Although John Brockington (like Holtzmann)
discusses the late date of books 17 and 18, some of the explanations he provides
partly represent the latter attitude:

The remaining three books [16, 17 and 18] are all generally regarded as being
late and in any case are extremely short, all containing less than ten
adhyayas; indeed, it is most likely that they have been treated as separate
books only at a very late date, in order to produce the significant number 18
for the total of the books. The Mausalaparvan in some ways anticipates the
Harivamsa in its focus on Krsna and the Yadavas. The
Mahaprasthanikaparvan cannot really be separated from the final book, the
Svargarohanaparvan, in terms of its narrative; ... The Svargarohanaparvan,
as noted in relation to the Adiparvan, deliberately repeats in its final adhyaya
several verses from 1.56 to provide a balance to the opening of the epic,
revealing that it is among the latest passages in the whole work.'” Equally,
the portrayal of Yudhisthira in this book turns him even more into an
embodiment of brahmanical Hinduism by emphasizing the questioning
philosopher — the brahman influence by now extending to the narrative

element.'?

Although Brockington advances a valid argument regarding the late production of
the ending, some of his observations regarding how these books came to be added
to the epic seem to attenuate their necessity or relevance to the narrative.
Statements about the shortness of books 17 and 18, as well as the verses repeated

in the first and the last books, admittedly suggest the ending’s late date.'”

18 Holtzmann, Das Mahabharata, (1892): 189; see also van Buitenen, (1973): xxxii.

"% The verse in question (1.56) corresponds to 18.5.33: yad ihdsti tad anyatra yan nehasti na tat
kvacit.

120 J, Brockington, (1988): 155.

12l In “The Bharata and the Great Bharata”, Hopkins pointed out that unlike the battle-books,
which exhibit “violent” variations, “the short final books, 16, 17, 18, show little variation”.
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Nevertheless, other arguments about Yudhisthira’s character in the epic, the
inseparability of the MhP and the SA parvans, and the formation of the
significant number 18, do not necessarily, nor directly suggest that these books
were produced at a later date. In contrast to Brockington, I suggest that these
arguments actually strengthen the claim that the ending comprises an integral part
of the epic, and that it is thematically consistent with its other parts. First, the
argument regarding the inseparability of the MhP and the SA parvans does not
necessarily require that they are of a later date, for on the other hand, their
separability would equally not make them any older. Second, the fact that these
books complete the number 18 in the epic actually enforces the claim that they are
extremely significant in the epic, and thematically consistent with other parts
featuring the same motif.'"” Third, a curious observation by the writer centres
upon Yudhisthira’s portrayal in the SA, which turns him, according to
Brockington, “into an embodiment of brahmanical Hinduism by emphasizing the
questioning philosopher”. To this we may reply -- why is it astonishing that the
SA presents Yudhisthira as a philosopher Brahman, when he is consistently
portrayed in this very way throughout the epic? Moreover, how does this
argument support the lateness of this particular book? In my view, these remarks
do not contribute to the main discussion embarked upon in this passage regarding
the ending’s late date. They do, however, disclose a dismissal toward the ending

as having an innate relation to the epic as a whole.

Maintaining that “late texts have few variations” he concluded that while the MBh’s concluding
books are relatively late, the battle-books are older material. See Hopkins, (1898): 11-13.

122 The 18 books of the MBh correspond to the same number of Puranas; the Bhagavadgita is
composed of 18 chapters; there are eighteen armies battling for eighteen days, eighteen branches
of younger Yadavas, and 18 islands of earth. See Hopkins, (1901): 371.
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It should nonetheless be noted that stronger evidence for the existence of
an earlier conclusion to the MBh than the SA parvan was already put forward by
E. W. Hopkins. In 1898, Hopkins pointed out that one of the opening lists-of-
contents (anukramanit) found in the Bombay Vulgate edition of the MBh does not
mention the Anusasana, Mahaprasthanika or the Svargarohana parvans. Instead,
they extend only so far as the Mausalaparvan. This passage,'> which appears in
the appendix of the C.Ed.,"* depicts an image of a tree in which each MBh
parvan constitutes a different part of the tree (Bharatadruma). On this basis,
Hopkins concluded that there existed an older form of the MBh, which was
similar to the text of today, but without books 13, 17 and 18. Thus, Hopkins
argued that this is:

. a list of the books of the MBh which omits entirely the thirteenth,
seventeenth and eighteenth books of the present text, Anusasana, Prasthana
and Svarga. The reasons can be only that when this list was made these
books, like the Harivamsa, were not parts of the epic.'”

According to this theory, then, the Mausalaparvan was the original ending of the
epic. Yet, unlike the anukramant and the parvasamgraha which are attested in all
the Mss constituting the C.Ed., and which include the MhP and the SA parvans,
the Bharatadruma analogy which Hopkins is referring to is not affirmed by all the

Mss.

In summary, the discussion above has shown that epic scholarship is partly
reluctant to accept the SA as an integral episode of the MBh. Unlike these views,
the Mss constituting the C.Ed. for books 17 and 18 are as old as those which are

reported for the rest of the text, and there is little evidence to dispute their

1238, 1.1.88-92.
124 See C.Ed. book 1, appendix of passage 1, lines 47-56.
125 Hopkins, (1898): 1-24.
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authenticity. Considering the arguments outlined in sections 1 and 2, above, and
the materials available for the Sanskrit MBh, an ending for the epic that differs in
any appreciable way from the story presented in the C.Ed. is unknown. The
tendency to undermine books 17 and 18 therefore, requires far stronger evidence
than the evidence produced by the scholars discussed above. And yet, while a
number of scholars voice legitimate arguments regarding the relatively late
production of the ending within the complete compilation of the MBh, others do
not keep to the distinction they themselves are making. For although epic
scholarship generally recognizes the MBh to be a story unfolding over 18
parvans, which ought to imply its recognition of the SA as the ending, scholars
discussing the epic’s final books undermine the SA as pertaining to “real epic
material” by emphasizing this story’s other representations like the Jaya or the

Bharata epic.

5.  Scholarly Retelling of the Ending of the Mahabharata

The reluctance of scholars to accept the SA as an integral part of the MBh
is also evident in the ways in which epic scholarship retells the story of the
ending. This section shows that even in its retelling, epic scholarship largely
expresses an ambivalent stance toward the ending. Various such accounts tend to
exhibit the ending as an insignificant episode, unworthy, as it were, of a closer
look. This dismissal of the SA gains further validation as we compare accounts of
the ending with scholarly retellings of other MBh books, which are usually

narrated at greater length and consideration. In my opinion, scholars’ tendency to
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overlook these particular MBh parvans demands attention, if only on the grounds
that endings (as indeed beginnings) of stories, especially if they are of such
considerable length as the MBh, merit notable emphasis on the part of their
narrators.

Various studies of the MBh include summaries of the epic plot. A common
attitude in these studies is to prolong the MhP retelling while almost entirely
ignoring crucial events in the SA. In narrating the SA, scholars either provide
extremely concise accounts or swiftly hover over its contents, usually in order to
capture the moment of ‘all’s well that ends well’ that is encapsulated in
Yudhisthira’s final entrance to heaven. The most striking element that is shared
by all the scholarly retellings discussed below is the complete absence of
Yudhisthira’s denunciation of Dharma. This points to scholars’ general avoidance
of both addressing and presenting readers with the harsh events that feature in the
conclusion of the MBh." It should further be stated that a number of scholars
who undermine books 17 and 18 (see section 4 above), are the very same retellers
cited in this discussion below.

Our discussion of the ending’s adumbrated accounts, then, categorizes the

retellers cited below into three types, and names them, as follows: (1)

126 As noted above, few scholars thoroughly consider the SA in their studies. However, among the
studies I came across with, I found the readings offered by David Shulman and Alf Hitlebeitel of
the ending of the MBh extremely accurate, sensitive and insightful. See D. Shulman, "The Yaksa's
Questions," The Wisdom of Poets: Studies in Tamil, Telugu and Sanskrit, Oxford University Press,
2001, pp. 40-62; A. Hiltebeitel, Rethinking the Mahabharata: A Reader’s Guide to the Education
of the Dharma King, University of Chicago Press, Chicago, 2001. See also Tamar Reich, “Ends
and Closures in the Mahabhadrata,” International Journal of Hindu Studies 15, 1: 9-53, Springer,
2011; Christopher R. Austin, “The Sarasvata Yatsattra in Mahabharata 17 and 18,” International
Journal of Hindu Studies 12, 3: 283-308, Springer, 2008; Christopher R. Austin, “Janamejaya’s
Last Question,” Journal of Indian Philosophy (2009) 37: 597-625; John D. Smith, “Introduction,”
The Mahabharata: An Abridged Translation, Penguin Classics, London, 2009, p. xviii; Herman
Tieken, “The Mahabharata After the Great Battle,” Wiener Zeitschrift fiir die Kunde Siidasiens 48
(2004): 5-46; Herman Tieken, “Kill and be Killed: The Bhagavadgita and Anugita in the
Mahabharata,” Journal of Hindu Studies 2009;2: 209-228.
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‘Mahaprasthanika-only relaters’ consist of scholars who retell events solely from
the ending’s first book as recorded in the MhP parvan, but avoid recounting the
SA altogether; (2) ‘Naraka-free retellers’ consist of scholars who relate events
from both concluding books of the epic, but whose account of the SA does not
mention naraka or any of the scenes taking place in it; (3) ‘Close-approachers’
consist of retellers who provide a relatively sensitive reading of the ending, and
whose narration relates crucial events of both concluding books. Despite this, I
argue that even when scholars closely approach the original narrative, they are
very particular about which parts they choose to omit from their retellings. As a
result, their narrations do not fully capture the drama enacted in the harsh

conclusion of the MBh.

5.1 ‘Mahaprasthanika-Only Relaters’

The first example of a scholar belonging to this category is C. V. Vaidya,
who provides a rather detailed and prolonged account of the MBh main story over
some 72 pages in his book, The Mahabharata: A Criticism."” Relating the MhP
alone, and very shortly at that, Vaidya refrains from recounting the SA altogether:

The Pandavas having sacrificed to the fire for the last time threw it'*® into the

Ganges, and followed by their wife Draupadi, started towards the north-east.
They crossed the Himalayas, proceeded beyond the great desert and went
onwards till at last one by one they fell down dead.'”

Although Vaidya relates the opening events of the MhP, in which the Pandavas
abandon their kingdom and set forth toward their death, his narration of this scene

suggests that all of them died falling down on the ground. In other words,

127°C. V. Vaidya, The Mahabharata: A Criticism, A.J. Combridge, Bombay, 1905, pp. 111-183.
128 T assume that by “it” Vaidya refers to Arjuna’s Gandiva bow.
' Vaidya, (1905): 180.
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Vaidya’s account implies that the five Pandava brothers died in the same way.
Although the MBh indeed depicts the death of Nakula, Sahadeva, Arjuna, Bhima
and Draupadt as resulting from their fall, Yudhisthira remains alive to proceed
alone on his way as he enters heaven. The reason behind Vaidya’s inaccurate
narration in this instance is, as noted above, on account of his abstaining from
relating further crucial events both in the MhP and the SA parvans. The MBh
sees Yudhisthira in these scenes conversing with Indra, passing Dharma’s second
test (in his not forsaking his bhakta dog), entering heaven, finding Duryodhana
and the Kauravas thriving there, descending to naraka, discovering his suffering
kin, and finally, as a consequence, denouncing Dharma; having passed this third
and final test, Yudhisthira eventually re-ascends to heaven."’

Apart from Vaidya’s extremely skeletal narration of the ending above, he

also makes an odd comment, as he calls the following MhP scene ‘absurd’:

The story of the Pandavas going west, south and east and seeing Dvaraka
submerged is absurd. They could not have walked so long, and the
Mahaprasthana according to Dharmasastra, is only towards the north-east."!

Vaidya criticizes here the ending’s (alleged) mode of realism and doubts its
factual credibility. His explanation as to why this scene is absurd, “they could not
have walked so long”, is in itself a rather curious one; for how could this be a
valid argument in relation to a story such as the MBh, in which fantastical and
fictionally illogical motifs and elements abound? Neither the Dharmasastra
reference Vaidya includes here, nor his explanation (“they could not have walked

so long”) are capable of compromising this scene’s reliability as part of the epic

130 See detailed summary of books 17 and 18 in chapter 2 below.
B Vaidya, (1905): 209.
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narrative. These do, however, disclose the writer’s endeavour to undermine the

ending’s credibility by suggesting its irrelevancy for the epic as a whole.

Another ‘Mahaprasthanika-only relater’ is Arthur A. MacDonell, who
provides a brief outline of the MBh story in his book, A History of Sanskrit
Literature."> MacDonell presents a concise account of the MhP without so much
as mentioning any of the SA scenes. In a way that is similar to Vaidya’s account,
MacDonell’s narration of the story implies that Yudhisthira died along with his
brothers during the Pandavas’ circumambulation of the earth. Unlike the former
account, MacDonell’s retelling also suggests that the brothers’ ascent to heaven
occurred immediately after that. This event, which occurs in the MBh right at the
very end of the SA, cannot be more removed (in terms of narrative sequence)
from the order of events presented by MacDonell:

The Pandus themselves, at last weary of life, leaving the young prince
Pariksit, grandson of Arjuna, to rule over Hastinapura, retired to the forest,
and dying as they wandered towards Meru, the mountain of the gods,
ascended to heaven with their faithful spouse.'*

5.2 ‘Naraka-Free Retellers’

The first ‘naraka-free reteller’ is R. C. Dutt, whose book, Maha-bharata:
epic of the Bharatas, primarily consists of translations to selected epic episodes.
Dutt, like other scholars in this category, jointly narrates the MhP and the SA
parvans, as follows:

On hearing of the death of their friend Krishna, the Pandav brothers place
Prakshit [i.e. Pariksit], the grandson of Arjun, on the throne, and retire to the

132 See MacDonell, (1900): 291-294.
133 ibid., p. 293.
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Himalayas. Draupadi drops down dead on the way, then Sahadeva, then
Nakula, then Arjun, and then Bhima. Yudhishthir alone proceeds to heaven in
person in a celestial car. There Yudhishthir undergoes some trial, bathes in
the celestial Ganges, and rises with a celestial body. He then meets Krishna,
now in his heavenly form, blazing in splendor and glory. He meets his
brothers whom he had lost on earth, but who are now Immortals in the sky,
clad in heavenly forms."*

Dutt’s account of the epic’s concluding books is composed of several successive
events that colour the ending of the MBh in a light and positive tone: the
Pandavas retire from their kingly lives toward death; Yudhisthira proceeds to
heaven, bathes in the celestial Ganga only to rise up again donned in a heavenly
form to unite with Krsna and his relatives. Among these events, Dutt mentions
that Yudhisthira “undergoes some trial”, but the precise nature of this trial and its
significance are lost in his stringing of this somewhat vague phrasing within a
chain of events that are largely conveyed in a positive manner. Whatever the
nature of that trial, it is portrayed by Dutt as an insignificant matter. Moreover,
the “trial” that Yudhisthira undergoes occurs, according to Dutt, in svarga, and
not in naraka, which is where it actually takes place in the MBh. A misleading
account such as the one provided here could have gained greater accuracy had
Dutt bothered to recount the naraka-based scenes of the SA parvan. In abstaining
from even mentioning hell or any of the scenes related to it, Dutt imparts to his

readers a positive, light and palatable MBh conclusion.

Another instance of a ‘naraka-free reteller’ is James Fitzgerald, whose

entry for the “Mahabharata” in the Brill Encyclopedia of Hinduism provides a

B Dutt, (1898): 367.
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summary of the epic plot."*> Relating events from the MhP and the SA parvans,
Fitzgerald states the following:
The Pandavas then set out on the ‘“great departure” in the
Mahaprasthanaparvan ... Krsna Draupadi and Yudhisthira’s four brothers
drop along the way, but Yudhisthira enters heaven in bodily form, where,
ultimately, he finds both his family and the Kauravas rejoicing happily, but
only after he was tested by his father Dharma ... Yudhisthira satisfies

Dharma’s test by proving that he put loyalty to his family and associates

ahead of his own benefit.'*

The first apparent detail about this account is that like Dutt, Fitzgerald makes no
mention of the naraka scenes. Even when he mentions Yudhisthira’s test, he
refers to it as a singular noun. Since the events of this retelling are set in svarga,
the mention of Yudhisthira’s test more likely refers to Dharma’s second test,
which does not occur in hell but during Yudhisthira’s dialogue with Indra at the
foot of heaven (resulting in the hero’s refusal to relinquish his dog). Although he
states that, “Yudhisthira satisfies Dharma’s test by proving that he put loyalty to
his family ... ahead of his own benefit”, the writer makes no direct mention of
Yudhisthira’s third and final test by his father, which takes place in hell and
concludes with the hero’s bitter denunciation of Dharma. Moreover, this retelling
re-arranges the narrative’s order of events: after his brothers and wife perish,
Yudhisthira enters heaven for the purpose of reuniting with them, but only after
he was tested by Dharma. Thus re-shuffling the sequence of events, Fitzgerald
presents a relatively easy ending that emphasizes the notion of “all’s well that
ends well”. The accentuated message carried out in this retelling thus seems to be
that although some hurdles are presented along the way to svarga, these are trite

issues given the fact that ultimately, everything sorts itself out.

135 Fitzgerald, “Mahabharata,” in the Brill Encyclopedia of Hinduism, (2010): 85-91.
3% ibid., p. 91.
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The last retelling in this category comes from John Brockington’s study,
The Sanskrit Epics, which includes a summary of the MBh plot."”” Brockington
relates the MhP and the SA, but his account of these books’ contents is not fully
accurate. Brockington relatively prolongs his retelling of the MhP, and yet his
narration of the SA is not precise. As a result, this particular account basically
does not disclose any information about the SA at all:

Next, in the Mahaprasthanikaparvan, ... after learning about the fate of the
Yadavas and Krsna’s death, the Pandavas renounce the world, after installing
Arjuna’s grandson as king. They start first toward the east but then make
their way towards the Himalayas, dying one by one on the way; Draupadi is
the first to fall (her failing according to Yudhisthira being her partiality for
Arjuna), then Sahadeva, Nakula, Arjuna and Bhima. In the
Svargarohanaparvan, ... after further tests which involve his refusal to leave
the dog which depends on him, Yudhisthira himself enters heaven.'*

Brockington provides a rather detailed account of the MhP: he first emphasizes
that the Pandavas’ decision to renounce the world is on account of Krsna’s death;
he then discloses the fact that they installed Pariksit as their successor; relating
the Pandavas’ journey toward death, Brockington records the order in which they
died, and even mentions Draupadi’s dosa (the flaw on account of which she
perished). Although Brockington’s summary of the ending is relatively elaborate,
his depiction of the SA merely consists of two events which, in fact, do not occur
in the MBh'’s eighteenth book at all: “after further tests which involve his refusal
to leave the dog which depends on him, Yudhisthira himself enters heaven.” Like
Fitzgerald, Brockington does not relate Yudhisthira’s third test in naraka, nor
does his account include any of the naraka-scenes. However, unlike the former,

Brockington is inaccurate in his narration of the SA, since the dog-test and

137 J. Brockington, (1988): 28-34.
3 ibid., p. 34-
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Yudhisthira’s entrance to heaven subsequent to it, occur in the narrative in the

MhP rather than in the SA.'*

5.3 ‘Close-Approachers’

The first ‘close-approacher’ our discussion examines is Edward P. Rice,
who provides a lengthy summary of all 18 MBh parvans over some 78 pages in
his book, The Mahabharata: Analysis and Index.' After an extremely accurate
and detailed account of the MhP, Rice summarizes the SA, as follows:

Yudhisthira, seeing Duryodhana in heaven and his brothers not there, refuses
to stay, and asks to go where his brothers and Draupadt are. An angel-guide
leads him down by the awful ‘sinners road’, where he hears the voices of his
brothers and Draupadi, in torture, appealing to him to stay. He decides to stay
with them. The deities, led by Indra, come; the illusory hell disappears;
Yudhisthira is highly commanded for his steadfastness, and ascends to the
real heaven, where he meets his brothers and Draupadi.'*!

First, let us note that in comparison to the retellers discussed above, Rice is
definitely a ‘close-approacher’, since his retelling not merely provides a skeletal
adumbration of the ending, but actually takes notice of significant details. Rice
first mentions Yudhisthira’s (shocking) discovery of finding Duryodhana thriving
in heaven, where the hero expects to find his beloved relatives. He then, unlike
any reteller above, addresses the fact that Yudhisthira descends to naraka in order
to find his brothers. Finally, Rice discloses that upon hearing the pained voices of
his relatives calling to him from hell, Yudhisthira “decides to stay with them”.
Rice’s remarkable attention to detail notwithstanding, he still fails to note

Yudhisthira’s denunciation of Dharma. Although he relates two significant events

139 See MBh, 17.3.1-29.

1“0 Edward P. Rice, The Mahabharata: Analysis and Index, Humphrey Milford, Oxford University
Press, Mysore, 1934, pp. 7-85.

41 ibid., p. 84.
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around it — one is its cause (the discovery of his brothers in hell), and the other its
direct result (“the illusory hell disappears”) — Rice chooses to discard this crucial

moment of the original narrative in his narration.

Another ‘close-approacher’ is Louis Renou, who provides in his book,
Hinduism, an abridged detailed translation of the MhP parvan. Moreover, Renou
describes key events in the SA: Yudhisthira finds “to his surprise” Duryodhana in
svarga, “but not his brothers or Draupadi”; declining heaven, he decides to look
for his relatives in hell. Renou includes a highly vivid depiction of naraka and its
frightful sights,'* followed by the passage below:

Suddenly he hears the voices of his brothers and companions imploring him
to assuage their torments, and not desert them. His resolution is taken. Deeply
affected, he bids the angel leave him to share their miseries. This is his last
trial. The whole scene now vanishes. It was a mere illusion, to test his
constancy to the utmost. He is now directed to bathe in the heavenly Ganges;
and having plunged into the sacred stream, he enters the real heaven, where at
length, in company with Draupadi and his brothers, he finds rest and
happiness which were unattainable on earth.'*

Indeed, like other retellings discussed in this category, Renou offers a sensitive
reading of the ending of the MBh. Taking notice of the story’s harsh elements,
Renou presents his readers with the heightened emotional affect that the brothers’
tormented voices imposes on Yudhisthira, while calling the hero’s decision to
remain with them ‘“his last trial”. Like Rice, Renou also notes that “the whole
scene now vanishes”, adding that, “it was a mere illusion, to test his constancy to
the utmost.” Yet, despite the close-reading Renou makes of the ending, he
abstains from mentioning (1) how this trial came to be; (2) who Yudhisthira was

tested by; and, finally, (3) what caused this scene to vanish. Had Renou added a

12 Louis Renou, Hinduism, George Braziller, New York, 1961, p. 146.
143 ibid., pp. 146-147.
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mere sentence or two in his retelling to depict Yudhisthira’s denunciation of

Dharma, these questions would certainly have been resolved.

Lastly, we discuss Maurice Winternitz’ account of the ending. In his book,
A History of Indian Literature, Winternitz provides a long summary of the MBh’s
18 parvans over some 48 pages.'* Presenting a rather detailed account of the
MhP, Winternitz then summarizes the SA parvan beginning with Yudhisthira’s

arrival to heaven:

Now when he even sees Duryodhana seated upon a heavenly throne, and
honoured by all, he has had enough of heaven, and demands to be conducted
to the worlds where his brothers and heroes like Karna are. Then the gods
give him a messenger to accompany him to hell, where he sees the terrible
tortures of the damned. He is already turning away from this awful sight,
when he hears voices imploring him to stay, as a beneficent breath of air
emanates from him. Full of pity he asks the tortured souls who they are, and
he is informed that they are his brothers and friends. Then he is seized by
pain and anger at the injustice of Fate, and he sends the messenger back to the
gods to tell them that he will not go to heaven, but will remain in hell.'*®

As opposed to the scholarly accounts outlined above, Winternitz offers a highly
sensitive reading of the story. In stating that the hero “has had enough of heaven”,
Winternitz addresses the pain Yudhisthira undergoes by the shocking realization
of finding Duryodhana in svarga. Faithfully depicting Yudhisthira’s descent to
naraka, Winternitz nearly cites the original narrative, stating that the hero “is
already turning away from this awful sight, when he hears voices imploring him
to stay, as a beneficent breath of air emanates from him”. Moreover, Winternitz is
the only scholar among those discussed above who even notices the subtle, yet

highly crucial detail in the MBh narrative, according to which, Yudhisthira at first

fails to recognize the voices calling to him from hell. Yet, despite approaching the

14 Winternitz, (1977): 327-375.
5 ibid., p. 375.
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original narrative so closely, this retelling also omits the most climactic event in
the MBh’s ending; for Winternitz fails to recognize Yudhisthira’s condemnation
of Dharma, rendering it a mere raging rant against Fate instead: “Then he is
seized by pain and anger at the injustice of Fate, and he sends back the messenger
back to the gods to tell them that he will not go to heaven, but will remain in
hell”. It is possible that Winternitz is following here a traditional reading of this
moment in the text, as it is recorded in Ksemendra’s epitome of the MBh, the
Bharatamaiijart, which turns the hero’s denunciation of Dharma to a censure
against Fate’s fickle working.'*® Be that as it may, scholarly retellings of the MBh
share one arranging principle. Even when scholars (like Winternitz) offer a close-
reading of the ending, let alone when they concisely sketch it, they do not note the
importance of the SA’s most climactic event as meriting consideration. This

paradoxical event sees the personification of dharma censuring Dharma.'"’

In summary, the discussion above has shown that epic scholarship
provides a rather poor presentation of the MBh’s ending. This orientation is
expressed in scholarly literature in various ways. Some of the accounts outlined
above are partially inaccurate in their narration of scenes from the MhP and the
SA parvans. Several accounts distort the actual plot. Vaidya, for example,
provides curious explanations as to why the story recorded in the MBh is
unreasonable, expecting the text to suddenly shift genre. Other scholars seem

eager to present a ‘good ending’ to the epic’s harsh conclusion. And yet a

146 See detailed discussion on Ksemendra’s Bharatamaiijart in chapter 2 below.

147" Another “close approacher” who provides a similar account of the ending as Winternitz’ is
Hermann Jacobi. See Mahdabharata: Inhaltsangabe, Index und Concordanz der

Calcuttaer und Bombayer Ausgaben, Verlag von Friedrich Cohen, Bonn, 1903, pp. 190-192.
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common denominator to all the accounts discussed above is their complete
omission of Yudhisthira’s denunciation of Dharma.

Since I find this orientation in epic scholarship not only piquant but rather
meaningful, we may now ask: what induces scholars to produce distorted
accounts of the ending? And why is the SA’s story so poorly misrepresented by
them? Although there can be no conclusive answers to these questions, I would
hazard a few assumptions. Historical accounts that disregard the ending as an
integral part of the epic are possibly influential to the degree that scholars are
reluctant to regard the SA as a story worth considering."® It may also be that this
‘trend’ in epic scholarship is so widespread that, since scholars draw upon each
other in their studies, they consequently fail to examine the SA closely. Another
reason may derive from the ending’s traditional reading in Sanskrit literature,
which either provided a ‘happy ending’ for the MBh in later adaptations, or
advanced the notion that the ending of the MBh is an example of a faulty
conclusion which ought to be altered (proposed by at least one Sanskrit
theoretician)."” Another explanation may stem from personal inclinations or
aesthetic dispositions, according to which a number of scholars found the idea of
this long story ending with such a harsh conclusion simply repulsive, anti-
climactic, or even disappointing.”’ Whatever the reasons may be, it is clear that

the ending of the MBh has been largely neglected in epic scholarship.

148 «“Because of their perceived lateness, these [four concluding] parvans have in the past drawn
scant scholarly attention.” Tamar Reich, “Ends and Closures in the Mahabharata,” International
Journal of Hindu Studies 15, 1: 9-53, Springer, 2011, p. 12.

149 See discussion in chapter 3 below.

150 See Tamar Reich’s study that explores several possible closures of the narrative of the MBh.
Reich’s ground assumption regarding the epic’s resolution, though, is expressed in the following:
“On the whole I find that a truly satisfying resolution is not achieved within the Mahabharata
narrative itself. I do not see this as a fault of the Mahabharata — rather, I see the Mahabhdrata as a
literary work that addresses theological, ideological, and political tensions and does not force a
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Conclusion

This chapter reviewed the scholarly literature on the epic with the aim of
establishing the earliest possible date from which we know of the ending of the
MBh. The first section outlined scholars’ historical views. I discussed the
consensual approach in epic scholarship for the development of the MBh through
a detailed presentation of three comprehensive models of historical growth. Based
mainly on these models, I offered an integrative framework for the approximate
dates of the composition of the MBh, which also made references to the historical
views of various other scholars. There are four points worth highlighting that
emerge from this integrative scheme: (1) epic scholarship uniformly agrees that
there is no evidence of a Sanskrit MBh prior to 400 BCE; (2) epic scholarship
typically delineates a compositional timeframe for the entire MBh based on a
gradual model of growth between a terminus post quem in the fourth century BCE
and a terminus ante quem in the fourth century CE; (3) epic scholarship largely
agrees that between 200-500 CE this text did not greatly vary in extent and
content from the text of today, that is, as an opus that extends over 18 parvans
(including the MhP and the SA parvans) and contains the HV appendix, as well as
a long introduction and framework; (4) scholars tend to surmise that this text,
which is traditionally known as a Satasahasriki-samhita, was completed earlier

rather than later (that is, c. 200 CE).

monolithic solution.” Reich, (2011): 10. For Reich, then, the SA creates an unfulfilled expectation
on the part of the reader for closure or a happy ending: “The Svargarohana Parvan is perhaps the
strongest example of how the attainment of a good afterlife is felt to be a required closure to a
virtuous life if a belief in divine benevolence is to be maintained. It is also the perfect example of
how the Mahabharata narrative creates in the reader an expectation of closure and immediately
subverts it. Heaven is elusive in the Mahabharata. This may be a literary strategy intended to
create suspense, as well as to teach a lesson, namely, that as long as one is not fully detached, one
expects happy endings, but such endings are ultimately also illusions.” ibid. p. 21.

81



The second section of this chapter located the SA within the above
discussed timeframe. It concluded that the ending is part of the MBh compilation
from at least the third century CE. The discussion further showed that an ending
that differs in any appreciable way from the story preserved in the C.Ed. of the
MBh is unknown. Apart from the evidence brought forward (in 1898) by Hopkins
regarding the Bharatadruma, which is based on one of the Vulgate edition’s
opening lists-of-contents that does not mention the thirteenth, seventeenth and
eighteenth books (thereby pointing to the epic as concluding with the Mausala
parvan), we have no other evidence of a MBh ending with a different conclusion
other than the MhP and the SA parvans. Moreover, unlike the anukramant and the
parvasamgraha, which are attested in all the Mss constituting the C.Ed. and
which include the MhP and the SA parvans, the Bharatadruma analogy is not
affirmed by all the Mss. It is thus my opinion that there is simply no sufficient
evidence to undermine the authenticity of these particular parvans.

The third section analyzed the reconstructed oldest extant parvan-list of
the MBh that is recorded in the Spitzer Ms. This analysis pointed out that a
version of the ending of the MBh existed as early as the Kusana period (c. 0-300
CE). Presenting several arguments, I showed that the ending in the Spitzer
parvan-list is likely to have consisted in the seventeenth and the eighteenth books
of the MBh. If this hypothesis is correct, it follows that the Spitzer list further
strengthens the view considering these particular parvans as constituting
important and integral portions of the epic’s complete compilation even at a stage

when the MBh was still in a state of progressive development.
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These discussions provoked further questions regarding the reluctance of
scholars to accept the SA as an integral part of the epic, and the reasons for their
apparent undermining of its authenticity and relevancy. Although both the
material available for the Sanskrit MBh, and scholars themselves point to the
ending as being an inseparable part of the complete compilation of the MBh, epic
scholarship doubts the authenticity of the ending and resists accepting it as a
relevant and integral section that pertains to the epic as a whole. The fourth and
the fifth sections of this chapter addressed these problems by investigating two
aspects of this stance toward the ending in epic scholarship.

The fourth section explored scholarly reluctance to accept the SA as an
integral part of the epic. The discussion emphasized that an entirely valid stance
in epic scholarship tends (naturally) to recognize the production of the concluding
books of the MBh at a later date. Nonetheless, I argued that scholars do not keep
to the distinction they themselves are making between the full Sanskrit MBh of
100,000 verses, which they recognize to be the subject-matter of their studies, and
earlier representations of the story. In addressing the final books of the MBh,
scholars suddenly emphasize earlier versions of the epic (like the Jaya or the
Bharata which do not represent the full story of the MBh), expressing thereby a
disinclination to consider them a part of the epic by relegating these books as not
pertaining to its “oldest core”. I therefore concluded that scholarly views that
attempt to determine where the epic has ended or suggest a different conclusion
other than the SA (e.g. the Stri-, Asvamedhika- parvans etc.) are conveyed without
sufficient evidence. I emphasized the seeming unsoundness of these discussions

not because they advance the idea of the ending’s production at a late date, but
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rather on account of scholars’ undermining its relevancy to the narrative. I would
like to point out several implications that derive from this ambivalent stance
toward the ending: (1) it challenges the consensual scholarly view on the epic’s
historical growth. For, if scholars largely maintain that there existed, at a certain
moment in history, the complete compilation of the MBh extending over 18
parvans (including the MhP and the SA), then how can the pertinence of the
ending to the narrative be undermined?; (2) it also implies that scholars actually
deny large parts of the narrative itself and its contents. Consequently, the bias
toward the battle books as forming the nucleus of the epic leads to a dismissal of
entire sections of the narrative (including the ending), as not pertinent to what
certain scholars term the “real MBh”; (3) finally, I suggest that this stance in epic
scholarship is subjective. Distinctions between “real epic matter” and portions
outside of it, as well as discussions regarding what “adds” or “does not add” to
this matter reflect divergence in emphases among scholars, whereby the
pertinence of certain parts of the text to the narrative is determined according to
personal preferences. These views are subjective simply because there could be
no objective criteria to assess the significance or contribution of the concluding
books to the epic as a whole, insofar as it comprises a literary work and is thus
intrinsically resistant to impartial analyses.

The last section of this chapter discussed the particular forms in which
scholars present the ending in their studies. I categorized these scholars into three
groups: (1) those who provide concise accounts of the MhP alone; (2) those who
refrain from mentioning naraka, or from recounting any of the scenes taking

place in it, thereby avoiding relating crucial events of the SA parvan altogether;
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and, (3) ‘close approachers’, who offer relatively sensitive readings of the ending
in comparison with the first two types of retellers. However, the single most
crucial event that all the retellers fail to note in their accounts is Yudhisthira’s
denunciation of dharma, as recorded in the SA. My discussion emphasized that
scholars largely distort the story of the ending and misrepresent it in their studies.
In light of the fact that this is not another tale, episode, or story within the huge
encyclopaedia that is the MBh, but rather, the ending, which concludes the epic’s
main storyline, I expressed my opinion that this tendency in epic scholarship is
meaningful and merits attention. The discussion in this section thus sheds light on
this anomaly by pointing out that the ending of the MBh has been largely
neglected. My own understanding regarding this ambivalent stance is that since
MBh scholars refrained from closely examining the SA, they effectively tended to
overlook the ending of the epic, and consequently lost a crucial aspect of

narrative meaning to which I turn in the following chapters.
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Chapter 2

Sanskrit Literature of the Ending of the

Mahabharata

Numerous stories and episodes of the Mahabharata""'

have been adapted
in the long history of Sanskrit literature subsequent to the epic’s completion (what
shall hereafter be referred to as ‘the later tradition’). Nevertheless, in the later
literature that revolves around the MBh, the epic’s concluding passage, the
Svargarohana-parvan, remains almost entirely overlooked. The ending of the
MBh aroused a profound ambivalence among poets of the later tradition. One
sign of this attitude is the strikingly small pool of SA retellings in Sanskrit.
Another is the tendency of retellers of the epic to avoid recounting the ending
altogether by concluding their versions at an earlier point than the SA in the
chronology of the original text. We can also sometimes observe later writers
grappling with the problematic issues of the ending by producing “sugarcoated”
versions of its harsh conclusion. Another major indication of the ambivalence the
later tradition evinces toward the ending is the utter absence of its fundamental
paradox -- dharma censuring Dharma -- in epitomes of the MBh.

How is it that the ending of a major canonical text of Sanskrit literature

elicits so little attention? Why has such a harsh and dramatic episode of the MBh,

5! The following discussion often refers to the MBh as the ‘sourcebook’. It should be noted that I

use this term to indicate the Vyasa-text or what we can call the base-text (miila), and with the
purpose of distinguishing between this mizla-MBh and other forms of the MBh (whether textual,
oral etc.).
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in which dharma is denounced by the personification of dharma itself (Dharma-
raja), received such meagre consideration by later writers? Looking at various
retellings, this chapter seeks to answer these questions in order to understand how
the SA was received in the later tradition. Specifically, it explores the ways poets
addressed the problematic issues inherent to the SA and the kind of answers they
offered to resolve them.

This chapter opens with a schematic division of later reworkings of the
epic into three main groups: (1) fragmentary adaptations of the MBh; (2)
sequence-adaptations; and, lastly, (3) epitomes of the entire MBh. Discussing the
first two of these (which do not include a SA account), the first section of this
chapter argues that in comparison to other episodes of the MBh, the SA parvan
suffers from relative neglect in the later tradition. After mapping works belonging
to the first two categories, prime consideration will be given to the third category,
which consists of MBh epitomes. The second section summarizes books 17 and
18 of the MBh (the MhP and SA parvans) in order to situate the discussion of
later retellings in the context of the epic source. This is followed by a presentation
of several central parameters that are meant to show how later epitomists dealt
with the difficult issues inherent to the ending of the MBh.

The third section discusses three epitomes: Ksemendra’s Bharatamaiijart
(eleventh century), Amaracandra’s Balabharata (mid-thirteenth century), and
Agastya’s Balabharata (first half of the fourteenth century). After locating each
epitome in its stylistic and historical context, I then offer a close reading of these
adaptations with the aim of highlighting their respective relations to their source

(that is, the MBh text) and their relations to one another.
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Following the analysis of these epitomes, the last and most important
section of this chapter presents a preliminary study of a hitherto unknown and
unpublished retelling of the MBh entitled Bharataprabandha. This text consists of
several prabandhas, including a concluding passage titled the Svargarohana-
prabandha, which offers an original resolution to the paradox of the SA. This
section presents several questions concerning the study of the Bharataprabandha.
Primarily, I look to the problem of identifying its as yet unknown author. I
discuss the Keralan poet, Melputtir Narayana Bhatta (c. 1550-1650 CE), as a
possible, indeed in the present state of our knowledge the only candidate for
authorship of this text. A discussion of the link between this text and the tradition
of the Cakyar Kittu theatre follows and is based on the poet’s dedication of one
of his prabandhas to a famous actor of his time. Reviewing the scholarship on
Melputtir Narayana Bhatta, I argue that it has created more confusion than
understanding. I then raise a few tentative suggestions regarding the nature and
composition of the Bharataprabandha, and conclude with a detailed discussion of
the Svargarohana-prabandha. In offering a close reading of this work in relation
to the MBh sourcebook, I argue that in comparison to the other epitomes, this
retelling is the most innovative and daring in its interpretation of the MBh text; I
also point to some of the reasons for this novel approach in the particular setting

of early modern Kerala.
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1. General Scheme of Mahabharata Adaptations

Retellings of the MBh can be broadly divided into three central types: (1)
the most common form of adaptations are retellings of (usually only) one episode
of the epic; (2) another rather common type of adaptations are those consisting of
several episodes of the epic that form a complete MBh storyline; and, (3) the
rarest type of adaptation consists of epitomes of the entire MBh, and, unlike the

first two, these necessarily include a SA account.

1.1 Fragmentary Adaptations of the MBh

The first category of later MBh adaptations in Sanskrit includes retellings
of discrete episodes of the epic. A number of these works were composed by the
greatest poets in classical Sanskrit, and some are labelled ‘great poetic works’
(Mahakavyas). Although such texts typically narrate one episode of the MBh, a
few of them contain more than a single episode, usually focused on a specific
character or subject of the epic. However, no single text in this category attempts
to narrate a MBh storyline (whether partial or complete), and thus none of them
includes the SA in their narrative.

It is important to note that I do not attempt to provide a comprehensive
account of all the works in Sanskrit that may belong to this typology. My purpose,
rather, is to outline a representative sample of MBh-based literature in the later
tradition as a point of reference when looking at other MBh adaptations that
include a SA account. Some of the more famous examples of works of this kind

are listed below.
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There are no less than five dramas on various MBh themes attributed,
probably wrongly, to Bhasa (300 CE):"** the Paiicaratra is based on an episode
from the Virata-parvan, in which Duryodhana sends Drona to track down the
whereabouts of the Pandavas in the course of five nights; the Diitavakya is a one-
act drama relating Krsna’s unsuccessful endeavours to prevent the impending war
between the Pandavas and the Kauravas, as recorded in the Udyoga-parvan; the
Madhyamavyayoga records Bhima’s encounter with his son Ghatotkaca, who was
born from his liaison with the raksast Hidimba (Vana-parvan); the Karnabhara
depicts the character of Karna based on scenes from the first, third, fifth, eighth,
and twelfth books of the MBh; finally, the Urubhaiiga is a one-act play relating an
episode from the Salya-parvan, in which Bhima breaks Duryodhana’s thighs,
thereby bringing about the latter’s defeat at the end of the MBh war.'>

Approximately in the fifth century CE, the great Sanskrit poet Kalidasa
composed the play Abhijiiana-Sakuntala, relating the story of prince Dusyanta’s

* The mahakavya

love for Sakuntald, as recorded in the Adi-parvan."”
Kiratarjuniya was composed by the poet Bharavi in the sixth century. This work,

which is based on events from the Vana-parvan, recounts the story of Arjuna’s

voyage to the Himalaya in order to acquire the invincible pasupata weapon from

152 Although the above mentioned plays are attributed to Bhasa, a number of scholars doubt his
authorship. See Heidrun Briickner, “New Light on ‘Bhasa’? The Wiirzberg Multimedia Databank
on Sanskrit Drama and Theatre,” Theatrum Mirabiliorum Indiae Orientalis: A Volume to
Celebrate the 70" Birthday of Professor Maria Krzysztof Byrski, eds., Monika Monakowska and
Jacek Wozniak, 2007, pp. 380-393 (= Rocznik Orientalistyczny 60.2; Warsaw: Elipsa); Barbara
Stoler Miller, “Karnabhara: The Trial of Karna,” Essays on the Mahabharata, ed. A. Sharma,
Motilal Banarsidas, Delhi, 2007, pp. 57-67. Stoler Miller notes that with the exception of the
Paiicaratra, these plays are written in the vyayoga genre which is a one-act dramatization of a
heroic conflict depicted in a brief time-frame of less than a single day. See ibid., p. 58.

153 Another MBh-related play attributed to Bhasa is the Ditaghatotkaca depicting Ghatotkaca as a
mediator messenger attempting to stop the battle that has already begun. However, these episodes
are not directly found in the MBh.

134 For a discussion on the difficulty in determining Kalidasa’s date see M. Krishnamacariar,
History of Classical Sanskrit Literature, Motilal Banarsidas, Delhi, 2004 (first pub. 1937), pp. 99-
113.
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Siva, who takes the form of a hunter (kirata). Another mahakavya, by the poet
Magha (late seventh century), the Sisupdlavadha, relates Krsna’s slaying of
Sisupala, as recorded in the Sabha-parvan. Also in the seventh century, the poet
Nitivarman composed the Kicakavadha, which depicts Bhima’s slaying of Kicaka
in the course of the Pandavas’ incognito exile, based on events from the Virata-
parvan.'>

Yet, arguably the most popular MBh story is the Nalopakhyana from the
Vana-parvan. This story was subject to numerous adaptations in the later
tradition, among which are Sriharsa’s mahakavya the Naisadhiyacarita (twelfth
century), Vasudeva’s Nalodaya (ninth century), Vamana Bhatta’s Nalabhyudaya
(fifteenth century), Ramacandra Siiri’s Nalavilasa, Nilakantha Diksita’s play the
Nalacaritra, and Trivikrama Bhatta Bana’s Nalacampii (tenth century).'>

As this relatively long list makes clear, later Sanskrit literature was
saturated with poetic works that had MBh stories and themes as their prime
subject. The epic, so it seems, served as a reservoir overflowing with enticing
themes for Sanskrit poets. Nonetheless, despite the ending’s dramatic features,
and perhaps because of its climactic aspects, later retellers of the MBh avoided
incorporating the SA in their works. Although the conclusion of the MBh could

potentially have served as an extremely interesting source for later writers, this

particular episode was almost entirely overlooked by the later tradition.

155 This work belongs to the genre of double-entendre (dvisandhanakavya). The protagonists’
speech has two meanings, one for themselves, and the other for their surrounding (which, as a
consequence, can not recognize them). See Yigal Bronner, Extreme Poetry: The South Asian
Movement of Simultaneous Narration, Columbia University Press, New York, 2010, pp. 57-81.

1% For several other Nalopakhyana poetic and dramatic adaptations see detailed account in
Krishnamachariar, (2004): 183-186.
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1.2 Sequence-adaptations

Our second category consists of reworkings of several episodes of the
epic. None of these, however, includes an account of the epic’s concluding
passages, but rather end at earlier chronological points prior to the SA.
Reworking several episodes from the original story, poets of such retellings not
only form alternative sequences of the MBh storyline, but also offer alternative
endings to the MBh. Indeed, the main argument emerging from the following
discussion is that by determining where precisely this long story should
culminate, poets of such works tend to soften the ending by concluding on a
positive note.

The first of these works is that of the Bengali poet Bhatta Narayana
(seventh century), the Venisamhara (“The Binding of the Hair”). This drama of
six acts, which begins with the famous Sabhd-parvan incident, in which
Duhs$asana forcibly exposes Draupadi’s hair, results in Bhima’s vow to tie it back
again only with hands wet with Duryodhana’s blood. Depicting Bhima fulfilling
his vow at the battlefield, the play culminates with a Kaurava defeat at the great
battle and is followed by Yudhisthira’s coronation.

Two additional works belong to the dvisandhana-kavya genre, in which
the story of the MBh is narrated alongside its sibling epic, the Ramayana."’ The
first was composed by the Jain poet Dhanaiijaya (c. 800 CE), who was the author

of the oldest extant bitextual poem. Although Dhanafijaya’s MBh begins with the

157 The first dvisandhana kavya was composed by the theoretician and poet Dandin (later half of
the seventh century), yet most of it is now lost. Other §lesa-kavyas (now lost) revolving around
MBh themes are those of the Jain writer Hemacandra (1150 CE), the Saptasandhanakavya, which
relates concurrently the tales of Rama, Yudhisthira, and five Jain saints; and the
Raghavapandaviva of Srutakirti Traividya (1100 CE), a poem supposedly telling the two epics
simultaneously as well as being a palindrome. See Bronner, (2010): 91-121.
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Pandavas’ birth and ends with Krsna's defeat of king Jarasamdha, as recorded in
the Sabha-parvan, this adaptation depicts other famous scenes in the MBh plot,
such as the Pandavas’ exile in the forest (Vana-parvan), and Kicaka’s death in the
Virata-parvan. Nonetheless, it is worth noting that large sections of the MBh
remain untold by this poet, who narrates several Ramayana episodes without the
corresponding sections from the MBh. It would thus be fair to state that
Dhanafjaya is generally more preoccupied with telling the Ramayana story than
he is with the MBh."”® The Raghavapandaviya, another work of this genre, was
composed by the poet Kaviraja, in the second half of the twelfth century. Among
various scenes, the poet relates Arjuna’s curse by Urvasi and the Pandavas’ exile
in the forest, as recorded in the Vana-parvan, as well as Kicaka’s harassment of
Draupadi, and Bhima’s killing of Kicaka, as recorded in the Virata-parvan.
Kaviraja concludes his MBh on a positive note, with a Pandava victory at the
battlefield."™”

Another genre in which MBh is retold is the campii, a composition in
mixed prose and verse. The most famous work in this genre is the Bharatacampii
of Anantabhatta (eleventh century), who concludes his MBh with Yudhisthira’s

asvamedha and long-lasting reign.'®

158 Bronner notes that Dhanafijaya was most probably from the Kannada speaking region of the
Deccan. His work, the Dvisandhana-kavya, consists of 18 chapters that co-narrate the two epics.
The first three cantos revolve around the protagonists’ birth, the fourth narrates the Pandavas’
exile years in the forest, and cantos 5-6 narrate Kicaka’s killing by Bhima in the Virata-parvan.
See ibid., pp. 102-114.

159 Bronner notes that Kaviraja’s work was composed in Vanavasi (a.k.a. Jayantipura) under the
patronage of the Kadamba monarch Kamadeva. For a detailed discussion on Kaviraja’s work see
ibid., pp. 122-154.

160 See Krishnamachariar, (2004): 511. Two additional Bharatacampiis are those of Rajactidamani
Diksita (seventeenth century), and GhanaS§yama (eighteenth century). Unfortunately, I was not
able to find copies of these works. One descriptive catalogue contains a few extracts of
Ghanasyama’s Bharatacampii but these discuss the poet rather than his poem. See E. Hultzsch,
Reports on Sanskrit Manuscripts in Southern India, iii, 1655, Madras, 1903, pp. 61-2. These poets
have also produced slesa-kavyas. Rajacidamani Diksita composed the Raghavayadavapandaviya,
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In comparison with fragmentary adaptations of the MBh, this category
clearly includes fewer works. Despite the fact that these works provide a fuller
account of the MBh storyline -- even when narrating various, and at times quite
different sequences of the MBh’s story -- sequence-adaptations of the MBh share
one distinctive feature; namely, the MBh’s conclusion in a ‘happy ending’, most
often by describing the Pandava’s victory at the battlefield. As a result, the
authors of these works consistently refrain from recounting the SA episode.

In summary, it would appear that Sanskrit literature has produced a
strikingly small pool of later SA retellings and that the literature based on the epic
treats the SA in one of two ways: (1) by avoiding the SA section entirely (in
producing fragmentary adaptations); or, (2) by concluding on a positive note,
usually with a Pandava victory at the battlefield (in producing sequence-
adaptations that typically culminate quite early in the original plot).

Having discussed adaptations that do not include a SA account the
discussion now centres upon epitomes of the entire MBh. In order to analyze
these texts, the next section provides a summary of books 17 and 18 of the MBh
followed by an outline of several parameters that guide the subsequent

examination of the epitomes in relation to the epic sourcebook.

a poem narrating the stories of Rama, Krsna and the Pandavas (see Krishnamachariar, pp. 235-6);
and GhanaSyama composed the Abodhakara, a poem recounting the stories of Nala, Krsna and
Hari$candra (see Krishnamachariar, (2004): 248-9).
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2.1 Summary of Books 17 and 18

The Mahaprasthanika (book 17 of the MBh) begins with Yudhisthira’s
decision to depart from the world after Krsna’s death. Voicing a famous phrase
that the MBh repeats a number of times: “time cooks all living beings”,'’
Yudhisthira tells Arjuna that he is reflecting on the “snares of time/death”
(kalapasa),'” and advises him to do the same. Agreeing with his elder brother,
Arjuna passes the word to the other Pandavas, who unanimously decide to
withdraw from the world and divide the kingdom between their successor Pariksit
(Abhimanyu’s son), and Yuyutsu (Dhrtarastra’s descendant). Having performed
the sraddha ceremonies, they depart from Hastinapura with their wife Draupadi
and a dog. Fasting, they set forth on their journey dressed as ascetics.
Circumambulating the Bharata kingdom, they first march southward, than
northward. At an early point in their journey they meet lord Agni, who orders
Arjuna to relinquish his Gandiva bow in the waters of the ocean. As they cross
the Himalaya (seeing Mount Meru in the distance), Draupadi and the brothers
(except Yudhisthira) fall, one after the other, to their death. Each time one of
them perishes, Bhima (who is the last to fall), points out their good merits.
Perplexed, he asks Yudhisthira the reason for their unwarranted fall. Yudhisthira
mentions a flaw on account of which each of them fell to their death — Draupadi’s
excessive affection toward Arjuna, Sahadeva’s exaggerated pride in his
intelligence, handsome Nakula’s vanity in his beauty, Arjuna’s immoderate pride

in his strength and failure to fulfil a vow he took prior to the war (of vanquishing

11 kalah pacati bhiitani sarvani (17.1.3).
162 B, 17.1.3. The C.Ed. rather reads ‘karma-nyasam’ (i.e. Yudhisthira considers abandoning his
duties/karma).
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his enemies in the course of a single day), and Bhima, who was also overly proud
of his strength, as well as gluttonous. As they thus perish one after the other,
Yudhisthira carries on walking without so much as looking back at them. Finally,
when all of them have passed away, he continues to march on his own followed
by his dog alone.

The king of the gods, Indra, then arrives and invites Yudhisthira to mount
his celestial car and travel to heaven. Yudhisthira agrees on two conditions: that
his (dead) brothers and wife enter svarga along with him, and that his dog also be
allowed entry. As regards the first condition, Indra assures Yudhisthira that all of
them have already entered heaven and are awaiting him there (an information
subsequently proven false). The second condition provokes a dialogue between
the king and the god, in which Yudhisthira declares his unwillingness to abandon
his dog in order to enter heaven. Referring to the dog as his bhakta, Yudhisthira
builds an argument before Indra around the term anrsamsya (‘non-violence,
compassion, benevolence, absence of cruelty, kindness’), explaining that his
resolution to not even consider abandoning his bhakta is on his not wishing to be
responsible for any act of cruelty (anrsarmsya hi me matih). Since Indra does not
consent to this, the dialogue between the two concludes with Yudhisthira
declaring that he will not desert his bhakta under any condition.

At that very moment, the god Dharma, having relinquished the dog form
he formerly took in order to test his son (the second time in the MBh narrative),
appears before his son. Pleased with Yudhisthira’s benevolence, Dharma, along
with Indra, carries his son to svarga. Upon his arrival there (probably sensing

already that something is wrong), Yudhisthira tells Indra that his only wish is to
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go to the place where his brothers are staying, be it good or bad (subham va yadi
va papant). The book ends with Indra accusing Yudhisthira, who is described as
committed to non-violence (anrsarsyasamayuktant), of (still) “dragging around
human ties” (manusyakam sneham adyapi parikarsasi) that are inappropriate to
heaven.

The Svargarohana parvan (book 18) opens with Yudhisthira realizing that
the villain Duryodhana, seated on a golden throne, is thriving in svarga. Enraged
(amarsitah) by this realization, he addresses the gods harshly, informing them
that he cannot and will not stay in the company of the cruel and wicked
Duryodhana. Again, Yudhisthira asks for the whereabouts of both Karna and his
other brothers, whom he does not see there. Yudhisthira mentions before the gods
that only after Karna’s death did he discover that this warrior was in fact his own
brother, and that till today, he is afflicted by the pain of having had him killed in
battle. Finally, Yudhisthira says that in the absence of his brothers, he finds no
use in svarga. The gods send Yudhisthira forth with their messenger.

Yudhisthira’s descent into naraka is described in vivid and elaborate
detail: the gods’ envoy leads him on a rough road enveloped by darkness; it is
terrifying, stinking, and filled with horrible sights. On every step of the way,
Yudhisthira encounters pain, affliction, death, and torture. At one point along the
long journey, Yudhisthira is overcome by the unbearable stench and nearly faints;
at which point he resolves to head back to svarga, when he suddenly hears
afflicted voices calling him. These voices plead with him to remain there a while
longer since his mere presence eases their excruciating pain. Although these

voices sound familiar (girah purastad vai srutapiirvah), he fails to recognize them
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(abudhyamanas ta vaco). At last, the voices are disclosed as being those of Karna,
his Pandava brothers and Draupadi. Unable to take any more of this pain,
Yudhisthira launches into a monologue in which he reflects on the ill doing of
fate (vimamrse raja kim nv idam daivakaritam). Incapable of comprehending why
such virtuous people are suffering in hell while the villain Duryodhana is thriving
in svarga, he calls this injustice a terrible aberration (vikara). Finally, he
rhetorically asks: "Am I indeed asleep, or awake? Am 1 fully conscious or
unconscious? Alas! Could this be an aberration of consciousness? Or perhaps an
error of my mind?" (kim nu supto ’smi jagarmi cetayano na cetaye | aho
cittavikaro ’yam syad va me cittavibhramah). Filled with sorrow, pain and
confusion, and overcome by violent rage, Yudhisthira finally denounces his
father, Dharma, and the other gods (krodham aharayac caiva tivram dharmasuto
nrpah / devams ca garhayam asa dharmarn caiva yudhisthirah). He then sends
back the envoy of the gods to deliver the message that he intends to remain in
naraka.

Yudhisthira remains there for a while, when the gods, headed by Indra,
arrive at the spot. Upon their arrival, the darkness that enveloped naraka up until
that point vanishes, as if it never existed in the first place. Gradually, all the
terrible sights of hell evaporate, and a pleasant, fragrant and soothing breeze
begins to blow. Addressing Yudhisthira, Indra explains that it is necessary for all
kings to experience naraka. Furthermore, he states that those whose good deeds
are greater than their bad actions, first experience naraka and then ascend to
svarga. Since Yudhisthira had the great guru Drona killed in battle by fraudulent

means, says Indra, he was brought to naraka (and that is presumably why
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Duryodhana first enjoyed heaven). Thereupon, Lord Dharma informs his son that
this was yet another trial he had him undergo, the third and last in a series of tests.
Dharma tells his son how pleased he is with him for once again not failing his
test, adding that this awful experience “was an illusion devised by Indra”
(mayaisa devarajena mahendrena prayojita).

Yudhisthira is then made to plunge in the waters of the celestial Ganga,
where he abandons his mortal body, and assumes a heavenly form. As he is
worshipped by all the denizens of heaven, Yudhisthira ascends to svarga. There,
he beholds his brothers, Draupadi, Karna, the Kauravas, his uncles, teachers, ally
kings and many other characters (who figured in the narrative) being re-

assimilated into their divine origin.

2.2 Parameters of Examination

In order to analyse efficiently later retellings of the ending in MBh
epitomes, it is useful to note several parameters that help organize and focus the
following discussions. These parameters consist of crucial moments in the
original plot that are more prone to modification on the part of later retellers of
the epic. Since the alterations introduced in these adaptations are not arbitrary, the
following points of reference demonstrate the ambivalence toward the SA, as
later poets grant such moments novel interpretations. Such “loose joints” serve as
a platform on which later poets mould new and perhaps lighter meanings to the
harsh conclusion of the MBh. These parameters are:

1) The depiction of the main characters of the story; namely, Yudhisthira, the

Pandava brothers and their wife, Draupadi, Indra, and Dharma. What
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2)

3)

4)

5)

significance do retellings of the epic attribute to these characters? For
example, by emphasizing the role of the dog that accompanies
Yudhisthira, later poets arrive at starkly different interpretations of the SA.
Variations in the depiction of the heroes’ fall to their death. How do later
retellers interpret the reasons for their destruction? The variants of this
theme are revealing and, as shown below, afford certain poets with the
opportunity to ‘invent’ new flaws in the protagonists to justify their
demise.

The dialogue of Yudhisthira and Indra prior to the ascent to heaven. Two
crucial terms appear in this dialogue: bhakta (‘dependent’) and anrsamsya
(‘non-violence’). As indicated in the summary above, these are the main
reasons Yudhisthira invokes in support of his adamant rejection to enter
svarga. Despite their importance to the MBh narrative, later poets of the
epic tend to either alter or discard these notions in their retellings.
Yudhisthira’s second test: the encounter with Dharma disguised as a dog.
Later poets offer various interpretations of this component of the narrative,
in which the protagonist is (once again) tested by his father.

Yudhisthira’s realization that his brothers are in hell. Later poets render
various readings of Yudhisthira’s liminal state of cognition in this
instance. The hero’s familiarity with the voices on the one hand, and
failure to recognize them on the other, is subject to extensive modification,
as is his striking monologue of despair prior to the moment of

condemnation.
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6) Yudhisthira’s denunciation of his father, Dharma, and the other gods. This
is the most crucial moment in the discussion of MBh epitomes and, as
shown below, is subject to widely divergent interpretations (including, in
most instances, its complete omission from the narrative).

7) The ontological status of naraka and svarga with the gods’ arrival to these
locales. Are these locations subject to transformation by later poets
subsequent to Yudhisthira’s condemnation? If so, of what kind and what is

its significance?

3.1 Ksemendra’s Bharatamaiijari'®

The oldest extant epitome of the epic was written by the Kasmiri poet
Ksemendra Vyasadasa (mid-eleventh century). The poet worked under the
patronage of king Ananta of Kasmir (r. 1029-1064 CE), and was a student of the
renowned poetician, Abhinavagupta. Among Ksemendra’s more famous works
are the Rdjavali, which recounts the history of Kasmir, a work on literary
criticism titled, the Aucityavicaracarca, and the Avadanakalpalata, which narrates
the story of the previous lives of the Buddha. Ksemendra also wrote three
epitomes of major Sanskrit works: the Brhatkathamaiijari, and abridged versions

of India’s two great epics, the Ramayanamaiijari and the Bharatamanjari.'**

163 See translation of this work’s two final cantos in appendix I below.
164 For a detailed account of Ksemndra’s works see Krishnamachariar, (2004): 170-173.
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The Bharatamarijari (henceforth: BM) recounts the story of the entire epic

15 Our discussion focuses on the work’s seventeenth canto, the

in 18 chapters.
Mahaprasthanikaparva, and the eighteenth canto, the Svargaparva, which
respectively recount events from the MBh’s two final books. It is worth noting
that this work was extensively consulted by editors in the making of the MBh’s
Critical Edition due to its close agreement with Sarada manuscripts of the epic.'®
Consequently, the BM is more faithful to the MBh by comparison with the other
epitomes, and its narration of the ending the longest among them, consisting of 67
verses (33 verses in the seventeenth canto and 34 verses in the eighteenth).

From the very first verses of his adaptation, Ksemendra follows the
opening events of the MhP as he depicts the Pandavas’ renouncing their life and
setting forth on their journey. In relating the scene of the protagonists’ death, the
poet introduces a novel element regarding the Pandavas’ flaws (that lead to their
death). Although relatively faithful to the MBh account, the BM diverges from
the sourcebook in its amplification of the flaws attributed to Nakula and Arjuna.
Thus, if the MBh merely states that Nakula’s fault was being too proud of his
beauty, the BM has Yudhisthira further gloss that: “thinking himself handsome he
could not tolerate competition even by Kamadeva [himself] (riipamani smarenapi
spardham esa na ca ksami)”.'” As for Arjuna’s failure to fulfil the vow of

destroying his enemies in the course of a single day, Ksemendra, perhaps

referring here to the Gita scene, holds Arjuna accountable for showing blatant

195 The Bharatamaiijari was published in Kavyamala, No. 64, ed. M. Pandit Sivadatta, Bombay,
1898.

166 See V. S. Sukthankar, “Critical Studies in the Mahabharata,” V. S. Sukthankar Memorial
Edition, Vol. 1, Bombay, 1944, pp. 36-39.

BM 17.17.
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signs of weakness on the battlefield (suramant cacaraisa Sithilam
samarangane).'®

Although the genre of epitome is marked by abbreviation, there are a few
moments in the BM where Ksemendra is perhaps more curt than other. In such
moments, the abridged narration appears intentional. One such example is the
way in which the poet depicts Yudhisthira’s encounter with Indra. When
Yudhisthira is invited to enter svarga, the protagonist directly tells Indra,
somewhat prematurely, that he will not enter without his dog (Suna virahitah
svargam sasariro na kamaye). While the MBh gradually builds the exchange
between the two, the poet has Yudhisthira promptly declare his refusal, even
before Indra had prohibited his dog from entering svarga. Thus, the poet signals
to his audience that this scene’s main subject is the dog and the conflict it arouses
between Indra and Yudhisthira.

Ksemendra is the sole epitome-poet to preserve the Sanskrit terms
anrsamsya and bhakta that are crucial to the original text. Thus, when Indra
eventually prohibits the dog from entering svarga, the poet makes use of both
terms in a question Yudhisthira poses to the god: “how can I tolerate abandoning
my bhakta? (bhaktatyagam katham sahe) How can there be a passage into svarga
for one who is cruel and hostile toward his bhakta? (bhaktavidvesinah svarge
nrsamsasya kuto gatih)”.'” And yet, despite the preservation of such crucial
terms, at other times they are used merely as contours to enable the poet to
transgress (sometimes considerably) from the original. One such moment is the

depiction of Yudhisthira negotiating the dog’s entrance into heaven with Indra.

1% BM 17.19.
1 BM 17.24.

103



The BM’s Yudhisthira is making, as it were, a business proposition to Indra
regarding the dog’s entitlement to heaven, which is based on his (i.e.
Yudhisthira’s) own good deeds: “O lord of the gods, if I have some virtue, by that
may this dog go to svarga in its body. I cannot bear to abandon it.”'"” Note that in
comparison with Yudhisthira’s firm, resolute and non-compromising character in
the MBh, this supplicatory tone constitutes a significant deviation. In the MBh,
the hero is so unwilling to negotiate with Indra that he is prepared to relinquish
heaven itself for the sake of his bhakta and for the goal of fulfilling his moral
obligation to anrsamsya. Moreover, Yudhisthira’s holding fast to the value of
non-violence (anrsamsya) is actually revealed to be the cause for his indisputable
success in Dharma’s recurrent tests. In Ksemendra’s retelling, however, despite
the retaining of the term (in contrast to his successors who discard of it), the
notion is emptied of its inherent meaning, the protagonist being cast as pleading
Indra to allow his dog enter heaven.

We see here how an element of the original plot, which is crucial not only
to the SA but also to the theme of Dharma’s tests throughout the epic, is
somewhat weakened or undermined by the later tradition, allowing retellers like
Ksemendra to offer easier solutions to the fundamental problems that feature in
the sourcebook. Modifications of the kind produced by Ksemendra in the eleventh
century facilitate new readings of the SA. In this particular case, the theme of
relinquishing svarga for reasons of anrsamsya is rendered a negotiable matter that

can be potentially settled through bargaining. The very ideal of anrsamsya and its

" yady asti sukrtar kimcin mama tena suresvara |

vatu svargan sadehah $va nainam tyakturi samutsahe [/ (BM 17.25)
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significance are thus sidelined in favour of more palatable solutions to the
problematic ending of the MBh.

In keeping with the BM’s relatively faithful narration of the MBh
storyline, Ksemendra then provides a detailed account of Yudhisthira’s descent to
the netherworld. Nonetheless, the poet surprisingly avoids addressing the
problematic issues associated with Yudhisthira’s realization that his brothers are
in hell. The MBh sees Yudhisthira situated in an uncanny and agonizing
condition, when although the voices sound extremely familiar to him, he is
incapable of recognizing them. These moments of utter confusion and
disorientation lead to Yudhisthira’s monologue, whose main idea is that
everything he knew as valid and true until that point has been completely
compromised or gone askew. The orderly world of dharma, which was so central
to this character’s existence, has been dramatically and irreversibly undermined
by the realization that the voices calling to him from hell are, in fact, those of his
brothers. It is precisely this sense of bewilderment that provokes the distraught
Yudhisthira to denounce Dharma and the gods altogether.

By contrast, the BM provides a surprisingly short depiction of these scenes
to the effect that, as the voices call Yudhisthira, they instantly identify themselves
before him as his brothers: “There, the son of Dharma heard the dreadful constant
weeping of sinners, as they were being burnt [alive]. [They told him:] “O king,
one moment! Do not turn back from this place! Since we are touched by the
breezes of your punya [merit], the darkness [that envelopes us] is removed from

us. We are your brothers, the Pandavas, headed by Bhima.””'! The fact that

Y papinam kvathyamananam akrandam dhrtidarunam |
ksanam ekam ito rajan ma nivartasva Sttalaih //
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Ksemendra introduces substantial modifications to these moments in the original
plot illustrates the ambivalence toward the SA, and the extent to which later
retellers perceived them as problematic.

Another novel element introduced in the BM is the way in which
Yudhisthira is affected by the recognition that his brothers are in hell. Ksemendra
refers to the hero, who simply remains standing upon hearing his brothers’
afflicted voices, with the term nirdvandva - “indifferent to the pairs of opposites”.
Yudhisthira’s condition is thus described with a terminology that is often
identified with the doctrine of yoga, implying that the hero is akin to a Yogin who
has risen above duality. It is likely that the poet refers to the motif of duality in
keeping with the dual backdrop of these scenes’ settings in heaven and hell. This
aesthetic choice is nonetheless linked with the ontological status of svarga and
naraka in the MBh, which, it may be recalled, is attenuated with naraka’s
dispersion upon the arrival of the gods after the protagonist’s condemnation of
Dharma.

Note that although Ksemendra’s adaptation is considered the closest to the
MBh narrative, the poet overtly modifies the most crucial moment in the text.
Thus, in the BM, Yudhisthira does not denounce Dharma at all, his fury being
directed against ‘fate’s ill manner’ instead: “He stood at that very spot, and
indifferent to the pairs of opposites, he reviled fate’s ill-manner.” (tatraiva

). Dharma’s absence from

tasthau nirdvandvo nindan durlalitam vidheh
Yudhisthira’s condemnation is perhaps the most striking element in Ksemendra’s

interpretation of the MBh. In so doing, both Ksemendra and other MBh

tvatpunyavataih sprstanam asmakam badhate tamah /
vayam bhimaprabhrtayah pandava bhrataras tava [/ (BM 18. 13-14)
2 BM 18.16.
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epitomists (see below) effectively remove the sting from the overwhelming drama
of the MBh’s ending. It is very likely that later retellers of the epic felt uneasy
with regard to this particular moment, in which the concept of dharma, so central
to the Indian tradition, is dramatically challenged by the epic’s authors. The
alteration of this specific scene exhibits the extent to which later retellers
belonging to the Indian tradition were reluctant to accept the conclusion of one of
their most favoured and canonical texts. Producing easier and more comforting
endings to this harsh conclusion, these poets sought to eliminate, or sift out
elements of the original text that were bound to arouse discomfort in later
generations of audiences. The best example for this is in the absence of
Yudhisthira’s condemnation of Dharma in the later tradition. By eliminating
Dharma from this scene, later retellers like Ksemendra create a narrative lacking
even a shred of the echoing paradox (dharma censuring Dharma) of the MBh’s
ending.

Another expression of the tendency to dilute the SA’s disturbing elements
is the reversal of the chronological order of events in later retellings. While the
MBh sees Yudhisthira ponder over the misfortune of his brothers in naraka, in
verses that gradually build up until the hero’s final condemnation of Dharma,
Ksemendra turns the order of events on its head. The poet thus first has
Yudhisthira condemn fate’s ill-doing and only then brood (and very shortly, at
that) over the injustice afflicted upon his brothers. This plot-reversal renders an
explanatory, exegetical purpose to Yudhisthira’s successive speech. Having
condemned fate’s ill manner, Yudhisthira somewhat apologetically explains the

reasons for this harsh act of condemnation: “Alas, [my] thought is destroyed by
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the folly of the gods (bata devanam avicarahataiva dhih). Because of them [i.e.
because of the gods], these [brothers of mine], who are devoted to dharma, were
abandoned in this anguish (yair ete dharmaniratah klese "smin samupeksitah).”'”

It would appear that by reversing the order of events, the poet is moved to
justify Yudhisthira’s condemnation. Having condemned fate’s ill manner,
Yudhisthira attempts to understand what has brought him to perform such a harsh
act. This, as the citation above illustrates, is due to the gods’ folly. By
emphasizing the cruelty of the gods toward his brothers, Yudhisthira seeks
legitimization for his act of condemnation. However, in his attempt to justify,
reason or explain Yudhisthira’s condemnation, Ksemendra ultimately dilutes the
ending of the MBh from its staggering paradox.

In the MBh, the king’s harsh denunciation is depicted as a powerful,
transcendental act. Indeed, Yudhisthira’s final discourse in the MBh occurs when,
having denounced Dharma, he informs the envoy of the gods that he intends to
remain in naraka with his brothers. Nevertheless, soon after uttering these words,
naraka evaporates, as if it never existed in the first place. The MBh therefore,
perceives this act of condemnation as a transformative moment that evokes an
existential shift. It also determines Yudhisthira’s success in his final trial. By way
of contrast, in Ksemendra’s poem this entire scene is delivered in the form of a
dialogue between Yudhisthira and the gods’ messenger. The dialogue between the
two concludes when Yudhisthira announces before the envoy that, given all the

reasons he had enumerated, he sees no point in returning to svarga: “Thinking, O

envoy of the gods, ‘what is this? An error, a dream, or perhaps an illusion?’, I do

' BM 18.16-17.
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not know! Whose ill-behaviour is this? I am staying right here! Go, I have no
reason [to return to] svarga (devadiita na janami kasyedam durvicestate [
ihaivaham sthito gaccha na me svargena karanam), where vicious people are
worshipped while noble men are cut asunder.”'”* As opposed to this dialogical
exchange, in the Vyasa-epic, Yudhisthira does not address anyone. In fact, this
type of narration, in which the reader gets to hear the protagonist’s inner
monologue, is an acutely rare, atypical moment in the MBh. Ksemendra’s choice
to frame Yudhisthira’s speech in the form of a dialogue with another person (i.e.
the envoy of the gods) grants a discursive meaning and reasoning to the
protagonist’s highly paradoxical act.

This significant modification that the poet devises diverges considerably
from the original plot. In the MBh, the moment of condemnation results from the
hero’s perplexed state of mind as he grapples with reality’s harsh events, on the
one hand, while doubting the soundness of his mental state on the other (‘Am I
indeed asleep, or awake? Am I fully conscious or unconscious? Alas! Could this
be an aberration of consciousness? Or perhaps an error of my mind?’). It is only
when he fails to understand or find reason, and when his own mental faculties
abandon him that he denounces dharma altogether. Again, for the MBh this is a
transcendental moment that is, by definition, one of extreme loneliness and
solitude. This may also be the reason why this existential crisis is conveyed in the
form of an inner monologue.

Depleting, as we have seen, the ending of the MBh of its inherent paradox

in the final scenes of his adaptation, Ksemendra predictably prolongs the

17 BM 18.19-20.
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depiction of the SA’s concluding scenes. In these, Yudhisthira is reunited with his
brothers and wife; the hero returns to heaven and is being propitiated by svarga’s
denizens; and finally, Yudhisthira, his brothers, and many other characters who

figure in the story re-assimilate with their divine origin.

3.2 Amaracandra’s Balabharata'”

Born to a family of priests, Amaracandra Siiri was a Jain poet from the
village Vagata in Karnataka. Amaracandra seems to have flourished around the
mid-thirteenth century under the patronage of king Visaladeva of Gujarat (r.
1243-1262 CE). The poet’s works include treatises on poetics (e.g.,
Kavyakalpalata, Kavisiksa) and on metrics (e.g., Candoratnavali, Muktavali), and
a poem describing the life of the Jina, the Padmanandakavya (also known as Sri
Jinendracarita). Yet among his works, the Balabharata (henceforth: BB) is
Amaracandra’s most famous work, recounting the story of the entire epic.

The BB bears a strong resemblance to the Bharatamaiijari. Accordingly,
in examining the BB in relation to the sourcebook, the discussions below point to
potential borrowings Amaracandra drew from the BM and further developed in
his adaptation. The similarity of these poems is apparent in their structure; both
texts consist of 18 cantos corresponding with the MBh’s 18 books, of which the

176

last two recount the MhP and SA parvans.'® The BB’s seventeenth canto, the

'7> See translation of this work’s two final cantos in appendix II below.
176 Compare with Agastya’s Balabharata (narrated in 20 cantos), and with the Bharataprabandha
which consists of 37 discrete poems (prabandhas). See also discussions below.
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Prasthanikaparva, consists of 31 verses, while the eighteenth canto, the
Svargarohanaparva, consists of 25 verses (making a total of 56 verses)."”’

Notwithstanding the apparent influence of the BM on the BB,
Amaracandra’s rendition of the MBh affords an original interpretation that is
distinct from that of Ksemendra. The poet’s autonomous voice emerges, in
particular, in assigning his protagonists emotions that are missing in the MBh and
that serve as motivating factors for their actions. The first example for this is seen
in the cause assigned by the poet to Yudhisthira’s abandoning of his former life as
a king. While the MBh considers the king’s decision to renounce the world as
resulting from his having pondered ‘“the snares of time/death” (kalapasa),
concluding (before Arjuna) that, “time cooks all beings” (kalah pacati bhiitani
sarvani), the BB sees Yudhisthira as “terrified by the power of such time/death”
(tadrkkalabalatrastah BB. 17.1). For Amaracandra, Yudhisthira’s decision to
renounce the world is thus based on his fear of death. As such, the poet differs
from the MBh, which portrays Yudhisthira as undergoing an existential
realization regarding the annihilating motion of time, by introducing an emotional
factor as the motive for the hero’s action. The mood that the poet grants to the
MBh story is characterized, right from the outset, in a humane approach.
Amaracandra draws a psychological portrait of his protagonists, who are laden
with human flaws and frailties.

Another innovative element in the BB is Amaracandra’s treatment of the

Agni episode. The god’s encounter with the Pandavas is markedly violent, and

depicted as if Agni forcefully snatches the Gandiva from Arjuna: “Then, having

I77 The BB was published in Kavyamala, No. 45, ed. M. Pandit Sivadatta, Bombay, 1894; and in
The Pandit, No. 61, Vol. 6, Benares, 1871. For additional information about Amaracandra and his
work see Krishnamachariar, (2004): 199-200.
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come there, as if with the anger of being let loose, the god of fire like a
reproachable friend [i.e. a friend who gives and takes back] (nindyah suhrd iva),
demanded from the sons of Prtha, and then reclaimed the bow and [two] quivers,
that they had received earlier”."”® On the one hand, the poet’s depiction of Agni’s
arrival “with the anger of being let loose” (etyotsargarusevatha), corresponds
with the imageries that the Indian mythology assigns to this god, as related to the
sacrifice. On the other hand, his depiction “as a reproachable friend” (nindyah
suhrd iva) appears peculiar in this context. These ambiguous imageries of Agni,
whose portrayal is both positive (a friend) and negative (reproachable), are
somewhat vague here.

Another original element is the way in which the dog is first introduced in
the poem. After the Agni episode, the poet describes the Pandavas continuing
their journey as follows: “Just as one’s assembled karma follows the life breaths,
sense organs, and intellect [at the time of death], so did the dog, although warded

1" The parallel drawn

off, follow these six who abandoned their bodies [or, city].
between the dog and karma is a powerful one, suggesting that just as one may
attempt to ward off his own karma, it will necessarily follow and determine this
person’s passage into their next life. The imagery is particularly appropriate given
that the dog is actually Dharma in disguise. The poet plays on its ambiguity even

before it is unmasked as Yudhisthira’s father, thereby hinting at the god’s test.

This idea is further validated later in the text, when Dharma reveals himself to his

'8 etyotsargarusevatha parthan prarthya hutasanah |

nindyah suhrd ivadatta pragdattan karmukesudhin // (BB 17.6)
17 parityaktapuran etan ekah $va varito ’pi sat |
tada buddhindriyapranan iva karmagano ‘nvagat // (BB 17.7)
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son and adds that he had been observing him since the very onset of his journey
(i.e. throughout the test).'®

The poet’s tendency to portray his heroes’ flaws and frailties is distinctly
noticeable in the Pandavas’ fall to their death, and in the interpretation provided
for Draupadi’s ruin in particular. While the MBh understands Draupadi’s flaw by
virtue of her having more affection for Arjuna than for her four other husbands,
the poet’s judgment of Draupadi is more severe. According to Amaracandra,
Draupadt’s destruction is “on account of abandoning her mind, as intelligence
abandons the mind of a fool when something must be done” (patita cittam apy
aujjhat krtye miidhasya dhir iva BB. 17.11). The poet attributes a supplementary
flaw to her character when he has Bhima refer to her as one who used to sleep for
long periods during daytime (kutah ... ahni dirgham svapiti parsatt BB. 17.12).
Thus, in Amaracandra’s rendition, Draupadi is cast as a lazy, frivolous, and even
dumb woman, the negative depiction comprising a stark departure from her stout,
firm and resolute portrayal in the MBh.'®!

While the poet’s dwelling on the causes of Draupadi’s death results in the
introduction of an original element, his review of the faults of Arjuna and Nakula
largely follows Ksemendra’s. Employing similar phrasing to that of his
predecessor, Amaracandra also holds Nakula’s envy of Kama censurable,
explaining that “because [he took] pride in his appearance, he could not stand any

competition, even from the god of love [Kama himself].” (na spardham

1800 child! O child! You were observed by me gladly when I was in my dog form.” (vatsa vatsa
tvam aloki svadehena mude maya) (BB 17.28).

81 Amaracandra’s background, being brought up and affiliated with Jains, may explain his
relatively severe judgment of Draupadi and Arjuna, whose peculiar liaison may have seemed
unbecoming or inappropriate for a poet of his kind. The particularly harsh, almost degrading tone
in discussing Draupadi’s feminine character may similarly be explained by her marriage to five
men, which possibly would have been perceived by Amaracandra’s audience as a bit too
unorthodox.
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riipadarpena kandarpe ’py esa caksame BB. 17.15)." In the same way,
Amaracandra follows Ksemendra in amplifying Arjuna’s fault (of not fulfilling
the vow to annihilate his enemies in the course of one day) by describing his fear
during the war as unmanly: “[although] he considered himself a hero, he feebly
trembled on the battlefield”. This almost verbatim repetition of Ksemendra'®
suggests that Amaracandra is also referring to the famous Gita scene, in which
Arjuna undergoes an emotional turmoil on the eve of battle, which results in his
informing Krsna that he will not fight against his own cousins. But while the
MBh describes Arjuna as driven by a variety of emotions -- compassion (krpa),
desperation (visidantam), remorse (soka) -- fear is not among these. It would
appear therefore, that in the later tradition, the Gita comes to symbolize this
hero’s weakness.

The most innovative scene in the poem is Amaracandra’s interpretation of
Indra’s character. The poet explicitly displays what the MBh merely insinuates by
portraying the god in an unflattering light. In the MBh, Indra’s deception of
Yudhisthira (inviting him to heaven under the pretense that his brothers and wife
await him there) is revealed post factum with Yudhisthira’s entry into a svarga
devoid of his siblings and wife. By contrast to the MBh, Amaracandra has Indra
lure Yudhisthira into heaven as he overtly deceives him: “Yudhisthita was invited
by Indra, who said to him with a fraudulent speech that [sounded] profitable and
fortunate: ‘come into my city in your body’”."™ Amaracandra sounds even more

judgmental toward Indra in his depiction of the discourse between the hero and

182 Compare with Ksemendra: rigpamani smarenapi spardham esa na ca ksami (BM 17.17).

83 Compare Amaracandra: cacala Sithilam saisa Suramani ranangane (BB 17.16), with
Ksemendra: siramant cacaraisa Sithilam samarangane (BM 17.19).

18 dehi matpuram ehiti vagbhangya bhagyabhogyaya |

ahiitah puruhiitena puruhiitah ksiter jagau // (BB 17.20)
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the god. Having barred the dog from entering heaven, Indra is addressed by
Yudhisthira thus: “Where is my dharma in deserting this dog? How [am I to
obtain] a passage into heaven without him? [By all means], please instruct me [in]
this [doctrine] of yours which produces desertion [of one’s dependent].”'™
Amaracandra expresses here a cynical tone toward Indra, whom he presents as an
expert in such vile deeds as deserting one’s dependent. And yet, cynical and
judgmental as he might be toward Indra around the issue of deserting one’s
bhakta, Amaracandra surprisingly omits a central notion in the original text. If in
the MBh, Yudhisthira explains his resolution not to desert his dog on account of
anrsamsya (which turns out to be the objective to Dharma’s test), in the BB, this
notion is discarded altogether.

Another influence the BB seems to draw from the BM is the depiction of
Yudhisthira negotiating the dog’s entrance to svarga. Like Ksemendra,
Amaracandra has the hero propose that his dog enter heaven on the basis of his
master’s (Yudhisthira’s) meritorious deeds: “Let there be svarga for him in his
body, by virtue of the good deeds I have performed!” (svargo ’stu dehayuktasya
sukrtair asya matkrtath BB. 17.26). Thus, Amaracandra alters the
uncompromising character of the Yudhisthira of the MBh. This re-adaptation of
the hero’s character in the later tradition unravels the idea evinced by MBh
retellers that svarga (as the very ‘fruit’, phala, of the warriors’ class) should not
be relinquished easily. The negotiation that Yudhisthira is making with the lord of
the gods in these later retellings implies that this ‘new-Yudhisthira’ desperately

wishes to reach there.

185 etattyage kva me dharmas tam vind dyugatih kutah |

astam me tad iyam $iksa tavapi bhramsakarint // (BB 17.24)
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Having seen Duryodhana in svarga, Yudhisthira, whose anger flared up
(ullasanmanyuh), descends to naraka guided by the envoy of the gods. It is
interesting to note that in comparison to the scene depicting Indra and
Yudhisthira’s dialogue, which gains considerable weight in Amaracandra’s
narration, the naraka episode is extremely short. It would be fair to state that in
general, Amaracandra is more preoccupied with depicting the hero’s exchange
with Indra than he is with any other scene. Quite remarkably, the poet dedicates
only one condensed verse to depict Yudhisthira’s descent to hell: “And so the
king set forth on an awful path displayed to him, which afflicts misery by death,
imprisonment, and so forth, and which is ill-smelling and rough to pass.”'*® The
short consideration the poet gives to Yudhisthira’s descent to naraka presents
something of a contrast since, on the one hand, Amaracandra depicts Indra as far
more cunning and deceitful than his character in the MBh, while, on the other
hand, he refrains from addressing the staggering injustice that the Pandavas are
experiencing in naraka due to Indra’s design.

Another motif Amaracandra may have borrowed from Ksemendra is
Yudhisthira’s identification of his brothers in hell. Like his predecessor,
Amaracandra overlooks the hero’s liminal state of consciousness (which results
from the problematic recognition of his brothers in hell) and has the voices
identify themselves straight away: “Then, he heard the extremely pained sound,
disagreeable to the ears, of his relatives as they were tortured and slain in various

forms of corporeal punishments. [These voices called him]: *"We are Bhima and

18 yatha tatprathitendatha prthvindthah prapedivan |

durgatim durgadurgandhavadhabandhadiduhkhadam // (BB 18.5)
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the others, and here is Draupadi, who is suffering greatly. Please stay a moment
as the breeze of your merit eases [our pain]’.”""

Both poets, as we have seen, avoid addressing these uncanny and
problematic moments of the sourcebook. Instead, Amaracandra introduces a new
element to the plot, having Yudhisthira mesmerized by these voices to the point
of becoming as motionless as a pillar: “On account of [their] speech the king
[became] paralyzed as if by the power of the stambha mantra [freezing-spell].”
(ity uktya stambhitah stambhamantrasaktyeva bhiipatih BB. 18.8). In other words,
Amaracandra describes Yudhisthira as having turned utterly numb. This
constitutes an original departure from the MBh text, where he is depicted as
becoming even more vigilant and aware on account of hearing these voices. The
MBh depicts the hero turning increasingly alert, active and angry. The text thus
sees him in a successive series of actions, as Yudhisthira stands up and cries ‘how
terrible this is!” (aho krcchram iti praha tasthau sa ca vyudhisthirah), then
considers the consequences of fate (vimamrse raja kim nv idam daivakaritam) as
he thinks about this for a very long time (evam bahuvidham raja vimamarsa
vudhisthirah), and, finally, he expresses his extreme anger (krodham aharayac
caiva tivram dharmasuto nrpah). Thus, while the MBh concentrates on
Yudhisthira’s augmented state of consciousness (and supplements this with
corresponding actions), Amaracandra opts for a singularly physical metaphor:
Yudhisthira becomes as motionless as a pillar, paralyzed and helpless. As noted

above, in the MBh, this accentuated mental state sets the stage for the

87 pravadhyavadhyamananam bandhiinam vividhair vadhaih |

sa tadakarnayat karnakatum artataram svaram [/ (BB 18.6)
bhimadayo vayam iyam draupadr ca prthuvyatha /
tatpunyapavanenaiva svasthah smah sthivatam ksanam [/ (BB 18.7)
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protagonist’s inner monologue (prior to the moment of condemnation), a
condition that could not be more removed from Amaracandra’s emphasis on the
protagonist’s stagnant physical state.

The influence Amaracandra draws from Ksemendra, as well as the poet’s
tendency to overlook Yudhisthira’s mental state correspond with the
interpretation the poet provides for the moment of condemnation. Like in the BM,
neither Dharma nor the gods are condemned by Yudhisthira in this poem. Rather,
Amaracandra directs the condemnation against one particular god: “He addressed
the messenger of the gods reviling the god’s mean behaviour.” (nindan devasya
durvrttam devadiitam abhasata BB. 18.8). The question that this sentence prompts
is, of course, which god is the poet referring to, and what is the nature of his
wicked behaviour? Given Amaracandra’s considerable attention to Indra’s
conniving character, it appears that the condemnation is specifically aimed at this
god’s blatant deception. Amaracandra’s tone is moralistic with comparison to the
philosophical and existential tones of the MBh’s authors, who present their
readers with an overwhelming paradox at the close of the epic: the inconceivable
outcome of dharma turning in on itself by denouncing its very nature. By placing
the blame solely on Indra, the poet keeps the plot-boundaries of his narration
within the framework of logical causation. Thus, since the protagonist was so
strongly offended by Indra, it is only sensible that Yudhisthira will end up
rebuking him.

Amaracandra follows Ksemendra also in his avoidance from addressing
Yudhisthira’s inner monologue. Framing this speech in the form of a dialogue,

Amaracandra has the hero inform the envoy of the gods: “I am staying here in the
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company of my relatives. [Just as] even this hell becomes my heaven now, [so]
the Vaitarani river equals the Ganga, and my pains are now pleasures!”'® Like his
predecessor in the BM, Amaracandra legitimizes Yudhisthira’s condemnation as
he depicts the protagonist producing valid and sensible reasons for his refusal to
return to heaven before the gods’ envoy: “Prostrations unto you, [now] go [back]!
[Indeed] many prostrations to heaven and its denizens, where wicked people are
worshipped and those who behave virtuously are forsaken.”'® Amaracandra’s
moralistic tone is again voiced in Yudhisthira’s cynical “prostrations” before
heaven, which he judges as an unjust place where the virtuous are forsaken while
the wicked are worshipped.

Diluting the SA from its disturbing elements, both Amaracandra and
Ksemendra re-organize the sequence of events by placing Yudhisthira’s speech
after the condemnation. Yet, the author of the BB not only reverses the events,
but also blurs Yudhisthira’s speech by conveying it with extreme brevity. Thus,
Amaracandra describes Indra’s arrival to naraka: “[At that very moment], the
king beheld Indra standing in front of him, but did not [i.e., could not] see [even]
a trace of naraka and its other sights any longer. Having consoled [Yudhisthira],
[who stood there] extremely perplexed, asking: “What is this?”, with pleasant
breezes, the leader of the storm gods [Indra] now addressed the king.”" Through

this question asked by Yudhisthira in the above citation (“What is this?”),

188 sthito "ham bandhusangena narako ’py esa nakati |
vaitarany eva gangeha duhkhany eva sukhani me // (BB 18.9)
Note however, that even prior to the evaporation of naraka, Amaracandra emphasizes
that the dichotomy between naraka and svarga is a false concept lacking ontological status.
18 svasti te gaccha nakibhyo nakaya ca namo namah /
durvrttd yatra pijyante tyajyante Silasalinah // (BB 18.10)
¥ ity ukte *smin gate diite puruhiitam purahsthitam |
apasyad bhigpatih kimtu na kimcin narakadikam // (BB 18.11)
spastam punyena marutda marutam adhipo nrpam [
kim etad iti sambhrantam athainam santvayan jagau // (BB 18.12)
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Amaracandra may hint at Yudhisthira’s perplexed state of mind. In doing so, he
may be referring to the protagonist’s monologue of despair in the MBh (“am I
awake or asleep?” etc). But here, the depiction is so short that these MBh scenes
are almost concealed in the positive events the stanzas convey (that is, the
evaporation of naraka, and Indra consoling Yudhisthira with pleasant breezes).
As a result, these particular MBh moments leave little impression in
Amaracandra’s narration. The depiction of Yudhisthira’s confusion is so vague,
that one could have easily been misled to think that it results from naraka’s
dispersion, rather than the hero’s disorientation aroused by the bitter realization
of his brothers’ suffering in hell.

In keeping with the poet’s tendency to abate the MBh’s harsh conclusion,
the final scenes of the SA occupy considerable space in his poem. In order to
justify Indra’s mean behaviour toward the hero, Amaracandra has the lord of the
gods lengthily explain to Yudhisthira why he was made to experience this
injustice: “O venerable sir, this hell shown to you by my maya [illusion], is the
result of that little lie you told the guru [Drona] in [your attempt] at stopping

991

him.”"! In the five verses that follow, Amaracandra depicts various delights and
amusements devised by Indra for Yudhisthira’s pleasure, as the hero ascends to

svarga."”” These scenes conclude when the king “realized that every marvel he

Y euror vinigrahe ’vocad yadasatyalavam bhavan /

adarsi durgatis te ’sau tatphalam mayaya maya [/ (BB 18.13)

192 “Then, for his [i.e. Yudhisthira’s] pleasure, [the gods] headed by the Gandharvas took on the
role of bees with their buzzing, as they showered streams of nectar [pouring] from the hollow of
their ears, in thickets of golden lotuses.” (rukmapankajanikuiijaguiijanaih
karnakotarasudhaughavarsinah | tanmude madhuliham padam tada tumbaruprabhrtayo bhajan
bhrsam [/ BB 18.16)

“For his pleasure, rows of solar drummers imperceptible to the eye, producing low and soft
sounds of drums went into the rumblings of flocks of ‘water-elephants’.” (tanmadaya ca drsam
agocarah sandramandramurajasvanasprsah | sauramaurajikarajayo yayur varivaranaganasya
garjisu /[ BB 18.17)
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possibly wanted to obtain was already in his possession.” (yad yad aihata sa
datum adbhutam tat tad aiksata tad atmahastagam BB. 18.21). Acquitting Indra
from malice in the final verses of his poem, Amaracandra portrays Yudhisthira’s
joyous state as that of one “whose path was displayed by Indra”
(Sakradarsitapathah). The poet concludes his MBh version on a very positive
note dwelling lengthily on Yudhisthira’s re-union with his relatives, and the
assimilation of the protagonist, as well as many other characters, into their divine

origins.

3.3 Agastya’s Balabharata'”

Another writer who composed a Balabharata was the poet Agastya
Pandita (first half of the fourteenth century), who worked in the court of King
Prataparudra Deva II (r. 1294-1325 CE) of Warrangal, Andhra. Although the
poetess Gangadevi mentions Agastya as the author of some 74 works in her
Mathuravijaya, we are able to trace, apart from the Balabharata, only two other
works: the Krsnacaritam, a nearly complete prose work about the life of Krsna,

and a fragment (containing two cantos) of the poem Nalakirtikaumudikavya,

“For his pleasure, a group of the gods’ female dancers danced with beautiful laya [i.e.
accompanying music] of the wind, the beauty of their faces, hands and bodies became lotuses,
their forms submerged in water.” (tanmude ca jalamagnamiirtayas toyajakrtikarananasrivah /
citramarutalayena cakrire nartanani suranartakiganah // BB 18.18)

“For him, whose soul indulged in [various] unique delights, and who was somewhat indifferent to
the water sports [around him], Ganga created a divine form in exchange for his mortal one.”
(ityananyalayalalitatmanas toyakelisu kim apy ajanatah [ jahnavi vapusi tasya nirmame
martyatavinimayena divyatam [/ BB 18.19)

“He shone like a statue formed by the very best atoms of time, extracted at the end of the Kalpa by
the sun and the moon’s embrace, affected by turning the fire of time.”
(kalpakotimadanendubhasvata kalapavakavivartakarmand | uddhrtair anubhir uttamottamaih
klrptamiirtir iva sa vyardajata [/ BB 18.20)

193 See translation of this work’s concluding verses (20.83-97) in appendix III below.
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which recounts the Nala story. The BB is a complete mahakavya of twenty cantos
that recounts the story of the epic."”* The ending of the MBh is related in the
work’s twentieth canto. Agastya’s Balabharata is the shortest epitome of the
MBh, comprising only 1794 verses, whereas Ksemendra’s BM consists of 8810
verses and Amaracandra’s BB contains 5330 verses."” The poet’s narration of
both the MhP and the SA parvans is thus very short, amounting to a mere 14
verses (beginning at 20.83 and ending at 20.97), and its consideration of the
MBh’s final scenes is consequently rather lean.

Agastya’s Balabharata offers a concise outline of the SA events.
Consequently, the work avoids addressing many of the ending’s problematic
issues. It is almost as if the poet takes for granted his audience’s familiarity with
the story, and therefore refrains from re-narrating large portions of the MBh. The
opening verses of this adaptation describe the Pandavas’ decision to depart from
the world after the death of Krsna. In what would seem to be an inconsequential,
or even trite detail, Agastya dispenses with tackling a highly problematic issue of
the original plot from the very beginning of his work by having the Pandavas

grant their kingdom to a single heir, Pariksit."”® While the MBh’s repetitive mode

1% The work was published as The Balabharatam of Agastya Pandita, ed. K. S. Ramamurthi, Sri
Venkateswara University Oriental Series No. 10, S. V. University Oriental Research Institute,
Tirupati, 1983, pp. i-xv.

1% See K. Ghanasyamala Prasada Rao, Agastya Pandita’s Balabharata — A Critical Study, K. S.
Mahalakshmi, Amalapuram, 1992. pp. 1-26; Balabharatam of Agastya Pandita, (1983): i-xv;
Krishnamacariar, (2004): 214-5.

1% krsne gate jivitamuktatrsnah paficapi patnya saha panduputrah |

prasthanam urvyam mahad dcaranto dehan vihatum samayam vitenuh // (BB 20.83)

“After Krsna departured [from the world], the five sons of Pandu, who had given up the hunger
for life, undertaking the great departure from the earth along with their wife, they agreed to
abandon their bodies [i.e. their corporeal state]”.

pariksitam cakrur anantaram te rajyabhisekambubhir ardramirtim /

valkani vasamsi tato vasana baspambubarsena ca pauralokam // (BB 20.84)

“Immediately after that, they made Pariksit [their successor] by [sprinkling] the coronation water
on his fresh body. Assuming clothes made of barks of trees [they consoled] the townsfolk [who
followed them] with showers of tear drops.”
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has been noted by several scholars, Herman Tieken points to the particular
significance of repetition in the MhP. According to Tieken, the recurrence of the
motif of the eternal rivalry between the Pandavas and the Kauravas in the very
closing of the epic -- manifested in the Pandavas’ division of the kingdom
between their own successor (Pariksit), and Yuyutsu (the Kauravas’ descendant) -
- has the potential of impeding the story from ever reaching a finite conclusion."’
This open-endedness is avoided by Agatsya in his choice not to mention Yuyutsu
at all, through the omission of the scene in which the Pandavas divide the
kingdom.

The poem then depicts the Pandavas as they set forth with their wife,
followed by the dog, on their journey. This scene is recounted at length, extending

over five of fourteen verses.'” Along their way, the Pandavas encounter Agni,

7 «At the beginning of the Mahabharata, the Pandavas are warned that the rajasitya will end in a
complete holocaust. The Pandavas and Kauravas are indeed caught in a self-destructive
competition, which ends in the death of both parties. But even after one has gone as far as one can
possibly go, namely by putting one’s life at stake, the competition does not end; it simply begins
all over again. Thus, before the Pandavas take their final departure they hand over Hastinapura to
Yuyutsu, a bastard son of Dhrtarastra. But at the same time they place their own grandson Pariksit
on the throne. In this way a situation is created which is exactly the same as the one with which
the Mahabharata started, namely with the Kauravas as the legal heirs to the throne and the
Pandavas as the actual rulers. The competition can begin all over again.” Herman Tieken, “Kill
and be killed: The Bhagavadgita and Anugita in the Mahabharata,” Journal of Hindu Studies
2009; 2:209-228, p. 221.

8 yrkodaradyair anujaih kramena patnya ca kenapi sunanuyatah /

pradaksintkartumana dharitrinm pracim narendrah prathamam pratasthe [ (BB 20.85)

“Intent upon making a circumambulation of the earth [Yudhisthira], the best of men, set forth first
eastward, followed successively by his younger brothers Bhima and the others, his wife, and some
dog.”

sasakracapadhvajapankajani manahpadaih Suddhatarikrtani /

padani tesam pathi pandavananm siddha nibaddhafijalayah pranemuh [ (BB 20.86)

“The Siddhas bowed with folded hands to the footprints of the Pandavas on the path. These
footprints, which were marked by Indra’s bow, battle standard and lotus, were made more pure by
the steps of thought.”

asrantam akrantamahibhrtas te nistirnananavidhavahinikah /

vatram punardigvijigisayeva kutrapy akunthaprasaram vitenuh [/ (BB 20.87)

“Unweariedly, they climbed mountains and crossed various types of rivers as they [once] defeated
kings and subdued many kinds of armies. They carried out their journey that never met any
impediment as if wishing to conquer again the four quarters of the earth.”

migrtaya marge sa nisangayugmam krsanave gandivam arpayitva |

tatah pathenaiva payonidhinam pracim avacim prayayuh praticim [/ (BB 20.88)
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before whom Arjuna casts away the Gandiva bow. In a single verse the poet
mentions that Draupadi was the first to fall, and following her, the other brothers
fell too. In the following verse, the poet manages to enumerate several flaws in
remarkable brevity, abstaining from informing the reader which of these are
attributed to the five characters who perished: “The king was asked by Bhima
about the reason for their fall in that order, as well as his own. Yudhisthira spoke
of [Draupadi’s] excessive attachment to Arjuna, [the twins’] arrogance [in their]
form and intelligence, [Arjuna’s] contempt for [the other] kings, and [Bhima’s]
immeasurable eating.”"” The next verses depict Yudhisthira’s encounter with
Indra. The latter invites Yudhisthira into svarga and encourages him to abandon
the dog, whom he labels a “hindrance to attaining heaven” (svargativighnam).
The same verse also depicts Indra’s deceitful assurance that Yudhisthira will see
his relatives in heaven (anujan ... draksyasi parsatim ca).”” Although the poet
omits the terms bhakta and anrsamsya, he nonetheless has his protagonist declare
before Indra that “the most praiseworthy enjoyments and pleasures of heaven, or

[even] the re-union with my brothers are undesirable to me.”*" Although laconic

“On this path, [Arjuna] cast away his Gandiva and the two quivers before the embodied form of
lord Agni. Then, [the brothers] advanced the eastern, southern and western seas.”

udanmukhds te tadanu prayanto vilanghya punyani vanasthalani /

srotahparitam suranimnagayd haimam ca Sailapravaram vyatiyuh // (BB 20.89)

“Then, as they proceeded facing north, they traversed [various] sacred forests. They crossed over
the Himalaya, the best of mountains, which is surrounded by the waters of the Ganga.”
athopavasavratakarsitangt papata pirvam pathi yajiiasent |

tato yamau Sakrasutas ca pascad anantaram so 'pi samirasinuh // (BB 20.90)

“Since her body was emaciated on account of the vow of fasting, Draupadt was the first who fell
on the path. Follwing her the twins fell, then Arjuna, and immediately after [him fell] even
Bhima.”

9 tesam kramat svasya ca pataheturit bhimena prsto nrpatih Sasamsa |

parthatisaktim matiriipagarvau rajiiam avajiiam amitasitam ca [/ (BB 20.91)

20 BB 20.93.

1 sa cainam aha sma cirasritena Sund Sunasira vinamund me |

na rocate nakaviharasaukhyam slaghyam param bhratrsamagamo va /{ (BB 20.94)
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in his narration, Agatsya successfully manages to follow the MBh storyline up to
this point. This is significant for the analysis of his treatment of the epic’s ending.
The citation above occurs in verse 94. The poem is left to conclude in only three
stanzas (at verse 97).

In fact, Agastya leaves very little room for elaboration on the most crucial
scenes of the SA: Dharma’s second test (disguised as a dog), Yudhisthira’s ascent
to heaven, his discovery of Duryodhana in svarga, his decision to descend into the
netherworld, the depiction of naraka’s horrors as the protagonist is led by the
envoy of the gods, his realization that his brothers are in hell, the condemnation
of Dharma, naraka’s evaporation upon the arrival of Indra and the gods and,
finally, Dharma informing his son that this was his third test. Instead of narrating
these dramatically-laden scenes, the poet merely hints at them in passing.
Omitting such lengthy and crucial parts of the MBh sourcebook, Agastya
mentions, in the course of just two verses, that along with Dharma, who had
abandoned his dog-form, the king ascended to heaven with Indra.*”* The single
vague hint that the poet provides of the MBh’s elaborate descriptions of hell is a
play on Indra’s sweet fragrance motif, which is depicted in the MBh as the cause
for naraka’s evaporation. Undoubtedly moved to find a sweeter and better ending
to the MBh’s disturbing conclusion, the poet depicts these scenes in the following

manner: “An intoxicating wind arisen from Indra’s paradise, swinging the waves

“He [Yudhisthira] spoke to him: “O Indra, without this long dependent dog, the most praiseworthy
enjoyments and pleasures of heaven, or [even] the re-union with my brothers are undesirable to
me.”

22 yihaya tacchaunakariipam agre miirtena dharmena saha ksitisah /

aropito matalicoditasvam ratham maghona divam aruroha [/ (BB 20.95)
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in the water of the celestial Ganga, made the fragrance of the flowers of
[svarga’s]| Kalpadruma tree a present for the king.”*”

As could be expected, the final verse of this work concludes happily as the
poet describes Yudhisthira’s joy in reuniting with his brothers, the delights of
svarga, and the assimilation of the characters into their divine origin:
“[Yudhisthira], whose glory was praised by Karna and the other brothers who
arose from hell with Draupadi, each of them returning to his natural abode, as
well as by other relatives who returned to their divine origins, abandoned his
mortal body in a river of water anointed by elephant rut. He, whose form is
Dharma, caused delight to all the eyes of the denizens of heaven.”*"

Agastya is not only the author who produced the shortest epitome in the
later tradition, but is also the most representative of the tendency of later retellers
of the MBh to introduce positive, happy tones into the epic’s harsh and disturbing
conclusion. While other epitomists also eliminate Dharma from Yudhisthira’s
condemnation, it is Agastya who amplifies this propensity by nullifying the story
of the MBh of its own conclusion. Delivering a vague version of the original
while discarding the major problematic issues of the SA, Agastya’s epitome
conceals more than it reveals. If, hypothetically speaking, it were the only extant
testimonial trace of the MBh, readers of Agastya’s epitome could not have

imagined the epic’s jarring conclusion, where the protagonists end up in hell

while their adversaries flourish in svarga, and in which the main protagonist’s

23 andolayann abhranaditarangan madodayo nandanagandhavahah |

nrpaya kalpadrumapuspagandham upayanatvam gamayam babhiiva [/ (BB 20.96)
2% paiicalya samam utthitair nirayatah karnadibhir bhratrbhih

svam svam dhama gatair abhistutayasa divyais ca tair bandhubhih /

sindhau diggajadanadigdhapayasi tyaktva vapur manusam

sarvasam divisaddrsam sa vidadhe Sarmani dharmakrtih // (BB 20.97)
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despair is so great that he is finally pushed to denounce himself, his father, and

the very order that moves the world (that is, dharma), of which he is part.
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4.1 The Bharataprabandha

The most original interpretation of the ending of the MBh discussed in this
study is the Bharataprabandha (henceforth: BP). This unique text, which has not
been previously published or studied, is the subject of this final section, which
enquires into its content, authorship, possible uses and, most pertinently, the
innovative approach it adopts toward the fundamental ambiguities of the ending
of the MBh in its concluding passage, the Svargarohanaprabandha.*”

The BP consists of 37 discrete poems (prabandhas) all in the campii style.
Although the text is composed of prabandhas which could stand as separate units,
as a whole it follows the outline of the epic plot by recounting many of its famous
scenes: Draupadi’s svayamvara, Subhadra’s abduction by Arjuna, the setting fire
to the Khandava forest in the Adi-parvan, the Sabha-parvan’s dice game, the
Pandavas’ years in the forest in the Vana-parvan followed by their year spent
incognito in the court of Virata, a long account of the war and of its disastrous
effects as depicted in the Stri-parvan, Yudhisthira’s colloquy with Bhisma in the
Santi-parvan, Yudhisthira’s asvamedha, the destruction of the Vrsnis and the
Andhakas in the Mausala-parvan and, finally, the brothers’ ultimate journey to

206

their end in the Svargarohana-parvan.”™ The BP text not only imitates the order

25 This title as well as other titles provided by the scribe are found solely in the Devanagari
manuscript of the text.

206 The following account is the BP table-of-contents. The prabandha’s heading and page number
are quoted as they appear. I add in brackets which MBh sub-parvan the prabandha is based upon.
The prabandhas whose topic is still unclear are indicated by a question mark:

No titles are provided by the scribe to the first 43 pages, pp. 17-60; Hidimbavadham pp. 61-2 (Adi
parvan 1.9); Bakavadham pp. 63-5 (Adi parvan 1.10); Paiicalisvayamvaram pp. 66-90 (Adi parvan
1.12); Nalayanicarita pp. 91-99 (Adi parvan 1.13); Yudhisthirabhiseka pp. 99-108 (Adi parvan
1.14); Sundopasundopakhyana pp. 108-114 (Adi parvan 1.14); titled Arjunatirthayatra but
published Subhadraharana pp. 115-153 (Arjunatirthayatra pp. 115-123; Subhadraharana pp. 124-
153) (Adi parvan 1.16); Khandavadaham pp. 154-169 (Adi parvan 1.18); Naradagamanam pp.
170-2 (?); Magadhadiitagamanam pp. 173-5 (?); Jarasandhavadham pp. 176-184 (Sabha parvan
2.4); Digvijayam pp. 185-190 (Sabha parvan 2.5); Rajasiyam pp. 191-236 (Sabha parvan 2.6);
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of the MBh parvans but also its sub-divisions. Consequently, many of the
prabandhas are named after MBh sub-parvans.*”

There are 13 manuscripts (henceforth: Mss or Ms) of the BP in the
University of Kerala Manuscripts Library, Karyavattom: a paper notebook in the
Devanagari (henceforth: Dev) script and 12 palm leaf Mss in Malayalam
(henceforth: Mal). According to the Trivandrum Manuscripts Library catalogue,

2% However, since the

the Dev Ms is the only complete version of the text.
catalogue’s publication in 1965, three folios have been torn from the back of the

Dev notebook so that at present all extant Mss offer incomplete versions of the

Vanavasam pp. 237-243 (?); Dyitam pp. 244-252 (Sabha parvan 2.8); Vanavasam pp. 253-261(?);
Kiratarjunivam pp. 261-279 (Vana parvan 3.3); Kalyanasaugandhika pp. 280-294 (Vana parvan
3.7); Nivatakavacavadham pp. 295-6 (Vana parvan 3.8); Ghosavatra pp. 297-301 (Vana parvan
3.13); Citrasenavijayam pp. 302-10 (?); Karnakundalaharanam pp. 311-16 (Vana parvan 3.20);
Ajiidatavasam - here the scribe’s page numbers stop (Virata parvan); the scribe’s page numbers
resume with the Ditavakyam pp. 385-6 (Udyoga parvan); Bhismaparvam pp. 387-410;
Dronaparvam pp. 411-448; Karnaparvam pp. 449-462; Salyaparvam pp. 462-464; Gadaparvam
pp. 464-471 (Salyaparva); Suyodhanavadham p. 472 (Salyaparva); Upapandavanasa/vadham p.
473 (Salyaparva); Asvathamagarvabhaiijanam p. 474 (Salyaparva); Striparvam pp. 475-7;
Santiparvam pp. 478-481; Asvamedhaparvam pp. 482-7; Mausalaparvam pp. 488-498;
Svargarohanam pp. 499-507.

27 See, for instance, Adi parvan’s 9" sub-parvan Hidimbavadha-parvan corresponds to the
Hidimbavadha prabandha; Adi parvan’s 10" sub-parvan Bakavadha-parvan corresponds to the
Bakavadha prabandha; Adi parvan’s 13" sub-parvan Vaivahika-parvan corresponds to the
Nalayanicarita-prabandha; Adi parvan’s 16" sub-parvan Subhadraharana-parvan corresponds to
the Subhadraharana-prabandha; Adi parvan’s 18" sub-parvan Khandavadaha-parvan corresponds
to the Khandavadaha-prabandha; Sabha parvan’s 4™ sub-parvan Jarasandhavadha-parvan
corresponds to the Jarasandhavadha-prabandha; Sabha parvan’s 5™ sub-parvan Digvijaya-parvan
corresponds to the Digvijaya-prabandha; Sabha parvan’s 6™ sub-parvan Rajasiiya-parvan
corresponds to the Rajasitya-prabandha; Vana parvan’s 3™ sub-parvan Kairata-parvan
corresponds to the Kiratarjuniya-prabandha; Vana parvan’s 10™ sub-parvan Ghosayatra-parvan
corresponds to the Ghosayatra-prabandha; Vana parvan’s 17" sub-parvan Kundalaharana-parvan
corresponds to the Karnakundalaharana-prabandha; Salya parvan’s 2™ sub-parvan Gada-parvan
corresponds to the Gadaparva-prabandha. See also note 206 above.

28 Some Mss are fragmentary and some are more complete, as follows: 1) (Single Dev) Ms No.
T489 A,B, contains 5,650 granthas (507 folios); 2) Ms no. 655 contains 1,300 granthas; 3) Ms no.
795 contains 1,200 granthas; 4) Ms no. 5593A contains 500 granthas; 5) Ms no. 10902A contains
2,250 granthas; 6) Ms no. 10927.1 contains 570 granthas; 7) Ms no. 10927.0 contains 50
granthas; 8) Ms no. 1092785 contains 300 granthas; 9) Ms no. L.406B contains 800 granthas; 10)
Ms no. L.633A contains 150 granthas; 11) Ms no. C.612A contains 1,750 granthas; 12) Ms no.
C.1220B contains 1,400 granthas; 13) Ms no. C.2343A contains 1,350 granthas. See Alphabetical
Index of Sanskrit Manuscripts in the University Manuscripts Library (Vol. II), ed. K. Raghavan
Pillai, Trivandrum, 1965.
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209

text. Moreover, since none of the Mss of the BP in Trivandrum”” includes a

210

colophon,®" the date and the authorship of the text remain open to conjecture.*"!

The following discussions of the content of the BP are based on two nearly
complete Mss in Dev and Mal scripts, as well as fragments of another Mal Ms.*"
From preliminary soundings and readings of the Mal and Dev Mss, my
assessment is that they have all descended from the same text. Furthermore, it is
highly likely that the Dev Ms has been transcribed from an earlier palm leaf Mal
Ms into a twentieth century notebook. I have relied primarily on the Dev
transcribed copy (T489 A,B), but completed the missing three folios at the end by
consulting Mal Mss C1220B and C2343A.*"

It is important to note that several prabandhas included in the BP have

been published independently in the Prabandhasamahdrah based on this Dev

Ms,?'* and that all, like the other texts published in this collection are attributed to

29 As far as I know, no other Mss of this text exist elsewhere, apart from a transcribed Ms called

Bharatacampiprabandha (No. 3793, paper copy, Dev and Mal scripts, 214 folios) in the
Government Oriental Manuscript Library in Madras. Yet the précis in the descriptive catalogue of
the Madras Manuscript Library suggests that this Ms begins with the episode of Nahusa’s curse in
the Adi parvan and ends with the Kirdtarjuniva episode (note also that these concluding verses do
not correspond to the Kiratarjuniva prabandha published in the Prabandhasamaharah). Further
study is required, but this appears to be a different text with the same name. See A Triennial
Catalogue of Manuscripts, Government Oriental Manuscripts Library, ed. S. Kuppuswami Sastri,
Vol. 4 — part 1, Madras, 1927, pp. 5611-13.

210 Preliminary collation of the longer Mal Mss of the BP in Trivandrum shows that with the
exception of Mss T489A B; C1220B; and C2343A (see n. 208 above), none includes the SA
prabandha. See also n. 212 below. Naturally, this requires further study.

21t A Malayalam era date in one of the Mal Mss establishes a terminus ad quem in the eighteenth
century. This too requires further study.

212 These are: 1) a single Dev Ms, listed T489 A,B, which consists of 5650 granthas (507 folios);
and two Mal Mss — the first, listed C1220B which consists of 1400 granthas, and fragments
(beginning and ending folios) of Ms C2343A. See notes 208 and 210 above.

213 See notes 208, 210 and 212 above.

214 These are: 1) Diitavakya; 2) Kiratarjuniya; 3) Paiicali-svayamvara; 4) Nalayanicarita; 5)
Yudhisthirabhiseka; 6) Sundopasundopakhyana; 7) Subhadraharana (this prabandha appears in
the Ms under the title: Arjunatirthayatra). The Ditavakya-prabandha was published based also on
the Mal Ms C1220 A,B. See Prabandhasamdahdarah (Vol. 1), University of Kerala, Trivandrum,
1971.

8) Another prabandha included in the BP text and published in the Prabandhasamaharah is the
Rajasiiya-prabandha. However, it was not based on any of the BP Mss mentioned above.
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the poet Melputtur Narayana Bhatta (henceforth: Narayana Bhatta) of Kerala (c.

1550-1650 CE).

4.2 Initial Questions Regarding the Bharataprabandha

The first question regarding this text is, quite clearly, who wrote it. The
identification of Narayana Bhatta as the composer of several of the BP
prabandhas would suggest that the problem of authorship is resolved. However,
none of its 13 Mss contains a colophon, in which one would expect to find vital
evidence about the text’s author (or authors) and date. This problem is
exacerbated by the large number of prabandhas that constitute the BP, which
could suggest the authorship of various poets.

Another question has to do with the BP’s construction or arrangement,
namely, why does it appear the way it does, divided into discrete prabandhas, and
edited to resemble an epitome of the entire MBh? How are we to view this text —
as a unified coherent collection of prabandhas, or as separate independent poetic
units? In other words, did its author or authors set out to compose an epitome of
the entire MBh through a series of prabandhas that follow the order of parvans,*”
or were the prabandhas composed at different times by various authors and only
subsequently edited into an epitome of the epic?

Finally, we know that such prabandhas were often written for the use of
Cakyars (actors) who performed in the temples of Kerala during festivals. This

performative aspect of the texts points to a fundamental question. How was the

215 See notes 206-207 above.
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BP text used? Were several or all of its prabandhas enacted by professional

Cakyars?

4.3 Narayana Bhatta as a Possible Candidate for Authorship

As already mentioned, eight prabandhas out of the BP text have been
identified and published as the works of Melputtiir Narayana Bhatta.”'® The fact
that he is the author of several prabandhas does not, of course, automatically
indicate that he is the author of the entire work; but it certainly suggests that he is
a possible, indeed at present the only candidate for its authorship. In light of this,
in what follows I present a survey of the life and work of this famous South
Indian poet.

Born to a family of Nambitiri Brahmins, the poet and polymath Melputtur
Narayana Bhatta flourished in Kerala, c¢. 1550-1650 CE.*"” According to the
introductory portion of his work on grammar, the Prakriyasarvasva (‘Extensive
[treatise] on Grammatical Rules for the Formation and Inflection of Words’),*®

Narayana Bhatta was educated in Mimamsa, Vedic literature, Tarka (logic) and

Vyakarana (grammar).”" This broad scope of education is aptly reflected in his

216 See note 214 above.

271t is generally believed that Narayana Bhatta lived a long life; some scholars date his life to the
years 1560-1655. For a discussion of Narayana Bhatta’s time see Kunjunni Raja, The Contribution
of Kerala to Sanskrit Literature, Madras, 1958, pp. 130-135.

218 published in Trivandrum Sanskrit Series, Nos. 106, 139, 153, 174, 258, 262, 263, Trivandrum,
1931-1992.

2 mimamsadi svatatan nigamam avikalam madhavacaryavaryat

tarkam damodarakhyad api padapadavim acyutaryad budhendrat |

tesam karunyayogat kim api ca kavitam apnuvam karma me tad

bhiryat krsnarpanam me bhavatu ca satatam dhir aghareh kathayam [/

“I acquired Mimamsa and other subjects from my own father, the entire Vedas from the eminent
teacher Madhava, philosophy from [a teacher] called Damodara, and grammar from the wise and
respectable Acyuta. By means of their compassion I also got a bit of poetry. May this work of
mine be an offering to Krsna. And may my mind be ever on the story of the enemy of evil.”
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works. Thus, apart from the Prakriyasarvasva, which is an original recasting of
Panini’s siatras with a lucid commentary explaining the Astadhyayi’s difficult
points, Narayana Bhatta also composed two highly original works on grammar.
In “A  Proof of the Validity of Non-Standard  Sanskrit”,
Apaniniyapramanyasadhanam, Narayana Bhatta challenges the orthodox view of
Panini as (“the”) sole inventor of grammar by pointing to the innovations of later
grammarians whom he also holds to be authoritative.”' In his other work on
grammar, the Dhatukavya, Narayana Bhatta uses the story of Krsna to illustrate a
large number of verbal roots.””” Narayana Bhatta also composed two works on
Mimamsa, an elementary treatise called Manameyodaya about the means of
knowledge (mana) and their respective categories (meya) in the Bhatta school of

3

Pirvamimamsa,”” and a commentary on Kumarila’s Tantravartika called the

% His most famous work remains the Narayaniya, a

Tantravartikanibandhana.
poem of 1036 verses that are divided into 100 sections (dasakas) that revolve

around the leading incidents of the Bhagavata Purana, narrated in the form of a

See Prakriyasarvasva, end of the Nyayakhanda, Trivandrum Sanskrit Series No. 258 (part 5), ed.
T. Bhaskaran, 1987, p. 182; S. Venkitasubramonia lyer, Narayanabhatta’s Prakriyasarvasva,
University of Kerala, Trivandrum, 1972, p. 10.

20 There are three commentaries on the Prakriyasarvasva; none is complete. The first is by
Nilakantha Diksita (eighteenth century); the second by Rudra Variyar (eighteenth century) and the
third, fairly modern, is by an anonymous commentator.

21 According to Sreekrishna Sarma, the main idea of this work is that the scope of grammar is too
narrow to contain language. Grammar is held by Narayana Bhatta as a means for correcting,
codifying and explaining language. See E. R. Sreekrishna Sarma,
“Apaninivapramanyasadhanam,” S.V.U.O Journal, Vol. 8 — Texts and Studies No. 2, 1968, pp. 1-3.
222 The work, which is based on Bhimasena’s Dhatupatha and Madhava’s Dhatuvrtti, both
grammatical works, contains 248 verses and illustrates 1948 roots.

23 See Manameyodaya by Narayana Bhatta and Narayana Pandita, ed. with English translation:
C. Kunhan Raja and S. S. Suryanarayana Sastri, The Adyar Library and Research Centre,
Chennai, 2004 (first published: 1933). This work was not completed by Narayana Bhatta but by
Narayana Pandita.

24 Other Vedic-related works are the Sitktaslokas (a statistical account of the Rgveda which
consists of nine stanzas in the Sragdhara metre), and another short work called the Kriyakrama or
Asvalayanakriyakrama, which epitomizes 36 items of domestic rituals of Brahmins belonging to
the A§valayana branch of the Rgveda.
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colloquy with the god Visnu, the presiding deity at the temple of Guruvayiir.””
Other devotional works include the 12-stanza-stotra, the Guruvayupuresastava
(“Eulogy of the Lord whose Abode is Guruvayur”) and the stotra, the
Sripadasaptati ("Seventy [verses dedicated] to the Goddess’s Feet"), which
eulogizes the goddess of Mukkola in Malabar and is considered Narayana
Bhatta's final work. Besides these, the poet composed several prasastis
(panegyrics) in praise of various patrons.*

As this long and diverse list makes clear, Narayana Bhatta was something
of a maverick in the intellectual landscape of sixteenth and seventeenth century
Kerala. A polymath and scholar, the poet emerges as a grand innovator, while his
overt affiliation with Vaisnava devotionalism (bhakti) colours large portions of
his oeuvre. It would seem that it is precisely this complex background that
explains the innovative, some might even say, subversive aspects of his work.

In his article "Patterns of Truthfulness", Francis Zimmerman wishes to
grant Narayana Bhatta the recognition he deserves "as one of the most creative

intellectuals of the seventeenth century."*”’ According to Zimmerman, Narayana

Bhatta lived at a time when a number of poets and scholars were attempting to

5 There is a Sanskrit commentary on the Narayaniya attributed to Rudra Variyar.

According to popular stories in Kerala, Narayana Bhatta composed the Narayaniya (when
he was 27 years old) in the course of a hundred days, dedicating a dasaka daily to the Lord in the
hope of being cured from rheumatism. This popular story is usually accompanied by the idea that
by virtue of his yogic powers, Narayana Bhatta took on to himself his guru Acyuta Pisaroti’s
rheumatic disease. He completed the work on November 27", 1586, expressing his full recovery
from illness in the chronogram - 'ayurarogyasaukhyam’ ('The Felicity of Life Free from Disease').
Guruvayiir is considered even today a temple endowed with healing powers capable of dispelling
rheumatic complaints. See Kunjunni Raja, (1958): 119-126; C. Rajendran, Melputtir Narayana
Bhatta, Sahitya Akademi, 2008, pp. 7-20.

226 The above account of Narayana Bhatta’s works is based on Kunjunni Raja, (1958): 119-152; N.
P. Unni, Prabandhamaiijari, Rashtriya Sanskrit Sansthan, 1998, pp. 5-64; C. Rajendran, (2008):
21-33. For other miscellaneous works of Narayana Bhatta or those attributed to him, see Kunjunni
Raja, (1958): 146-8.

227 Francis Zimmerman, "Patterns of Truthfulness," Journal of Indian Philosophy (2008) 36: 643-
650, p. 643.
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bridge philosophical tensions between Sankara's Advaita and concurrent Bhakti
movements; the encounter between these traditions created a new philosophical
approach in India, whose most trenchant exponent was Narayana Bhatta. For
example, in his Narayaniya, Narayana Bhatta challenges Saiikara's concept of
jiianayoga by offering a new approach, which in many ways encapsulates the
uniqueness of his voice as a “philosopher-poet”.”® In keeping with such views,
large portions of the work are dedicated to advocating bhakti-marga above karma
and jiana.””

Narayana Bhatta’s originality is particularly apparent in his approach to
grammar. Like Zimmerman, Sheldon Pollock also argues that Narayana Bhatta
lived in a historical period when:

In various domains of Sanskrit thinking a kind of neotraditonalism had
arisen, which reasserted the absolute authority of the ancients in the face of
challenges from those known as the new (navya) scholars. [...] Nowhere was
this clearer than in grammar, where Narayana’s contemporary to the north,
Bhattoji Diksita, vigorously reaffirmed as incontrovertible the views of the
“three sages” (Panini, Katyayana and Patafijali, last centuries BC).*"

Narayana Bhatta expresses radical arguments that have far-reaching implications
for the way in which grammar was perceived till that time. Although in the
treatise “A  Proof of the Validity of Non-Standard Sanskrit”,
Apaniniyapramanyasadhanam, the poet generally accepts Panini’s views, he
nonetheless takes on the task of composing a text which challenges Panini’s

grammar through systematic argumentation.

28 ibid., p. 644.

29 ibid., p. 645.

20 Sheldon Pollock, “Future Philology? The Fate of a Soft Science in a Hard World,” Critical
Inquiry 35 (Summer 2009), University of Chicago, p. 942.
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4.4 Relationship of Written prabandhas to the Performance

Tradition

Narayana Bhatta is probably the author of the largest number of
prabandhas, the majority of which revolve around episodes from the epics and
the Puranas. Being relatively short stories (of approximately 50 stanzas each) by
nature, Narayana Bhatta’s prabandhas are ideal for adaptation into the
performing arts. And yet, the high demand for performance of campiiprabandhas
in temples during festivals has led to some scholarly skepticism about the exact
number of prabandhas composed by Narayana Bhatta.”' Kunjunni Raja says that
according to some, Narayana Bhatta is the author of all Keralan prabandhas
dealing with MBh and Ramayana stories, although he also notes that several of
these works were composed by later writers in imitation of the poet’s
prabandhas.*” 1t is probable that since Narayana Bhatta and his contemporaries
composed many works, those composed by others have been wrongly identified

as his own.”

Ullur Parameswara Iyer, who was the first to study this matter,
maintains that Narayana Bhatta composed approximately twenty or thirty
Campitkavyas.”*

Several of the prabandhas attributed to Narayana Bhatta relate to the
MBh. These include: the Paiicalisvayamvara, which concerns the events that lead

to the marriage of the Pandava brothers with Draupadi; the Nalayanicarita, in

which Vyasa tells Drupada about his daughter’s previous birth as Nalayani, and

B! See Unni, (1998): 45.

22 Kunjunni Raja, (1958): 146.

23 See Unni, (1998): 31.

24 Tyer, however, is inconsistent regarding the number of prabandhas he attributes to Narayana
Bhatta. As discussed below, Iyer gives two different estimations in his English and Malayalam
essays.
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the events which were to make her destined to marry the five Pandavas; the
Sundopasundopakhyana, which is a story of two brothers, Sunda and Upasunda,
narrated by Narada to the Pandavas subsequent to their marriage in order to teach
them not to fight amongst each other on account of their common wife; the
Subhadraharana, in which Arjuna's love for Subhadra (Krsna's sister) and their
elopement are depicted; the Rdajasiiya, which deals with Yudhisthira’s rajasiiya
sacrifice; and the Ditavakya, (or, Krsnadita), which revolves around Krsna's
effort to conciliate the Pandavas and the Kauravas in order to avert the impending
war between them.

Important information regarding the goals of Narayana Bhatta’s writings
comes from the Siarpanakhapralapa, or the Niranundsika prabandha. This
Ramayana-related prabandha presents a colloquy between Siirpanakha and her
brother Ravana that is set after Laksmana had cut off the nose of the demoness in
the epic narrative. It was accordingly written while avoiding any nasal sounds.*”
The Sirpanakhapralapa was dedicated by Narayana Bhatta to Iravi Cakyar, a
well-known Cakyar actor of his time.”® It is thus probable that Narayana Bhatta

wrote at least some of these prabandhas for his friend with the intention that they

be performed in temples in the Cakyarkuttu mode. The Cakyars, a caste of actors

25 In addition, Narayana Bhatta composed prabandhas based on the Bhagavata such as the
Nrgamoksa, Ajamilamoksa, Matsyavatara, Gajendramoksa and others. For a detailed account of
Narayana Bhatta’s prabandhas See Kunjunni Raja, (1958): 119-152; Unni, (1998): 5-64; and C.
Rajendran, (2008): 21-33; 46-70.
B8 gnunasikarahitani  vyatanod  etani padya-gadyani | narayanabhidhano — dvija-poto
ravinatesvaradesat /| (Siarpanakhapralapa, 7). “[1], the young brahman called Narayana composed
this [mixed] prose and verse [prabandha] without nasal [sounds], at the request of Ravi
Nate§vara”. See Prabandhasamaharah (Vol. 1).

This actor also composed a prose work called Mudraraksasakathdsara, published in the
Calcutta Oriental Series, No. 6. See Kunjunni Raja, (1958): 135; Krishnamachariar, (2004): 609-
10.
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and performers,”’ seem to have flourished (primarily) under the patronage of the
South Indian Chola kings, c. 1000 CE, where they narrated mythological tales
through abhinaya (acting) and dance techniques. These stories were written in the
form of prabandhas, short poetic works which combine a mixture of prose and
verse.™

In Kerala, Cakyarkiittu, the popular dramatic art of storytelling, developed
as a performance mode in temples. The Cakyar’s performance was literally “a
one man show”: a lone actor would perform the drama on a stage lit by a brass
metal lamp assisted only by a Nampyar drummer, and a Nannyar (female) cymbal

239

player.”” Kiuttu, the name given in Kerala for this art, thus designates a solo
performance that is bare of the characteristic features of classical Sanskrit drama;
the Cakyar actor himself assumes the role of the Vidiisaka clown in presenting the
prabandha.** The actor is allowed to make witty and satirical thrusts at the
audience, treating them as part of the story, and incorporating them into his art.*"'

It appears that the genre of prabandha in Kerala developed along two

parallel lines: a written form (prabandha/campiikavya), and a performative one

37 Several scholars note that the Cakyars were equally gifted in performing art (Abhinaya, acting
techniques) and scholarship relating to the Kavyas, Natakas, Sastras and the Puranas. See Unni,
(1998): 43-49; P. C. Krishnan Nambudiripad, “Stories of Famous Actors,” Kitiyattam, M. Lit.
thesis, Madras University, 1962, p. 1.

28 See Farley Richmond, “Introduction to Kiitivattam,” Indian Theatre, Traditions of Performance,
eds. Farley P. Richmond, Darius C. Swann, and Phillip B. Zarrilli, University of Hawaii Press,
Honolulu, 1990, pp. 87-117; V. Venkatarama Sarma Sastri, “Ajamilamoksaprabandha of
Narayana Bhatta,” Bulletin of the School of Oriental Studies, University of London, Vol. 4, No. 2
(1926), p. 295.

29 This dramatic art gradually introduced additional Cakyar actors, and out of this evolved the
Kutiyattam drama. See M. L. Varadpande, History of Indian Theatre, Shakti Malik Abhinav
Publication, New-Delhi, 1992, p. 127.

20 p_ T. Enros notes that unlike the Prabandhakiittu, the Kitiyattam theatre was known for the
production of stage manuals that accompanied the plays. These provided detailed directions for
the production of performances, and became an inseparable component of Kerala’s Kitiyattam
theatre. See Pragna Thakkar Enros, “Producing Sanskrit Plays in the Tradition of Katiyattam,”
Sanskrit Drama in Performance, eds. Rachel Van M. Baumer and James R. Brandon, The
University Press of Hawaii, Honolulu, 1981, pp. 275-298.

21 See Varadpande, (1992): 128; Unni, (1998): 45-9.
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(the kittu theatre). This could explain why the BP text lacks an author’s
signature. There are three factors that suggest the hypothesis discussed below: (1)
that eight prabandhas in the BP are supposedly the work of Narayana Bhatta;**
(2) that many prabandhas prevalent in Kerala could be attributed to him; and, (3)
that the genre has both a written and a performative strand. All of these factors
suggest the following hypothesis: the assumption regarding the liberty of actors in
interpreting the written prabandhas suggests a diffuse relationship between the
written text and the performance. This may explain why there is no authorship
claim to most of these prabandhas (which is certainly the case for the BP text). If
the disparity between the two versions was indeed large, then perhaps the written
texts operated as a matrix of raw material available to actors in Kerala, which
allowed them to draw on witty, satirical remarks relevant to the time, space, and
context of a given performance. These remarks could have been far removed, at
times, from the text of the written prabandhas themselves. It is likely, then, that
the prabandhas were intended for this very purpose. This could explain why it
was uncommon for an author to sign his name, as the prabandhas became more
like an asset of the Cakyar than the author. The genre’s strong affiliation with
Bhakti and religious devotionalism further suggests that the act of composing
these works was associated with gaining religious merit, or as some sort of
religious practice. As such, the author would have served as a mediating link
between the prabandhakiittu and the reservoir of ancient literary material

available in the Puranas and the epics.

242 See note 214 above.
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That is perhaps why a poet of Narayana Bhatta’s caliber did not bother to
put his name to his own prabandhas, which is surprising, as we know that in his
other works the poet freely divulged information about himself, his life, family,
education, teachers, and patrons.”” Thus, in the nyaya section of the
Prakriyasarvasva, Narayana Bhatta notes: “My home is that of the Narayana
Bhatta family (uparinavagramanamni svadhamni) in a part of the country called
Kerala, north of the river Bharataphuza [Nila], only two miles from Navaksetra. I
was born, named Narayana, to the best of Brahmans, Matrdatta, who was
extremely righteous and entirely proficient in the knowledge of the Bhatta
Mimamsa doctrine, and so on. At my patron Devanarayana’s order, I am carrying
out this unparalleled [work]”.>** Similarly, at the beginning of the Manameyodaya
he states that he planned to write the work in two parts (even though he did not
complete the second part, which was ultimately accomplished by Narayana
Pandita).”” Finally, the Prakrivasarvasva affords precise information about the
poet’s patron, king Devanarayana, who “at some point attracted me by his good
virtues to his presence. Led [thus], he then commanded me, the Brahman

Narayana, son of the venerable Matrdatta”.**

3 See note 219 above.

24 bhitkhande keralakhye saritam iha nilam uttarenaiva navaksetrad gavyiitimatre punar
uparinavagramanamni svadhamni | dharmisthdad bhattatantradyakhilamatapator
matrdattadvijendraj jato naravanakhyo niravahad atulam devanarayandjiiam // (Prakrivasarvasva,
end of the Nyayakhanda). See Trivandrum Sanskrit Series No. 258 (part 5), ed. T. Bhaskaran,
1987, p. 181; S. Venkitasubramonia Iyer, Narayanabhatta’s Prakriyasarvasva, University of
Kerala, Trivandrum, 1972, p. 10; Kunjunni Raja, (1958): 119.

5 manameyavibhagena vastiinam dvividha sthitih [ atas tadubhayam briimah
Srimatkaumariladhvana // “The existence of phenomena is twofold by division into means of
cognition and objects of cognition. Therefore, we hereby discuss both [parts] through the system
established by the venerable Kumarila”. See Manameyodaya by Narayana Bhatta and Narayana
Pandita, (2004): 1; Kunjunni Raja, (1958): 132.

%6 50 ‘tha kadacana raja svagunair akrsya sannidhim nitam [ Srimatrdattasiinum
narayanasamjiiam asisad avanisuram [/ See Kunjunni Raja, (1958): 126.
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Unlike the explicit references found in these works, only four of the
published prabandhas in the Prabandhasamahdarah provide factual information
about the author. As noted above, in the Sirpanakhapralapa, Narayana Bhatta
states that he wrote the prabandha at the behest of his friend, the actor Iravi
Cakyar.* The Rajasitya prabandha’s first verse similarly informs us of Narayana
Bhatta’s authorship: “Having saluted Govinda, who is filled with the single
flavour of joy, Narayana, best among Brahmans, is now creating this campitkavya
consisting of Yudhisthira’s success at the rajasiiya [sacrifice]”.*® Narayana
Bhatta likewise encloses his name in the Diitavakya’s last verse: “This prabandha
whose beauty is like a collection of streams of nectar granting long life,
emanating from the mouth of the best of Brahmans called Narayana, and whose
beauty consists of a combination [of both] prose passages worthy of being spoken
and verses of faultless splendour, has been concluded”.*” In the Svahasudhakara
prabandha (relating the story of the moon’s love for Agni’s wife, Svaha), which
is not a MBh-related prabandha, the work’s concluding verse reads the following:
“The Brahman Narayana has composed this extremely charming prabandha
called Svahasudhakaram [ ‘the Moon and Svaha’] over a short period of time”.*’

Other MBh-related prabandhas published in the Prabandhasamaharah

feature what seems to be the scribe’s or perhaps even the editor’s indication that

the prabandha was written by Narayana Bhatta, in such phrases as sri-narayana-

#7 See note 236 above.

8 govindam anandarasaikasandram avandya narayanabhiisurendrah |

nirmati dharmatmajardajasiiyasampanmayam samprati campukavyam [/ See Prabandhasamaharah
(Vol. 1). Note that the poet does not use the correct form campii (rather than campu) probably
because it is unmetrical here.

9 narayanabhidhamahisuravaryavaktrajaivatrkamrtajharinikarayamanam |

hrdyam prabandham idam adya samaptam udyagadyam samastam anavadyavirdjipadyam [/ ibid.
0 svahasudhakaram nama prabandham atikomalam | akarod acirenaiva narayanamahisurah [/
See Kunjunni Raja, (1958): 144.
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bhatta-viracitah (in the cases of the Kirata and the Nalayanicarita prabandhas),
or Sri-narayana-bhatta-pranitah  (Pdaiicalisvayamvara,  Yudhisthirabhiseka
prabandhas). At the same time, several prabandhas are conspicuously lacking in
such indications of authorship (like the Sundopasundopakhyana and the

Subhadraharana prabandhas).”'

4.5 Difficulty in Establishing the Authorship of the

Svargarohanaprabandha

Although several lengthy studies have been conducted on the figure of

Narayana Bhatta and his works,””

none of them seems to have put forward any
objective criteria on the basis of which we can establish which of the many
prabandhas prevalent in Kerala belong to Narayana Bhatta. Three scholars have
discussed Narayana Bhatta’s works: Kunjunni Raja (1958), Unni (1998), and
more recently C. Rajendran (2008), all of whom draw heavily on Ullur

Parameswara Iyer’s important studies.”’

These scholars are divided not only on
the question of which of the prabandhas prevalent in Kerala came from Narayana
Bhatta’s pen, but also on the number of prabandhas that should be attributed to
him.

In his Malayalam study (Keralasahityacaritram), lyer estimates that the total

number of prabandhas to be attributed to Narayana Bhatta is 20.** Both Unni and

51 See Prabandhasamaharah (Vol. 1).

52 These also summarize now outdated previous studies.

3 See U. P. Iyer, “Narayana Bhattatiri,” A Souvenir of Silver Jubilee Celebration of the
Department of Publication of Oriental Manuscripts, Trivandrum, 1934 (in English);
“Keralasahityacaritram”, Travancore University Series, no. 30, 1962 (in Malayalam).

24 See Unni, (1998): 17. See also n. 253 above.
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Kunjunni Raja maintain that of these, nine concern the MBh.” However, in his
English essay, Iyer states quite clearly that: “As many as thirty works of that type
[Campitkavyas) from his [Narayana Bhatta’s] pen have come down to us”.”® Not
only does lyer contradict himself with regard to the number of prabandhas he
attributes to Narayana Bhatta (listing 30 in his English article, and then 20 in the
Keralasahityacaritram), he also differs from the other studies concerning the
titles of MBh-related prabandhas that he attributes to Narayana Bhatta. While the
three scholars are largely in agreement regarding nine of the MBh-related
prabandhas,” lyer lists only seven in his english paper,”® a number contradicted
by the same author in his Malayalam study, which claims they are nine.*’

Despite these inconsistencies, there are several factors that support the claim
that the BP is a work of Narayana Bhatta. Unni knows of a text to which he refers
as “a Mahabharatacampii with 37 episodes narrated in their sequence. All of them
may not be by Melputtir Narayana Bhatta. Others too must have composed

72600 However, he does not

campiis in order to complete the sequence of the story.
provide a reference to this text, nor does he provide any basis for his last remark.

In a different place in his study, Unni refers to a text that on the face of it,

resembles the BP, yet the title of the text is different from the

5 See Kunjunni Raja, (1958): 144-6.

56 See Tyer, (1934): p. 79. See also note 253 above.

57 These prabandhas are: 1) Paiicali-svayamvara; 2) Nalayanicarita; 3) Yudhisthirabhiseka;

4) Sundopasundopakhyana; 5) Subhadraharana ; 6) Rajasiiva; 7) kiratarjuniya; 8) Ditavakya;

9) Kailasavarnana.

28 He excludes from this list the Yudhisthirabhiseka and the Sundopasundopakhyana prabandhas
which he does not mention at all. See Iyer, (1934): 79. See also note 253 above.

%9 See Unni, (1998): 17. See also n. 251 above. An additional confusion comes from Rajendran’s
recent study which lists fourteen MBh-related prabandhas supplementing the nine previously
mentioned with four other prabandhas, as follows: Vydsotpatti, Sabhapravesa, Dyitakrida and,
Vyasaopadesa. He also includes in this list the Matsyavatara prabandha but we know that it is not
a MBh-related prabandha but a Bhagavata one. See Rajendran, (2008): 24.

00 Unni, (1998): 18.
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“Mahabharatacampii” he mentioned above, and to the BP. The “Bharatacampii”,
says Unni, is “also a big collection of Prabandhas, probably written or
incorporated by different hands”.**' One could, of course, argue that
Mahabharatacampii and Bharatacampii are different titles for the same text, yet
as Unni refers to it as a distinctly separate work (in addition to the one he has
already mentioned) and does not provide a reference of any sort, this hypothesis
cannot be confirmed. It is, however, difficult to dismiss the similarity between the
structure and form of the BP text and the description of the collection of
prabandhas provided by Unni.*** It is of vital importance to note that Iyer’s
account is almost identical to the BP’s table of contents, both in the order of the

prabandhas included in the text, and in their subsequent titles. ***

1 ibid., pp. 47-8.

262 «“According to Ullur. S. Parameswara Iyer the Bharatcampii contains the following episodes,
many of which are epitomised to form smaller prabandhas, though most of them are not available
at present. The episodes included therein are: 1) Bhismotpatti, 2) Vyasotpatti, 3)
Satyavatiparinaya, 4) Citrangadhavadha, 5) Ambopakhyana, 6) Dhrtarastrotpatti, 7) Pandavotpatti,
8) Hidimbavadha, 9) Bakavadha, 10) Paficalisvayamvara, 11) Nalayanicarita, 12)
Yudhisthirabhiseka, 13) Sundopasundopakhyana, 14) Subhadraharana, 15) Khandavadaha, 16)
Jarasandhavadha, 17) Digvijaya, 18) Rajastiya, 19) Dyuta, 20) Vanavasa, 21) Kirata, 22)
Kalyanasaugandhika, 23) Nivatakavacavadha, 24) Ghosayatra, 25) Karnakundalaharana, 26)
Ajiiatavasa, 27) Diitavakya, 28) Bhismaparva, 29) Dronaparva, 30) Karnaparva, 31) Salyaparva,
32) Gadaparva, 33) Suyodhanavadha, 34) Striparva, 35) Asvamedhaparva, 36) Mausalaparva, 37)
Svargarohana.” Unni, (1998): 18.

Note that Unni mentions here a Svargarohana prabandha. It is worth noting in this regard
that the only other reference I was able to find to the SA prabandha, is in History of Classical
Sanskrit Literature by M. Krishnamachariar (pp. 254-6). In an entry about Melputtiir Narayana
Bhatta, Krishnamachariar lists a Svargarohana prabandha in addition to seven of the
(uncontroversial)  prabandhas attributed to him (i.e., the Rajasiiya, Ditavakya,
Paficalisvayamvaram, Nalayanicarita, Subhadraharana, Kirata and Kailasavarnana prabandhas).

Therefore, Iyer’s citation above raises two significant questions: (1) Does he indeed refer
to the BP text? (2) What does he mean by saying that “most of them [i.e., prabandhas] are not
available at present”?

Two additional catalogues list a SA prabandha. One is the NMM (National Manuscript
Mission) in Delhi, and the other is the catalogue of Trivandrum Sanskrit Library. Although both
list a SA prabandha as a “Bharata Campii” ascribed to Melputtiir Narayana Bhatta, I can now
attest, as a result of thorough study (partly conducted in India) that both have been miscataloged.
The SA prabandha that these catalogues have wrongly listed is actually a Ramayana-related
prabandha which describes Rama’s last voyage to heaven.

63 See notes 206-207 above.
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An additional problem in establishing Narayana Bhatta as the author of this
text has to do with the fact that scholarly studies have not set out objective criteria
on the basis of which one can establish Narayana Bhatta’s style of writing.
Examining the Narayaniya, for instance, Kunjunni Raja characterizes Narayana
Bhatta’s style of writing with the following features: making the sound seem an
echo of the sense; careful selection of meters appropriate to the theme; usage of a
large number of meters; outstanding dexterity in the art of summarizing long and
complicated passages in a lucid style; the use of both sound and sense figures of
speech; occasional humorous remarks; and finally, advocating ardent devotion to
Visnu as the best way to salvation.**

Just as Kunjunni Raja attempted to characterize Narayana Bhatta’s style of
writing, Unni cited the historian Vatakkumkiir Rajarajavarmaraja to propose the
following list of writing qualities: attention to ethical values; predominance of
bhakti; a rich vocabulary; freshness of ideas; dexterity in the use of humour;
priority to matters like meter, figure of speech and sentiments; exhibition of the
central principles of worldly affairs; a particular bias toward the usage of double
entendre (slesa); fondness for coining grammatically significant words capable of
representing novel ideas; and lastly, ability in description.”*> Although clearly the
hallmarks of a great poet, such definitions are ultimately too broad to define a
specific writing style and could easily be applied to the kavya of any number of
poets.

In conclusion, although a few vague references lead to the BP, the difficulty

of establishing its authorship (and specifically, its closing passage, the SA

%4 See Kunjunni Raja, (1958): 140-141.
%65 See Unni, (1998): 18; V. Rajarajavarmaraja, Keraliva Samskrta Sahitya Caritram, Vol. 3, pp. 1-
151 (in Mal).
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prabandha) arises from the following reasons: 1) Poor scholarly study of
Narayana Bhatta’s works, which failed to establish objective criteria for judging
which of the many prabandhas prevalent in Kerala are actually his. As shown
above, this results in a confused and incoherent state of scholarship, which is
incapable of producing a clear and conclusive characterization of Narayana
Bhatta’s style of writing; 2) The texture of the BP text, which consists of free
standing prabandhas (several of which have been published separately),®
suggesting it was possibly composed by different authors. Nonetheless, we should
bear in mind that the very fact of compilation of prabandhas in the BP text
indicates (contrary to what has been said above) a unity of authorship.

Although establishing the authorship of the BP is beyond the scope of this
study, it is useful to summarize its key features so as to point to certain
conclusions that can be drawn from them. The fact that the BP is transmitted as a
collective work copied into a twentieth century notebook, and that 12 earlier
palm-leaf Mal Mss of the complete collection are found in a single library alone,
indicates that it was an important text (and, in any case, not a subsidiary or a
secondary one). The fact that it is found in Kerala, Narayana Bhatta’s birthplace,

and that eight of these prabandhas have been identified as Narayana Bhatta’s

works, strengthens the claim that he was the author of the BP.

266 See note 214 above.
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4.6 The Svargarohana-prabandha*®’

The Svargarohana-prabandha (henceforth: SApra.), the most recent
retelling among MBh epitomes examined in this chapter, stands out for its poetic
expression, usage of language, and richness of alamkaras (poetic ornaments). The
SA prabandha appears, as the order requires, at the very end of the BP text. Like
all other prabandhas collected in the text, this prabandha is also composed in the
campi style. It consists of 45 verses and nine prose passages. The poet uses a
wide variety of meters such as Sragdhara, Sardalavikridita, Prthvi, Giti, Sikharini,
Vasantatilaka, Malini, Aupacchandasika, Upajati and Sloka. A few Slesa
alamkaras are incorporated in the poem, as well as a large number of Yamakas.**®

A strong influence of vaisnava bhakti is sensed throughout the
composition. This is evident from the very first verse, where, after Hari’s death,
the Pandavas, “drawn by nooses of great devotional attachment to his lotus feet”
(akrstas tatpadambhoruhayugalamahabhaktipasair), decide to withdraw from the
world so that they may rejoin the departed deity. Using rich symbolism and
slesas, the poet creates a striking resonance between the Pandavas’ miserable
state after Hari’s death by referring to them as apasah (‘devoid of hope’ or
‘devoid of human ties’), while at the same time he calls their staying on earth
apartham, (‘pointless’ or ‘devoided of their Partha identity’):

The Pandavas [became] devoid of [human] ties (apasah) [or, bereft of hope].

Considering that their own staying on earth was pointless and devoided of
their Partha identity (apartham) and lacked any basis for celebrated valour

%7 See a transliterated edition of the prabandha and its translation in appendix IV below.

28 See, for instance, verse 4: [...] krtva suddhataram dharam vratadharah |...]; verse 6: [...]
visnubhaktikrtatandavah pandavah [...]; verse 7: [...] asrantam akranta [...]; verse 9: [...] puroga
niroga [...]; campu 1: tatas tesu punyaranyanadinadadharanidharadyalankrtan manujadurgaman
[...]; campii 5: [...] sadaram tava sodaram [...]; verse 12: [...] naham nakam [...]; campi 6: [...]
gatena tena deva-diitena [...]. See also appendix IV below.
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(rahitamahitasauryasrayam), they made up their minds to abandon their
corporeal state.’”

20 recurs when

The heroes’ hopeless state (apasa) on account of Hari’s absence
the brothers pass through the city of Dvarka. Watching the city being submerged
in the waters of the ocean, they become “afflicted by sprouts of grief”
(jatasokankurah) on account of Krsna’s departure. Nonetheless, prostarating
before the lord, the Pandavas then carry on with their journey while they
“perform dance in their minds in devotion to Visnu” (visnubhaktikrtatandavah).
Elsewhere, the Pandavas are described as the “knowers of the sweetness
emerging from the adoration of Hari’s feet” (haripadanisevarasavidah). Yet, one
of the most striking expressions of devotionalism in the prabandha is conveyed
in the following Sardulavikridita verse, in which the poet uses a slesa alamkara in

order to describe both Mount Meru and the form of the lord:

The mountain was luminous by wild jasmine flowers glittering on account of
series of tender leaves mixed with flowers that produced a fragrance
attractive to the whole world. It was so high that it nearly drank up the sky. It
was lovely due to the melodious sounds produced by the rattling of the
bamboo reeds. The mountain was frequented by gods. Seeing that mountain
the Pandavas became joyous, as it appeared to them like their beloved soul
friend Hari himself, who is served by all the gods, who is dressed in yellow
robe, who is luminous on account of a garland made of wild jasmine flowers
glittering with series of tender leaves mixed with flowers that produce a
fragrance attractive to the whole world, who is tall and resplendent, and who
is attractive by virtue of the melodious sounds [he produces] by playing the
flute.””!

Although the poet vividly depicts the Pandavas’ meaningless existence

29 §rikrsne trananisne gatavati bhagavaty ambujakse nijam dhama-

krstas tatpadambhoruhayugalamahabhaktipasair apasah /

bhiilokavasthitim svam rahitamahitasauryasrayam tam apartham

alocya hanta partha matim atha vidadhus catmadehan vihatum // (SApra. 1)
210 A variant of this term recurs in verse 3 describing Yudhisthira as niraso.
2 drsyam visvamanojiiasaurabhamilatpuspapravalavali-
vibhrajadvanamalikavilasitam pitambaram bhasvaram [

tungam sangatavenunadasubhagam divyair nisevyam girim

drstva te harim atmavallabham iva prapta mudam pandavah [/ (SApra. 10)
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subsequent to Krsna’s death, in later verses he dwells on the richness of their
lives and their characteristic qualities. The Pandavas are described as those “who
conquered the surface of the earth with the strength of their arms”
(dorvikramavarjitabhuvanatalah panduputrah), the allusion to the heroes’ past
deeds recurring in a verse that is quoted verbatim from Agastya’s Balabharata:

Unweariedly, they climbed mountains and crossed various types of rivers as
they [had once] defeated kings and scattered many kinds of armies. They
carried out their journey that never met any impediment as if wishing to
conquer again the four quarters of the earth.”’

The poet thus draws a parallel between the Pandavas’ journey toward death and
the deeds of valour that they performed throughout their lives. Using double
entendre, the text presents both actions -- that of the present and that of the past --
as conquests, effectively associating their journey toward death with that of their
lives. Such illustrative narration evokes the identification of the Pandavas’ entire
cycle of life with the plot time-line, which, somewhat appropriately, is placed at a
moment in the narrative in which the heroes themselves circumambulate the
earth. The poet thus breaks the linear time line flowing in the narrative solely
toward the protagonists’ end. Moreover, by mentioning shreds of the heroes’ lives
whilst they are in fact advancing toward their death, the poet underlines the entire
cycle of the Pandavas’ lives; and, since the journey leads to their expected
reunion with Hari, it is this end, rather than the heroes’ meeting with their own
death, that seems to be the ultimate goal that the poet presents before his

audience.

72 The poet here quotes verse 20.87 of Agastya’s Balabharata:
asrantam akrantamahibhrtas te nistirnananavidhavahinikah / B
yatram punardigvijigisayeva kutrapy akunthaprasaram vitenuh [/ (SApra. 7).
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As opposed to other epitomes and also unlike the MBh itself, the SA
prabandha grants distinct significance to the presence of the dog. While these
texts typically describe the dog as a random animal by employing phrases like “a
dog” (ekah sva), or “some dog” (kenacid sund),”” the SA prabandha elaborates
upon its character in a number of verses. In one verse, the dog’s footprints are
described as auspicious, for they grant even greater purity to the Pandavas’ own
footprints on the ground: “These same footprints (padaih) were themselves well
purified (atipiitaih) by the assemblage (vinyasa) of the dog’s curved footprints in
their midst (madhye bandhura-sarameya-pada).”*"* Another verse describes the
dog’s character and features: “A dog followed them with great haste as if [driven]
by an eagerness for hunting. It was unbounded by a lead, and clever in crossing
[quickly] even those paths difficult to jump upon.””” These elaborations make
clear that the poet of the SA prabandha does not comply with the usual
representation of the dog in the story, as an insignificant animal, instead
attributing to it specific traits and an auspicious presence. The dog’s favourable
disposition constitutes a marked departure from Ksemendra and Amaracandra,

who relate that the Pandavas diligently warded off the dog,””*

as the poet here
actually has the brothers welcome the dog’s presence.

This depiction of the dog allows for innovative interpretations. It appears

that very early in the plot, the poet associates the dog with the character it is

23 MBh, MhP: sva caiva saptamah (“and the dog as seventh” 17.23); §va caivanuyayav ekah (“a
dog was following them”, 17.31); Ksemendra: sva tan anuyayav eko ... (“a dog was following
them”, BM 17.8); Amaracandra: etan ekah sva ... 'nvagat (“a dog followed them”, BB 17.7);
Agastya: kenapi sunanuyatah (“followed by some dog”, BB. 20.85).

74 SApra. 4.

5 mrgayakautukad —iva  visrikhalena  durlanghamargakramanavicaksanena — satvaram
anugatvarena tena Suna saha (SApra. campii 1).

776 See Ksemendra: varyamano ’pi yatnatah (“although it was warded off diligently”, BM 17. 8);
Amaracandra: varito ’pi (“although warded off”, BB 17.7).
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destined to become, i.e., Yudhisthira’s father, Dharma. This would explain why it
is presented as having a favourable influence on the Pandavas. Also, the dog’s
traits somewhat resemble those of the protagonists: it is quick, clever, and
heroically crosses over the same impassable paths that its valiant masters traverse.
This prabandha’s strong emphasis on bhakti further explains the highlighting of
the dog’s beneficial presence, for in granting significance to its character it
amplifies the intensity of Yudhisthira’s trial and augments the worthiness of his
resolve not to forsake his bhakta even for the sake of svarga.

The poet of the SA prabandha also offers a novel interpretation for the
Pandavas’ fall to their death. Although he mentions the protagonists’ flaws,”” his
judgement of them is attenuated, the deceased brothers being referred to as those
“who possessed a yoga that had fallen apart.” (vicyutayogavanto nipatanti sma).””
In keeping with this benign tone, the poet adds another innovative motif. As all
the brothers and Draupadi eventually fall to their death, the poet describes
Yudhisthira reflecting upon what had happened and ultimately stating that

‘everything that has to happen, does occur’ (tam avasyam bhavati bhavitavyam

iti).”” In light of the strong influence of bhakti in this poem, such a phrase would

T matimadagrimatvadarpena sarvatisayisaundaryagarvena
dhanuskatabhimanadhikkrtasakalarajamandalatvat
prathamapratisrutaikadinanirvartyasatruvadhavaiyarthyakaritvac ca sampratam ete patitd iti
kramena tesam patanakaranam anuyufijanaya bhimayakhyaya slaghyamalacaritre gacchati
vipascidapaScime rajiii tasmin atiprabaladuhkhabharataptacittah so ’pi vrkodaras ca
vivasacaranasaiicaram apatat // (SApra. campi 4).

“Yudhisthira presently explained to Bhima, who was enquiring after the cause of their fall, the
reasons that they fell: Sahadeva fell for his arrogance [in being] the foremost of the wise; Nakula,
for his pride in a beauty that surpassed everyone else; Arjuna, for mocking the multitude of kings
in priding himself as the best archer, as well as for his failure in the vow he took prior [to the
battle] in bringing about the death of his enemies in the course of one day. And as the king, whose
conduct is flawless and worthy of praise, who is foremost among learned men, kept walking,
Vrkodara, whose mind was scorched by the burden of unbearable grief lost control over his feet
and fell too.”

28 SApra. campi 3.

279 SApra. campii 5.
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seem to reflect the poet’s theological world-view regarding the lord, whose
presence in the world organizes or determines the way things should be.
Consequently, Yudhisthira is portrayed here as a loyal bhakta who accepts and
surrenders before the order that is part of Hari’s transcendental and mysterious
plan.

The poet addresses the dog issue once again as he narrates the dialogue
between Yudhisthira and Indra. By conveying Indra’s deception of Yudhisthira,
he emphasizes the dog’s central role in the dialogue. This is first visible in
Yudhisthira’s eulogizing the dog and the significance it had both during his life,
as well as in the course of his final journey to death: “O Lord of Gods, this dog is
filled with affection toward me on account of [his] trust. Furthermore, during this
great journey, he was with me on earth. O, I cannot abandon him, who has given
me supreme happiness! Therefore, I desire to go to heaven along with him!”.**
Having said that, the hero then willingly relinquishes heaven for the sake of his
dog, to which he refers as his bhakta: “1 do not desire heaven as one who deserts
his bhakta with the sin of abandoning his dependents!”.*®' In what follows, the
poet puts into Indra’s mouth more slander about the dog, Yudhisthira’s faithful
bhakta. Strongly encouraging Yudhisthira to abandon it, Indra explains that dogs
are banned from entering heaven (hi hi kauleyakanam nahi nahi suraloke gatih)
due to their irritable (krodhananam) nature. Indra further notes that dogs are “a

site for a net of troubles” (amhojalaspadanam), “most sinful” (papistham) and

______

mahaprasthane ’sminn api ca samavarti bhuvi maya /

na samtyaktum Saknomy ayi paramasammodajanakam

tad icchamy etena tridivam abhigantum surapate // (SApra. 15)

B naham bhaktam visrjya tridivam abhilasamy asritatyagapapt (SApra. 16)
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“worthy of rebuke” (vinindyam).* An important term that appears in Indra’s list
of pejorative words is svasthanahinam, which is a compound pun that means both
“one who is devoid of a place of its own” and “casteless”.*” Responding to
Indra’s tirade, Yudhisthira finally speaks: “O killer of Vrtra, my devoted servant
is unfit to be abandoned even though he may be of low order. Without this dog,
even heaven in which I would meet my brothers, does not appeal to me.”
(mocaniyo na nico ’pi bhakto me vrtrasidana | svargo ’pi bhratrsamsargo rocate
na Sund vind). Again, the choice of words used in reference to the dog -- bhakta,
nica (low order), svasthanahina (casteless) -- seems to stem from the world of
bhakti, where practitioners of devotionalism are entitled to divine grace
regardless of caste affiliation or origin of order. The encounter with Indra is
concluded with Yudhisthira relinquishing heaven. The path of bhakti is explicitly
vindicated with Dharma revealing himself and telling his son that he is pleased
with him for having abandoned svarga for his bhakta’s sake (bhaktahetu).”
Yudhisthira then ascends to svarga only to discover a thriving Duryodhana
“occupying a golden throne” (kanakavistarabhdjam), and “shining with the glory
of a hero” (vilasitam divi viralaksmya). Having spotted him there, Yudhisthira
declares that “here in heaven, I do not wish to see this greedy villain, my enemy,
who has greatly wronged me.”* Yudhisthira expresses an even harsher tone
regarding Duryodhana’s presence in svarga, as he tells Narada: “if this divine
world currently belongs to Duryodhana, who is a traitor to his friends, and a thorn

to the entire earth, let it be so! My mind is eager to see today my brothers, friends,

%2 See SApra. 16-17.

3 See SApra. 19.

24 See SApra. 22.

35 na didrksur asmin lubdham khalam bahukrtapakrtim ripum me (SApra. 29).
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and my sons.” ¢

The poet recounts these scenes more or less as per the MBh text.
However, a new theme introduced in this poem is the emphasis on Yudhisthira’s
feeling of guilt over Karna’s traumatic death. The author of the SA prabandha is
the only MBh-reteller who considers the thwarted relationship of this tragic hero
with the Pandavas throughout the narrative. Thus, he depicts Yudhisthira
expressing deep regret for unknowingly having his own brother killed: “I desire
to see my brother Karna [...] On account of my ignorance, I had him [...]
tragically killed in battle by Arjuna! Oh! Alas! [It was only] during the nivapa
oblation [in which water is offered to dead manes], that I have heard the speech of
my mother declaring: “May water be first offered to Karna”. [Thus learning for
the first time that he was my brother], my compassionate heart was scorched with
agony, for I did not have the good fortune to fall prostrating at his feet.””” Given
the tragedy of the Pandavas’ ignorance about their kinship with Karna, the poet of
the SA prabandha offers a closure in his MBh adaptation of the topic. Addressing
this charged issue also allows the poet to emphasize the extent of injustice that
Yudhisthira encounters in heaven. In conveying that even Karna is absent from
svarga despite his close alliance with Duryodhana, he displays the salient
unfairness that Indra, Dharma and the other gods subject Yudhisthira to in
heaven.

In keeping with this depiction of the cruelty the hero experiences in
svarga, the poet then provides a prolonged and vivid depiction of the horrible

sights Yudhisthira beholds as he descends to naraka. By contrast to other

56 duryodhanasya yadi samprati divyaloko
mitradruho nikhilabhiitalakantakasya |

astam tad adya sahajan suhrdo ’pi balan

alokitum kutukasali mune mano me // (SApra. 31).
%7 See SApra. 32-33.
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retellers, the prabandha’s poet treats the scene in which Yudhisthira is challenged
to recognize his brothers’ voices calling him from hell with great consideration,
stressing his failure to recognise them (immediately) despite their familiarity:

As the king was fainting on account of having been made to smell the rapidly
growing stench, making haste to return back, he [suddenly] heard various
voices that were mixed with misfortune calling him, which appeared familiar
to him (@karnita-carani**® vacanani): “O, O, Dharmaraja of pure behaviour,
knower of dharma, yielder of protection, best of kings, please remain with us
a while! The wind that carries your auspicious scents has eased our pain with
delight. By virtue of your proximity, our tortures of burning alive do not
bother us as much now.” As they were all lamenting in this way they
identified themselves aloud one by one, in an agitated way, as Karna, Bhima,

and the rest of his brothers.””*®

Unlike the later retellings examined above (section 3), the poet of this
prabandha is remarkably faithful to the MBh narrative. Thus, Yudhisthira’s
monologue is not inserted after the act of condemnation as a seeming excuse for
its harshness, but rather appears in the same order as the sourcebook, i.e., right
before the moment of condemnation. Further, Yudhisthira’s bafflement and shock
are carefully conveyed in a series of questions that consistently increase the sense
of the hero’s suffering. Finally, Yudhisthira’s liminal state of cognition, being
both awake and asleep, which is crucial to the MBh narrative and ultimately leads
to his condemnation of Dharma, is carefully preserved by the poet:

How is it that these good people are experiencing the fruit of bad deeds while
this villain, Duryodhana [Nagaketu ‘one whose flag depicts a snake’], is
enjoying happiness in heaven? How is it possible? Am I dreaming or am I
awake? Or else, is this an error of my perception?*”

28 T wish to thank Dr. Nagaraja Rao for bringing to my attention that according to Panini, the
suffix cara at the end of a compound means — ‘that had been X previously’. See also appendix IV
below.

29 See SApra. campii 7.

20 atha katham ami sukrtino duskrtaphalam anubhavanti papakarma nagaketur nakasukham
anubhurikte kim idam kim nu supto *smi kim va jagarmi athava mama cittavibhramah iti | (SApra.
Campi 8).
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Not only does the poet employ the same Sanskrit verb (garh)®' as the
MBh’s to describe the condemnation, but the act itself is amplified as Yudhisthira
explicitly denounces Indra together with his father, Dharma, and the other gods:

[Yudhisthira] in whom anger and a hundred worries arose, damned Indra [the
God of Hundred-fold Wrath], Dharma and the [other] gods.**

The author of the SA prabandha clearly perceived this event as a significant
moment in the text. It is a wrathful condemnation, directed not only against
Dharma and the other gods, but also against the perfidious Indra, whose share in
deceiving Yudhisthira and whose responsibility for the arduous and agonizing
trials the hero endured is no less than that of Dharma. This choice on the part of
the poet is justified in the final verses of the prabandha, where the poet
emphasizes Indra’s responsibility for Yudhisthira’s misfortune. Accordingly, the
king of the gods admits before his victim that the illusory hell (mayamaye ’tra

narake) Yudhisthira had fallen to was the product of his own deceit (chalena).*”

1 Note, that as opposed to Ksemendra and Amaracandra who use the Sanskrit verb nind to depict
the condemnation (of fate and Indra, respectively), the poet of the prabandha uses the same verb
as the MBh. The importance of this verb (garh) in the MBh and its relation to nind are discussed
in the fourth chapter of this thesis below.

22 janitacintasatamanyuh Satamanyum amaran dharmam ca garhayan | (SApra. Campii 9).

23 See SApra. 37-38.
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Conclusion

This chapter discussed, what I call, a literary lacuna in the Indian tradition
regarding the ending of its longest, and perhaps most revered, epic. I argued that
the SA’s neglect in the Sanskrit literature that revolves around the MBh results
from the profound ambivalence that the epic’s conclusion aroused in the later
tradition, and that nearly every later adaptation reflects this ambivalence, whether
it narrates a partial or complete storyline of the narrative.

The first section of this chapter outlined several MBh adaptations of
(usually only) one episode of the epic. The abundance of these adaptations in the
later tradition revealed that the epic constituted an enticing source for later poets,
who re-adapted many of its famous stories, but were still decidedly averse to
recounting the SA. Another, less frequent type of adaptation, was then discussed,
in which several episodes of the MBh were addressed. I argued that retellings of
this kind form substitute sequences to the epic narrative and that by forming
various types of sequences and in choosing to conclude them at an earlier point
than the SA, the authors of such works effectively offer alternative endings to the
MBh. Nonetheless, all of these ‘new’ versions of the ending render a happy,
saccharine coating to the MBh’s problematic conclusion, as retellings of this kind
usually culminate with a Pandava victory at the battlefield or with Yudhisthira’s
long lasting reign.

Having discussed adaptations that avoid narrating the MBh’s conclusion,
this chapter then looked at adaptations of the entire narrative. Three epitomes of
the MBh -- Ksemendra’s Bharatamaiijart, and the Balabharatas of Amaracandra

and Agastya -- were then analyzed using a set of distinct parameters regarding the
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problematic issues inherent in the epic’s ending. A close reading of these
epitomes allowed for outlining the divergences of these texts from the
sourcebook, their characteristic idiosyncrasies, and (potential) literary borrowings
from one work to the other. The most significant element that all the epitomes
share in their ambivalent stance toward the SA has been shown to be the omission
of Dharma from Yudhisthira’s condemnation: thus Ksemendra directs the
condemnation against fate’s ill-manner, Amaracandra aims it at Indra, while
Agastya does not even bother to recount this scene at all.

These findings demonstrated how in softening the disturbing ending of the
MBHh, later retellers effectively ‘pulled the sting” from the overwhelming paradox
of the Dharma-king denouncing Dharma. The epitomists who advanced these
pacifying solutions to the ending’s paradox further resolved the harsh conclusion
of the MBh by altering crucial incidents that give rise to Yudhisthira’s moment of
condemnation. Thus, none of them dwells on Yudhisthira’s existential crisis, nor
upon his monologue of despair, nor do they touch upon the uncanny and
agonizing state of liminal consciousness (being incapable to recognize the acutely
familiar voices of his brothers). Such scenes in particular are subject to severe
modification by the poets. Agastya discards them altogether, while Ksemendra
and Amaracandra devise various narratological techniques in order to attenuate
the full extent of these scenes’ implications for the MBh’s problematic ending.

Three apparent examples of the tendency to rid the SA of its problematic
issues have been noted in (1) the depiction of Yudhisthira negotiating the dog’s
entry into heaven; (2) the reorganization of the order of events; and, (3) the

portrayal of Yudhisthira’s monologue of despair in the form of a dialogue with
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the envoy of the gods. By presenting Yudhisthira negotiating the entry of his dog
into heaven with Indra, Ksemendra and Amaracandra have considerably
weakened the association that the MBh makes between the term bhakta and the
ideal of anrsamsya. The depiction of Yudhisthira bargaining with the lord of the
gods implies that for these poets of the later tradition, svarga or its attainment
mattered more than the ideal of not deserting one’s dependent due to non-
violence. Later retellers undermine these ideas and show them to be much less
important than how the MBh perceives them. In reversing the order of events by
situating Yudhisthira’s monologue after the act of condemnation, these poets use
the hero’s speech to explain, reason or legitimize the harshness of the act.
Delivering it in the form of a dialogue rather than of an inner monologue (as the
MBh narrates), the speech is framed within a discursive exchange that grants
meaning and order to the paradoxical, solitary, and disoriented moment that the
hero undergoes in the MBh.

Exhibiting the idiosyncratic elements in these works, the discussion
showed that despite their unique voices and stylistic choices, these poets’ were
united in their modification of the moment of condemnation and the clouding of
the scenes around it. Thus even Ksemendra, the most faithful of the poets (to the
MBh narrative), who even preserves linguistic terms that are most central to the
original text, ultimately modifies the sourcebook version in its most crucial
moment (by presenting Yudhisthira condemn fate instead of Dharma) so as to
advance a softer, more palatable version of the ending. Amaracandra’s
autonomous voice is characterized by a moralistic tone throughout his poem,

evident in his preoccupation with the dialogue of Yudhisthira and Indra and in his
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unflattering portrayal of the latter. Another distinct characteristic of his narration
is the attention to the psychological traits of his protagonists, manifest in the
assignment of emotional incentives for his heroes’ actions. The novelty and
marked potential of these new elements notwithstanding, Amaracandra, too,
refrains from accounting for Yudhisthira’s mental crisis, as well as for his
condemnation of his father. Finally, Agasyta, whose account of the epic’s
concluding books is the shortest, has been shown to be so preoccupied with
narrating the opening events of the MhP that he completely ignores the most
dramatic and crucial moments of the SA, thereby effectively nullifying the story
of the MBh of its own conclusion.

The fourth section of this chapter presented the Bharataprabandha (BP),
an original retelling of the MBh. Several of the difficulties concomitant with
studying this unique text were discussed, most notably the problems of its (as yet)
unknown authorship and time of writing. A number of related paths of enquiry
were offered, namely, its relation to the Cakyar kittu theatre in Kerala, and more
importantly, its relation to the prolific poet Melputtiir Narayana Bhatta.

Through a close reading of its final section, the SA prabandha, 1 argued
that the BP constitutes a valuable retelling of the epic’s ending that stands out in
its poetic expression, originality, as well as in its author’s virtuosic display of
language and storytelling. Despite its author’s overt affiliation with Vaisnava
devotionalism (bhakti), which finds expression throughout the poem, the author
of the prabandha is the sole MBh reteller who not only preserves the original
story but actually intensifies the drama enacted in it. Noting the importance of the

dog to the SA plot, the author addresses the issue with marked care: he notes that
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its presence is favourable to the Pandavas and, in doing so, augments the
importance of the trial set up for Yudhisthira by Dharma. Rather than depicting
the dog as a random, insignificant animal that is being warded off by the
protagonists (as the other epitomists do), the author of the prabandha directly
addresses this problematic issue of the SA. In emphasizing its positive effect on
the Pandavas, the poet sheds light on the SA’s bhakta theme and Yudhisthira’s
unwavering loyalty toward his dependent in the course of Dharma’s test.
Moreover, the moment of condemnation is dwelled upon at length in what
appears to be a rare acknowledgement by a later reteller of the protagonist’s
mental crisis. In a seeming return to the spirit of the sourcebook, the poet
elaborates upon the uncanniness of the voices’ identification in hell, the
protagonist’s liminal state of consciousness, and his monologue of despair that
leads to the condemnation of Dharma. Lastly, the poet reinforces Yudhisthira’s
condemnation of Dharma and the gods by including (and even foregrounding)
Indra in his discourse. As opposed to Ksemendra and Amaracandra, who narrate
the condemnation (of fate and Indra, respectively) with the Sanskrit verb nind, the
author of the prabandha uses the same verb as the MBh. This verb, garh, which
occurs in key narrative junctures of the epic, is a “marker” of the core meditation
that the entire epic is devoted to with regard to dharma, and its presence and
function point to a consistent thematic pattern throughout the narrative.**

The value of the SA prabandha retelling offers significant insight into the
diverse ways in which the epic’s problematic ending was received in the later

tradition. A close reading of this text in comparison with earlier retellings shows

2 See discussion in the fourth chapter of this thesis below.
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that, among the general resistance or silence that the MBh’s ending met with in
Indian tradition, the BP occupies a unique place. For, apart from the SA
prabandha, the reception of the ending in later tradition was almost always
characterized by a concealment of the condemnation of Dharma entirely, or by a
dimming of its harshness by various narratological means. The SA prabandha
thus offers vital evidence as to the reception of the epic in later generations from a
specific socio-cultural background, as it is the sole retelling we know of, in which
the paradox of the MBh’s conclusion is not only accurately reflected but actually

presented in graver intensity.
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Chapter 3

Sanskrit Poetical Theoreticians

This chapter discusses the stance of Sanskrit theoreticians toward the
MBh. Unlike Sanskrit poets who have largely neglected the SA (see previous
chapter above), the theoreticians have acknowledged the harsh nature of the
ending of the epic in their discourses. There are three literary theorists (all
originating from Kas$mir), who have discussed the MBh in the later tradition —
Anandavardhana, Abhinavagupta, and Kuntaka.

The following discussion dedicates a section to each theoretician in
chronological order, beginning with the earliest proponent, Anandavardhana, and
concluding with the latest, Kuntaka. Although I shall discuss them separately, it is
important to note that since Abhinavagupta is an exponent of Anandavardhana,
and as he had written a commentary on his predecessor’s magnum opus (the
Dhvanyaloka), my presentation of this critic partly discusses his views in relation
to those of Anandavardhana. This is also because his discourse on the MBh
addresses several challenges that his precursor’s work raises.

The argument voiced throughout this chapter is that in expressing their
views on the MBh, the theoreticians proposed alternative readings of the text that
underline ideological meanings within the epic. Accordingly, their respective
understandings of the epic evince what each of them perceived as its essence or

core theme.
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The theoreticians are unanimous in judging the ending of the MBh to be a
distasteful conclusion, which evokes a despondent feeling on the part of the
reader. However, the message emerging from their respective discourses is that
the aesthetic experience of the MBh somehow requires a disintegration of the
narrative’s wholeness. Both Anandavardhana and Abhinavagupta read the epic
through the prism of the theory of ‘aesthetic suggestion’ (dhvani), which stresses
the epic's goal as arousing ‘the sentiment of peace’ (santa rasa) and promoting
the human aim of liberation (moksa). While they emphasize the importance of the
epic’s culminating scenes as arousing santa rasa, they nonetheless refrain from
directly addressing the SA’s problematic issues. At the same time, their reading
of the MBh suggests that, apart from its concluding scenes, the rest of the
narrative is rather forgettable. The monolithic meaning that Anandavardhana and
Abhinavagupta find in the MBh results from imposing the dhvani theory on a
complex text which is, in many respects, resistant to dogmatic interpretations of
this kind. Kuntaka, whose discussion primarily centers upon the elegance of
poetic works and their aesthetic appeal, considers the MBh as a worthy source of
adaptation for later poets. Being more concerned with its adaptation and reception
than with the text itself, Kuntaka discusses its distasteful ending as a

quintessential example of a faulty conclusion that ought to be altered.
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1. Anandavardhana

Discussing the theory of suggestion (dhvani) in the fourth chapter of the
Dhvanyaloka, the Kashmiri poetician Anandavardhana (second half, ninth
century) advances two novel arguments regarding the MBh: first, that it is a
unified literary work; second, that it is governed by the aesthetic sentiment of
peace (§antarasa). Several scholars note that no writer before Anandavardhana
considered the MBh as a unified work of literature. Gary Tubb, for example,
points out the exceptional choice of Anandavardhana to view the MBh as a
unified poetic work: “... the Mahabharata, somewhat surprisingly, served as his
chief example of a work that fulfills in its entirety the demanding requirements of
poetic unity”.*® J. M. Masson and M. V. Patwardhan further note that,
“Anandavardhana shows that it [i.e. the MBh] is not only literature, but that it

99296

contains a unity of imaginative mood not even suspected by earlier writers.”*" In

order to apply the dhvani theory to the MBh, Anandavardhana broadens the epic’s
traditional classification as an akhyana by treating it as a kavya:*’

In the traditional view of history the Mahabharata ... was usually included in
the second category of composition, that of the @khyana, rather than in the
category of kavya; in its broader form that second category contains, along
with works of fiction, works of mythology and legendary history (itihasa),

and of these the Mahabharata is traditionally the foremost example.”®

»5 Gary Tubb, “Santarasa in the Mahabharata,” Essays on the Mahabharata, ed. A. Sharma,
Motilal Banarsidas, Delhi, 2007, p. 171.

2 J. M. Masson and M. V. Patwardhan, “The Dhvanyaloka and the Dhvanyalokalocana: A
Translation of the Fourth Uddyota, Pt. I,” Journal of the American Oriental Society, Vol. 97, No. 3
(Jul. — Sep., 1977): 285-304, p. 287.

27 «Anandavardhana then describes what gives these works their unity — the employment of a
single predominant rasa, to which all the other rasas are subordinated. And again his remark may
provoke some surprise, for in each of these works what he identifies as principal is not the heroic
flavour (virarasa) that one might expect to find predominating in an epic poem, but another
flavour altogether.” Tubb, (2007): 175.

2% Tubb, (2007): 174-5.
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However novel Anandavardhana’s ideological choice to view the MBh as a
unified work of literature may be, the same consideration appears to give rise to a
number of analytical tensions in his discourse. Although he emphasizes the unity
of this entire text, Anandavardhana ultimately bases his argument on the MBh’s
ending, treating it as both a kavya and a sastra:

. in the Mahabharata, which has the beauty of a kavya while being in

the form of a §astra,”” the great sage [Vyasa] has demonstrated that the

creation of dispassion [vairagya] is the principal purport of his work, by
composing a conclusion that produces a despondent feeling in response to
the sorry end of the Vrsnis and the Pandavas, and in doing so he has
suggested that what he intended as the principal subject of his poem is the
peaceful flavour [Santarasa] and the human aim marked by liberation
[mok.ya].M)

By drawing these bold conclusions from the work’s culminating scenes,
Anandavardhana conveys his views not only on its aesthetics, but also on its
ideological and philosophical meanings. Although he does not directly discuss the
SA’s problematic issues (more on this below), Anandavardhana does recognize it
as a disagreeable ending (virasavasana), which produces a despondent feeling
(vaimansya-dayinim). However, viewing santarasa as the predominant flavour of
the entire MBh, and arguing that this text is essentially about moksa and vairagya

(‘dispassion’), as Anandavardhana claims, is not an obvious perspective on the

2 In his Vrtti on 4.5, Anandavardhana further explains, “... what is intended in the Mahabharata
is, from the didactic point of view, solely the highest human aim characterized by liberation, and,
from the poetic point of view, the flavour of peace, characterized by the fostering of the happiness
produced by the extinction of craving, as the predominant rasa”. Translated by Tubb, (2007): 199.
moksalaksana evaikah parah purusarthah sastranaye, kavyanaye ca
trsnaksayasukhapariposalaksanah Santo raso mahdabharatasyangitvena vivaksita iti supratipaditam
/ Sanskrit text from The Dhvanyaloka of Srimadanandavardhanacarya with the Locana of
Srimadabhinavagupta, trans. Jaganatha Pathak, Chowkhamba Vidyabhavan Press, Varanasi, 2003,
p- 576. See also Masson and Patwardhan, (1977a): 297.

3 mahabharate ’pi Sastrariipe kavyacchayanvayini vrsnipandavavirasavasanavaimanasyadayinim
samaptim upanibadhnata mahamunind vairagyajananatatparyam pradhdanyena svaprabandhasya
darSayatda moksalaksanah purusarthah santo rasas ca mukhyataya vivaksavisayatvena sicitah /
(Dhvanyaloka, 4.5). Translated by Tubb, (2007): 176.
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MBh. It implies that Anandavardhana perceives the MBh as an ambiguous text
which leaves its listeners and readers uneasy.

Anandavardhana’s view on the MBh thus exhibits a certain discrepancy.
On the one hand, he considers, in fact stresses, that the MBh is a unified poem, a
kavya. On the other hand, his discussion of the MBh and the arguments voiced
therein are based on the work’s conclusion (samdaptim) alone. As such, this
approach renders large portions of the MBh less important on account of their
potential for triggering impressions other than the main, santarasa flavour, which
is most effectively aroused by the narrative’s concluding scenes. Anandavardhana
explicitly states this when he notes that one ought to discard the virarasa, or any
other aesthetic impression for that matter, should this rasa contradict the
predominant one in a certain poem: "one must abandon anything in the original
story that is contrary to the appropriate flavour [i.e. santa, in the case of the
MBh]".*"" In other words, the critic holds that the predominant rasa in a unified
work of literature overrides any other sentiments that may be provoked in the

course of an aesthetic experience:

If in larger works a certain flavour is taken up first, and then becomes lasting
by being brought in again and again, then, since that flavour pervades the
entire composition, its predominance is not destroyed by the coexistence with
it of other flavours that appear at intervals.*”

These observations on the MBh prompt several questions — the most

crucial of which is how (then), are we to view the entirety of this text? If this

31 Translated by Tubb, (2007): 185.

itivrttavasayatam tyaktvananugunam sthitim /

utpreksyapi antarabhistarasocitakathonnayah || Dhvanyaloka, 3.11.

392 Translated by Tubb, (2007): 182.

prabandhesu prathamataram prastutah san punah punar anusandhiyamanatvena sthayr yo rasas
tasya sakalabandhavyapino rasantarair anataralavartibhih samaveso yah sa nangitam upahanti /

Dhvanyaloka, 3.22.
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entire work, as Anandavardhana argues, is aimed at evoking the flavour of peace
by advancing the notion of moksa; and since this outcome principally depends on
the aesthetic experience that the ending of the MBh arouses, then, what meaning
or validity could we assign to the text’s chronology, or its progression within a
distinguishable sequence of events? What is the weight of all the occurrences
taking place in the MBh prior to its ending? Does Anandavardhana’s theory
suggest that we are to dispense with it altogether? If so, then how is this
perspective commensurate with Anandavardhana’s conviction that the entire
MBh is a design of its author? If this work was created solely to advance the
notion of moksa, then why would its author compose such a gigantic literary work
and not settle, for instance, for the Bhagavadgita episode alone, which is, as
Anandavardhana himself emphatically claims, better suited to Vyasa’s general
purport?’” If, in other words, this work has a homogenous aim, then why would
its author bother to compose such a lengthy text whose thematic diversity and
encyclopaedic nature are (considered to be, at least) its very cornerstones?

Tubb likewise notes that in relying chiefly on the ending,
Anandavardhana’s discussion of the epic’s Santarasa somewhat undermines the
narrative’s integrality: "It is true", says Tubb, "that towards the end of the poem,

in the events culminating in the ascent to heaven ..., Yudhisthira is finally

3 See Vrtti on Dhvanyaloka 4.5: “[...] And the depiction of the deeds of the Pandavas and the
others — since its purport is the production of dispassion, and since dispassion is the root of
liberation, and since liberation is the means of attaining the Lord — is, indirectly, simply a means to
the attainment of the Supreme Brahma, which is set forth as the principal topic in such passages
such as the Gita. Furthermore, the one referred to in being denoted by such names as “Vasudeva”
is the Supreme Brahma — the abode of unlimited power, which has become well known by those
names in others passages such as the Gita [...]” Translated by Tubb, (2007): 197-8. See also
discussion on pages 173-174 below.

[...] pandavadicaritavarnanasyapi vairagyajananatatparyad vairagyasya ca moksamitlatvan
moksasya ca bhagavatpraptyupayatvena mukhyataya gitadisu pradarSitatvat
paramabrahmapraptyupayatvam eva. paramparaya vasudevadisamjiiabhidheyatvena
caparimitasSaktyaspadam param brahma gitadipradesantaresu [...] /
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prompted by weariness and disappointment to leave the world behind him. But if,
as Anandavardhana expressly maintains, the flavour of peace is supposed to be
the angi rasa in the Mahabharata, then it ought to be predominant throughout the
work and not merely come into prominence at the end."*"

It would appear that Anandavardhana himself senses that there exists a
difficulty in imposing a single predominant rasa of this kind (santa) on such a
stupendous and complex literary work. In order to resolve this, he invents an
opponent (piirvapaksin) to argue against him. The imagined opponent delivers a
lucid presentation of the problem, stating that since this specific term, that is,
santarasa, does not appear in the MBh'’s list of contents (the anukramani), where
it ought to have been included had it indeed been a vital notion in the text; and
since the MBh itself declares that it contains everything there is, that is, including
the four human life-goals (sarvapurusarthah),”” then it follows that even though
moksa is potentially one subject that the work is dedicated to, it certainly cannot
be the only nor the most predominant one! Anandavardhana’s response to his
opponent offers a truly subversive reading of the MBh. Although he admits
before the piirvapaksin that the term (Santarasa) is absent from the list of
contents, he subsequently claims that, contrary to expectation, the main subject of
this long story is not the Pandavas, or their deeds, or in fact, any other seeming

theme around which the MBh revolves; but rather, its real artha (‘aim; purpose;

3094 Tubb, (2007): 182.

3% dharme carthe ca kame ca mokse ca bharatarsabha |

vad ihdsti tad anyatra yan nehasti na tat kvacit //f MBh, 1.56.33

“O bull of the Bharata race, [this story revolves around the four human life aims:] dharma
[‘duty’l, artha [*wealth’], kama [ ‘pleasure; enjoyment’] and moksa [‘liberation’]. What is included
in this story may be found elsewhere, but what is not here is nowhere to be found.”
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meaning’) is moksa and the removal of avidya by means of cultivating devotion to
Krsna Vasudeva:

[Here one may make the following objection.] Everything contained in the
MBAh is given in its list of contents, and this does not appear there; on the
contrary, it is explicitly made known in that list that the MBh is the source of
knowledge on all the aims of human life, and that it contains all rasas within it.

On this we say [the following]. True, it is not explicitly set forth by the list
that in the MBh it is the flavour of peace that is predominant, and that among
all the aims of human life it is liberation that is foremost.

But it is conveyed through suggestion in this statement: "And here the
eternal Lord Vasudeva is praised".*” For through this statement is meant to be
conveyed, by means of suggestion, the idea that here in the MBh all the deeds
of the Pandavas that are praised come to a painful end and are by nature a
manifestation of nescience, whereas the Lord Vasudeva who is praised here is
absolutely real. Therefore, it is only to that Blessed Lord that you should be
devoted; do not be enamoured of empty glories or wholeheartedly attach
yourselves to any one of those [worldly accomplishments] such as policy,
training, or prowess. So also the statements in subsequent passages are seen
quite clearly to be expressing that very idea, “Behold the insubstantiality of this
world,” and [in doing so] are aided by the power of suggestiveness. The verses
that follow immediately, “For he is the Real”,*” etc., are observed to reveal as
their inner meaning the same sort of notion.*”

Anandavardhana argues that this whole book was designed by its author to
promulgate the notion of moksa. Unlike the way the MBh is commonly perceived
-- as a story relating the life and deeds of the five Pandava brothers, and recording
the protagonists’ colossal strife with their Kaurava cousins -- Anandavardhana

teaches us, that since its events are a form of the relative creation by avidya

306 Anandavardhana cites here MBh, 1.1.193ab: bhagavan vasudevas ca kirtyate ’tra sanatanah |
307 Anandavardhana cites here MBh, 1.1.193cd: sa hi satyam rtam caiva pavitram punyam eva ca /|
3% Vrtti on Dhvanyaloka 4.5: nanu mahabharate yavanvivaksavisayah so "nukramanyam sarva
evanukranto na caitat tatra drsyate, pratyuta sarvapurusarthaprabodhahetutvam
sarvarasagarbhatvam ca mahabhdratasya tasminn uddese svasabdaniveditatvena pratiyate.
atrocyate - satyam santasyaiva rasasyangitvam mahabhdrate moksasya ca sarvapurusarthebhyah
pradhanyam ity etan na svasabdabhidheyatvenanukramnya darsitam, darSitam tu vyangyatvena —
“bhagavan vasudevas ca kirtyate ’tra sandtanah” ity asmin vakye. anena hy ayam artho
vyangyatvena vivaksito yad atra mahabhdrate pandavadicaritam yat kirtyate tat sarvam
avasanavirasam avidyapraparicariapam ca, paramartha bhavitacetaso, ma bhiita vibhiitisu
nihsarasu ragino gunesu va nayavinayaparakramadisu amisi kevalesu kesucit sarvatmanad
pratinivistadhiyah. tatha cagre — pasyata nihsaratam samsarasyety amum evartham dyotayan
sphutam evavabhasate vyaiijakasaktyanugrhitas ca Sabdah. evamvidham evartham garbhikrtam
samdarSayanto 'nantarasioka laksyante — “sa hi satvam” ityadayah [ Translated by Tubb, (2007):
195-6.
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(avidya-prapariica-riipam), then its actual subject is Vasudeva, for he alone is the
embodiment of vidya. Anandavardhana’s response to the sound piirvapaksa
argument is exemplified by an Adi parvan verse that eulogizes Vasudeva (‘for he
is the real’). Based on this verse, the reading Anandavardhana offers for the entire
narrative highlights what he perceives as the true meaning of the MBh, which is
encapsulated in the figure of Vasudeva:

Therefore, the statement cited from the list of contents, by revealing the
impermanence of everything other than the Lord, has firmly established that
what is intended in the Mahabharata is, from the didactic point of view,
solely the highest human aim characterized by liberation, and, from the poetic
point of view, the flavour of peace, characterized by the fostering of the
happiness produced by the extinction of craving, as the predominant rasa.
And because this meaning is absolutely essential, it is made known through
suggestion, not through explicit denotation. And it is quite well known in
sophisticated and learned circles that one’s ultimate intention is revealed
through suggestion, rather than through direct and explicit statement.*”

It should be noted that the arguments regarding Vasudeva’s permanence
(nityatd), and the embodiment of the highest truth (paramartha-satya-svariipa) are
somewhat inconsistent with Anandavardhana’s previous remarks. In these earlier
statements he expressly argued that a marked manifestation of avidya in the MBh
emerges from “the sorry end of the Vrsnis and the Pandavas” (vrsni-pandava-
virasavasana). Since Krsna himself is a Vrsni, and meets with his own sorry end
in the MBh narrative as well, this account somewhat counters the consideration of
Krsna as being “absolutely real” (paramartha-satya-svariipa), as this would imply

that he should be resistant to such a pathetic demise. If it is their death that

39 Vrtti on Dhvanyaloka 4.5: tad evam anukramninirdistena vakyena bhagavadvyatirekinah
sarvasyanyasyanityatam prakasyata moksalaksana evaikah parah purusarthah sastranaye,
kavyanaye ca trsnaksayasukhapariposalaksanah santo raso mahabharatasyangitvena vivaksita iti
supratipaditam. atyantasarabhiitatvdac cayam artho vyangyatvenaiva darsito na tu vacyatvena.
sarabhiito hy arthah svasabdanabhidheyatvena prakasitah sutaram eva Sobham avahati.
prasiddhis ceyam asty eva vidagdhavidvatparisatsu yad abhimatataram vastu vyangyatvena
prakasyate na saksacchabdavacyatvena [ Translated by Tubb, (2007): 199.
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Anandavardhana judges as disagreeable (virasa), then one cannot overlook the
fact that Krsna’s death in the MBh is no less pathetic than that of the Pandavas.
Moreover, it should be recalled that his eventual destruction in the MBh
materializes Gandhari’s curse of the god himself to be killed by a hunter called
Jara (‘old age’), in avenging her 100 sons’ death due to Krsna’s numerous
trickeries and deceptions during the battle. It would consequently appear that
Anandavardhana uses the story of the MBh selectively insofar as it reflects his
aesthetic theory. His reading of certain events in the text appears to be utilitarian
for conveying his ideology of dhvani. In my opinion, Anandavardhana’s theory of
suggestion is imposed too strongly on the MBh; for he reads too much into the
text when it serves his theory, and reads too little when the narrative challenges
his ideology. This allows Anandavardhana to offer an overall meaning for this
complex text. In conveying this meaning (which emerges particularly from the
narrative’s concluding scenes), Anandavardhana’s reading of the MBh urges a
sensitive reader (sahrdaya) to discard large portions of the epic narrative; even as
the argument for its constituting a complete work of literature is supported by
very few elements that demonstrate this meaning’s permeability throughout the
text.

Furthermore, there is an important omission in Anandavardhana’s
argument. Despite the way the ending is carried out, Anandavardhana suggests
that it is eventually meant to produce a peaceful sentiment in the reader. Though
he refers to notions such as nirveda (‘indifference’) and vairagya (‘dispassion’),
which accompany the santarasa, he does not mention what precisely it is in the

MBh that arouses such sentiments of dispassion. In other words, he does not
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identify those elements of the text which make the reader feel this particular sense
of indifference that constitutes the santarasa. One can sense that Anandavardhana
hints at the epic’s obsessive preoccupation with dharma and the many doubts,
hesitations and dilemmas which its protagonists experience in regard to dharma.
He may even allude to the paradox of Yudhisthira censuring dharma, yet merely
insinuating the problem, Anandavardhana abstains from addressing it directly. In
my opinion, Anandavardhana is motivated to find a more comforting meaning in
the epic. By establishing that the entire MBh arouses the santarasa,
Anandavardhana imposes his aesthetic theory on this monumental and chaotic
text. And in refraining from tackling the ending’s problematic issues and failing to
pin down which elements thereof eventually arouse the santarasa,
Anandavardhana is partly dismissive toward it.

The all-engrossing meaning that Anandavardhana finds in the MBh is
perhaps most visible in his remarks on the Harivamsa. Anandavardhana claims
that Vyasa intentionally presents the genealogy of Hari at the end of the MBh, and
that by means of this authorial choice he highlights the true aim of his
composition. Therefore, the fact that the epic concludes with the Harivamsa
appendix proves, according to Anandavardhana, that this text is about the
knowledge of truth, and the removal of avidya. Through suggestion (dhvani), the
poet of this text meant to show, in Anandavardhana’s opinion, that its real artha
(‘aim; purpose’) is essentially Hari:

And that same master poet, Krsna Dvaipayana [i.e., Vyasa], has made this
deep and beautiful meaning completely clear by using the depiction of the
genealogy of Hari [the Harivamsa] as his conclusion at the end of the MBh.
And by virtue of this meaning, which impels one toward an abundance of

devotion for that other reality that transcends transmigratory existence, all the
activities of transmigratory life appear in their entirety as simply a prima
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facie view. And the depiction of the abundant greatness of deities and sacred
bathing places and austerities and so on is due to their being means to the
attainment of that same Supreme Brahma, and the depiction of particular
gods and others is due solely to their being manifestations of the powers of
that Brahma. And the depiction of the deeds of the Pandavas and the others —
since its purport is the production of dispassion, and since dispassion is the
root of liberation, and since liberation is the means of attaining the Lord — is,
indirectly, simply a means to the attainment of the Supreme Brahma, which is
set forth as the principal topic in such passages such as the Gita.

Furthermore, the one referred to in being denoted by such names as
“Vasudeva” is the Supreme Brahma — the abode of unlimited power, which
has become well known by those names in others passages such as the Gita,
and whose entire nature was taken in the incarnation at Mathura — rather than
merely a portion of it that took birth at Mathura [i.e., Krsna], because [the
names are] qualified by the word “eternal,” and because we see that in the
Ramayana and elsewhere this name is applied to other forms of the Lord.
And this meaning [of the name] has been ascertained by the grammarians
themselves.*"

Thus treating the narrative’s concluding passages, Anandavardhana
resolves the tension between his adamant consideration of the MBh as a unitary
work of literature, and the great deal of importance his discourse grants to its final
passages. For this purpose, he introduces an additional novel idea in the theory of
suggestion. Tubb points out that Anandavardhana considers the MBh as evoking a
state of mind in the reader which is brought about by the suggestiveness of the
contents of the poem. This is unusual for the standard form of correspondence in

the basic theory of the suggestion of rasa, where the aesthetic response of the

319 Vrtti on Dhvanyaloka 4.5: ayam ca nigiidharamaniyo ’rtho mahabharatavasane
harivamSavarnanena samaptim vidadhata tenaiva kavivedhasa krsnadvaipayanena samyak
sphitikrtah. anena carthena samsaratite tattvantare bhaktytiSayam pravartyata sakala eva
samsariko vyavaharah piirvapaksikrto nyaksena prakasate. devatatirthatapahprabhrtinam ca
prabhavatisayavarnanam tasyaiva parabrahmanah. praptyupayatvena tadvibhititvenaiva
devatavisesesanam anyesam ca. pandavadicaritavarnanasyapi vairagyajananatatparyad
vairagyasya ca moksamilatvan moksasya ca bhagavatpraptyupayatvena mukhyataya gitadisu
pradarsitatvat paramabrahmapraptyupayatvam eva. paramparaya
vasudevadisamjiiabhidheyatvena caparimitasaktyaspadam param brahma gitadipradesantaresu
tadabhidhanatvena labdhaprasiddhi mathurapradurbhavanukrtasakalasvariipam vivaksitam na tu
mathurapradurbhavamsa eva, sanatanasabdavisesitatvat. ramayanadisu canayd samjiiaya
bhagavanmiirtyantare vyavabharadarsanat. nirnitas cayam arthah Sabdatattvavidbhir eva |
Translated by Tubb, (2007): 197-8.
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reader or spectator comes about through correspondence with the heroes’
emotions. Anandavardhana thus considers the MBh as producing its effect of rasa
not instantly, but with a discernible sequence of time. This form of suggestion,
that of ‘“suggestion based on the power of the meaning, with a discernible
sequence” (arthaSaktimila-samlaksyakrama-dhvani), is also called suggestion
through “aftertone” (anuranana), because it does not accomplish its effect until
the reader has taken the time to ponder the work:*"!

The result of this insistence [i.e. Anandavardhana's insistence on the

evocation of the santarasa through a suggestion of “aftertone’] is to assure us

that we must not expect to find a neat and clear pattern of manipulation of the

elements associated with rasa, but rather must be attentive to the cumulative
effect of less obvious processes.’'

There is no doubt that Anandavardhana was one of the most brilliant and
novel Indian thinkers of his time. His ingenuity emerges even from the few
extracts of his work discussed above: for in addressing the problem of the MBh
failing to provoke an immediate aesthetic response in the reader, Anandavardhana
resorts to higher and creative plains of thought. However, as is often the case with
abstract theoretical discussions, Anandavardhana’s understanding of the santarasa
in the MBh opens ground for further extensive discussions. Insofar as the
intriguing idea of the rasa “aftertone” effect, for example, is concerned, several
theoretical questions remain unresolved with regard to the MBh. One wonders for
instance, whether particular events in the MBh plot are more prone to provoke the

“aftertone” response? Whether the effect on the reader is universal or dependant

311 See Tubb, (2007): 198: "It seems clear from all this that what Anandavardhana considers the
primary end of the Mahabhdrata is a state of mind in the reader evoked by the suggestiveness of
the contents of the poem, but not an aesthetic response corresponding to the emotions of the
characters within the poem through the standard form of correspondence that is involved in the
basic theory of the suggestion of rasa."

12 ibid., p. 200.
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on particular conditions? Are only sensitive readers/spectators (sahrdaya) inclined
to sense this? What is the profile of a sensitive sahrdaya who is liable to fully
grasp the cumulative emotional effect of the MBh? And finally, are all “sahrdaya-
experiences” of the MBh “aftertone” effect identical? If not, then what are the
causes for such distinct impressions?

In his important discourse on the MBh, the critic submits several
unresolved issues, which were further addressed by Anandavardhana’s main
exponent, the theoretician Abhinavagupta. The following discussion argues that in
sensing the questions that Anandavardhana’s theory raises, Abhinavagupta

attempted to resolve them.

2. Abhinavagupta

The Kashmiri poetician Abhinavagupta (c. 950-1020) composed the
commentary Dhvanydaloka-locana on Anandavardhana’s work. As noted by
Lawrence McCrea, Abhinavagupta generally elaborates on his predecessor’s
discourse, but he also sheds light on several unclear points in the Dhvanyaloka:

Unlike Anandavardhana, Abhinavagupta does not leave his reader in the dark
as to his views on the major linguistic controversies of his day.*"

In the course of his commentary on the Dhvanyaloka, Abhinavagupta departs
in many important respects from the stated views of Anandavardhana; but in
doing so he often seems to carry the implications of Anandavardhana’s
theory through to their logical conclusion in a way Anandavardhana himself
was reluctant to do.*

313 Lawrence J. McCrea, The Teleology of Poetics in Medieval Kashmir, Harvard University Press,
2008, pp. 365-6.
314 ibid., p. 396.
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While addressing the problematic issues in Anandavardhana’s discourse on the
MBh, Abhinavagupta often attempts to resolve them with his own creative and
individualistic input. Nevertheless, it should be emphasized that as an exponent of
Anandavardhana, Abhinavagupta adopts his precursor’s fundamental assumptions
on the MBh. He first considers the epic as a unitary work of literature, and
embraces its uncommon classification as pertaining to the category of kavya. J. M.
Masson and M. V. Patwardhan, whose book, Santarasa and Abhinavagupta’s
Philosophy of Aesthetics, is dedicated to the study of Abhinavagupta’s
understanding of the flavour of peace, outline these points in his discourse, as
follows:

One corollary of his theories ... is that rasa becomes available not only to
poetry and the theatre but to all literature. Generally rasa is only possible in
kavya or natya. But the Mahabharata is after all already an exception since it
cannot be considered kavya in the strict definition of the term. Yet both
Ananda and Abhinava give it the careful literary attention it deserves.*'

The second essential element that Abhinavagupta adopts from the
Dhvanyaloka is in viewing the MBh as governed by the aesthetic sentiment of
peace (Santarasa). Masson and Patwardhan further argue that although
Anandavardhana opened the discussion on the santarasa in Sanskrit poetics, it is
Abhinavagupta who conveys it in a more articulated form. One such instance
comes from his consideration of the “aftertone” effect associated with the MBh.
Masson and Patwardhan point out that according to Abhinavagupta, the
cumulative effect that the MBh supposedly provokes in its readers results from

the very attributes of the santarasa which the scholars describe as prescriptive by

315 7. M. Masson and M. V. Patwardhan, Santarasa and Abhinavagupta’s Philosophy of Aesthetics,
Bhandarkar Oriental Research Institute, 1969, Poona, p. 13.
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nature. As such, this particular mood encourages a reader or spectator of the MBh
to change his or her life:

The one thing that santarasa does that no other rasa can, is that it disturbs us.
If we really believe the message that any successful play dealing with
Santarasa tells us, we hear what Rilke said was the final lesson of all great
literature: “You must change your life.” By powerful arguments, Abhinava
attempts to show that this quality of transcendence, which we must admit in
Santarasa ... applies equally well to good literature. The greatest example,
which Ananda was apparently the first critic in Sanskrit literature to notice, is
the Mahabharata. Before Ananda nobody ever considered the possibility of
looking at a piece of literature as a unified whole, with a single dominant
suggestive atmosphere, and certainly not something of such gigantic
proportions as the Mahabharata. But both Ananda and following him,
Abhinava, insist on the overwhelming experience that reading the
Mahabharata provides. As unhappiness and doom succeed one another in a
seemingly endless display of the vanity of this world; as we slowly become
aware of the folly of trusting to the external world to bring happiness; as one
after another the heroes of the epic whom we have come to know over
volumes and volumes fade from existence and everything seems to desiccate
and near its end, the reader is invaded by a sense of doom, a sense of the
uselessness of strife, and he is eventually instilled with a craving for
tranquillity, for an end to human suffering and misery. If our reading is
extensive enough, concentrated enough, with no distractions from the outside
world, then we can induce in ourselves a profound imaginative experience of
tranquillity, santarasa. The Mahdabharata remains for Sanskrit literary critics
the supreme example of this mood, this imaginative creation. It is not
surprising that Ananda is at his most eloquent when he describes this
experience in great detail in the fourth Uddyota of his Dhvanydloka. The
passage was clearly a powerful influence in Abhinava’s theories.*'

Another example for Abhinavagupta’s elucidation of certain obscure points
in Anandavardhana’s long discourse on the MBh, emerges from his remarks on
the sahrdaya notion. Masson and Patwardhan summarize Abhinavagupta’s
definition of the profile of a sensitive reader/spectator and his or her intricate
experience of rasa, as constituted by the following features:

Watching a play or reading a poem for the sensitive reader (sahrdaya) entails
a loss of the sense of present time and space. All worldly considerations for

316 ibid., pp. 8-9.
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the time being cease. Since we are not indifferent (tatastha) to what is taking
place, our involvement must be of a purer variety than we normally
experience. We are not directly and personally involved, so the usual medley
of desires and anxieties dissolve. Our hearts respond sympathetically
(hrdayasamvada) but not selfishly. Finally the response becomes total, all-
engrossing, and we identify with the situation depicted (tanmayibhavana).
The ego is transcended, and for the duration of the aesthetic experience, the
normal waking “I” is suspended. Once this actually happens, we suddenly
find that our responses are not like anything we have hitherto experienced,
for now that all normal emotions are gone, now that the hard knot of
“selfless” has been untied, we find ourselves in an unprecedented state of
mental and emotional calm. The purity of our emotion and the intensity of it
take us to a higher level of pleasure than we could know before — we
experience sheer undifferentiated bliss (anandaikaghana) for we have come
into direct contact with the deepest recesses of our own unconscious where
the memory of a primeval unity between man and the universe is still strong.
Inadvertently, says Abhinavagupta, we have arrived at the same inner terrain
as that occupied by the mystic, though our aim was very different from his.
Such an experience cannot but make us impatient with the ordinary turmoil
of emotions that is our inner life, and though Abhinava never explicitly says
so, one cannot help feeling that he expects the reader to search out now these
experiences on a more permanent basis.’"’

One of the difficult challenges that Anandavardhana’s discourse on the
MBh presents before its exponent is that although Anandavardhana emphatically
maintains that the conclusion of the MBh is a sorry end, he nonetheless fails to
address the exact nature of its problematic issues. Abhinavagupta provides a more
precise and comprehensive meaning to this judgement of the epic’s conclusion.
While Anandavardhana often repeats the statement “pandavadicaritam” - ‘the
deeds of the Pandavas and the others’ in discussing the epic’s concluding scenes,
he abstains from referring to any specific event or a particular narrative moment
on account of which he judges the ending disagreeable. Abhinavagupta expounds
on this slightly vague expression by pinning down those elements of the narrative

that produce a despondent feeling:

37 ibid., pp. 7-8.
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The mutual destruction of the Vrsnis, the end of the Pandavas by

experiencing undeserved troubles on their great journey [north, to death], and

Krsna’s destruction by a hunter, show that everybody’s end was pathetic.’'®

Abhinavagupta thus stipulates that the pathetic ending of the epic results from the
mutual massacre of the Vrsnis in the Mausala parvan, the unjust anguish of the
Pandavas during the departure from the world prior to their death in the
Mahaprasthanika, and lastly, the demise of Krsna in the Mausala parvan. On the
face of it, these specifications add a sounder base to Anandavardhana’s argument
regarding the MBh as producing sentiments like nirveda (‘dispassion’,
‘indifference’). In highlighting these particular events, Abhinavagupta presumably
points out -- that in witnessing these final scenes after having developed an
attachment for the heroes of this long story, and having been made to observe
their terrible demise -- that the reader of the MBh is by now discouraged by a
sense of indifference that generates the realization that ultimately, this work
essentially revolves around the futility of the human condition as conditioned by
avidya. In this manner, Abhinavagupta indirectly addresses two of
Anandavardhana’s arguments. He first says that the MBh provokes an “aftertone”
effect in its readers, rather than an immediate response. Second, he tackles
Anandavardhana’s insistence that the subject of this poem is centred upon an
abstract ideal (characterized by the human aim of liberation), rather than the
relation of repetitious occurrences in the lives and deeds of its heroes.

The thorniest challenge, however, that the Dhvanyaloka presents

Abhinavagupta comes from Anandavardhana’s debate with his imaginary

38 Locana on 4.5: vrsninam parasparaksayah, pandavanam api mahapathaklesenanucita vipattih,
krsnasyapi vyadhad vidhvamsa iti sarvasyapi virasam evavasanam iti [ Translated by J. M. Masson
and M. V. Patwardhan, “The Dhvanyaloka and the Dhvanyalokalocana: A Translation of the
Fourth Uddyota, Pt. I, Journal of the American Oriental Society, Vol. 97, No. 4 (Oct. — Dec.,
1977): 423-440, p. 427.

180



opponent. This dispute, which was presumably perceived by Abhinavagupta as
meriting a more thorough treatment than the one offered by Anandavardhana,
seems to have particularly caught his attention. Thus, responding to the
pirvapaksin -- whose argument highlights the absence of the santarasa from the
anukramant and gathers further validity from the fact that these passages candidly
declare that the MBh contains (in equal measure) the four human life goals (and
not merely moksa) -- Abhinavagupta states:

Although it has been said: “And in dharma, and in artha, and in kama, and in
moksa,” nevertheless the four “ands” amount to this, that although the
essence of dharma, artha, and kama [as described in the Mahdabhdrata] can
be found elsewhere, [i.e., in works other than the Mahdabhdrata], nonetheless,
the fact that they ultimately come to a pathetic end is to be found here only.
But the paramount importance (sarata) of the nature of moksa can be seen
only here [in the Mahabharata].*"

Abhinavagupta’s understanding of the phrase “what is not here is nowhere
to be found” (a key MBh self-reflective expression) is that although one may
encounter everything that the MBh displays elsewhere, the heroes’ pathetic
ending cannot be found anywhere else. In other words, a disconcerting conclusion
of this kind is judged by Abhinavagupta as a paramount and inimitable asset of
the MBh, for no other text can possibly emulate misery of such a degree.
Paradoxically enough, Abhinavagupta maintains that the pride and glory of the
MBh is in its offering a terrible conclusion, whose singularity eventually propels
one to seriously reflect the ideal of moksa.

Abhinavagupta’s most interesting remarks on the Dhvanyaloka 4.5 tackle

the latent tension that Anandavardhana’s assertions arouse regarding the

39 Locana on 4.5: yadyapi “dharme carthe ca kame ca mokse ce”ty uktam, tathdapi catvaras$ cakara
evam ahuh - yadyapi dharmarthakamanam sarvasvam tadrn nasti yadanyatra na vidyate, tathapi
paryantavirasatvam atraivavalokyatam. mokse tu yadripam tasya saratatraiva vicaryatam iti /
Translated by Masson and Patwardhan, (1977b): 427.
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problematic relations between santarasa and moksa. Since an association between
the aesthetic experience of the flavour of peace and the human aim of liberation
has implications for the way one ought to view the MBh — as a work of literature
(kavya) or as a prescriptive manual text (sastra) - the discord between these terms
presents a challenge for both poeticians in their considerations of the MBh.
Addressing this, Abhinavagupta states the following:

“Looking at the Mahabharata as a sastra.” The designation of purusartha [in
general] is appropriate [for the subject matter of the Mahdbharata], in the
sense of “that which is sought after by men,” there being no question of
aesthetic pleasure. But the designation of rasa [in general] is appropriate [for
the subject matter of the Mahabhdarata], from the point of view of aesthetic
delight. This is what is meant.**

Abhinavagupta resolves this tension by concluding that there ultimately
could not be an aesthetic delight in the MBh. The reason being, that its miserable
ending generates dispassion, which is, by definition, a state devoid of emotions.
This somewhat surprising statement prompts the question — why, then, insist upon
viewing the MBh as a work of literature that produces an aesthetic experience?

The scholar Edwin Gerow discusses the santarasa in Abhinavagupta’s
general theory of aesthetics as it emerges from the Dhvanyaloka-locana, the
Abhinavagupta-Bharati, as well as his commentary on the Natyasastra of
Bharatamuni. Gerow argues that the whole idea of Santarasa poses a great
problem for Abhinavagupta, because it challenges both his theory of aesthetics as
well as his metaphysics. Calling this problem a “paradox,” Gerow explains that:

The ninth rasa is a different rasa than the other eight of the tradition. To
assert it as a rasa involves an aesthetic paradox, for while the eight rasas are
clearly understood as modifications of the basic emotional constituents
[bhava] of our mundane personality, the new rasa implies rather a

30 Locana on 4.5: Sastranaya iti. tatrasvadayogabhave purusenarthyata ity ayam eva
vyapadesah sadarah, camatkarayoge tu rasavyapadeSa iti bhavah [ Translated by Masson
and Patwardhan, (1977b): 428.
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suppression of those very constituents: it is a state untroubled by emotion of
any sort.*”!

Although Gerow’s study concentrates on Abhinavagupta’s general theory of
aesthetics, the scholar’s remarks on the paradox of santa and moksa shed light on
our understanding of Anandavardhana and Abhinavagupta’s expositions on the
MBh. While the theoretical discussions of both imply that the aesthetic experience
of the MBh is ultimately non-existent insofar as the santarasa provokes a mental
state that is devoid of emotions (Anandavardhana in fact names this condition
trsnaksaya, “the extinction of craving”), they nonetheless emphatically insist on
its being a unified work of literature. Moreover, despite the emphasis on the
work’s unity, Anandavardhana and Abhinavagupta imply that the predominance
of the flavour of peace in the MBh derives from the narrative’s concluding scenes
alone. In the following remarks, Gerow explains the difficulty that the semantic
proximity of moksa and santa arouses: since these terms may function as
synonyms, they potentially override each other. In light of the fact that
Anandavardhana and Abhinavagupta view the MBh as a text that sustains the
qualities of both a sastra and a kavya, the semantic proximity that Gerow
highlights points to a theoretical discrepancy in their discussions. Thus, as Gerow
suggests, Abhinavagupta’s understanding of the santarasa is problematic insofar
as a dualistic textual definition of this kind is concerned:

Santa rasa, all agree, derives its pretext from the fourth purusartha (‘life-
goal’): moksa, ‘liberation’. But santa rasa, if indeed it functions as claimed
by Abhinava, and is accomplished in the terms he proposes, would appear to
possess the attributes of moksa, the supreme goal of life, and thus becomes
either a synonym of moksa, or renders the latter notion superfluous. In either

321 Edwin Gerow, “Abhinavagupta’s Aesthetics as a Speculative Paradigm”, Journal of the
American Oriental Society, Vol. 114, No. 2 (Apr. — Jun., 1994): 186-208, p. 187.
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case, the boundary between “art” and “reality” ... would disappear, and
metaphysics would in effect have been reduced to aesthetics.’*

In the same way as Masson and Patwardhan quoted Rilke’s proverb: “you
must change your life” to exemplify Santarasa’s unusual aesthetic
implementation, Gerow likewise argues that its particular attributes transgress the
aesthetic dimension by transforming into something that is “not a theory of
beauty, but a formula for action — a practical ethic that does in fact not only
improve us but fundamentally alters our condition.”** These elucidations do not
fully resolve the inherent challenge that the santarasa presents. Having to
somehow offer a distinction between the two terms (santa and moksa), Santarasa
remains a challenge to Abhinavagupta’s philosophical position as well as to his
aesthetics.’”* The insistence to view the MBh as a unitary literary work that is
predominantly governed by the santa rasa, and, at the same time, fulfilling the
requirements attributable to a sastra, thus creates a problematic reading of the
entire MBh. As Gerow explains:

... it [Santarasa] is a rasa essentially different from the other rasas, pointing
us toward philosophy; yet as having a psychic configuration similar to that of
moksa, it risks, by its generality and ease, to make salvation “aesthetic”. In
aesthetic terms, it appears to lead us away from aesthetic; in philosophical
terms, it appears to make philosophy unnecessary.**

It would appear that there is no easy solution for the santarasa “paradox”.

326

While Abhinavagupta offers a highly creative resolution,” the discussion on the

322 ibid., p. 187.

33 ibid., p. 188.

3% “For these reasons and others, santa rasa represents a challenge to Abhinava’s philosophical
position, as well as to his aesthetics. Because he cannot be equated with the activist Vaisnavas, he
must be understood as somehow distinguishing santa and moksa.” ibid.

3% ibid., p. 189.

326 « Abhinava concludes, after a very intricate argument; that the bhava or concrete experience, on
which Santa rasa depends is none other than the “Self” itself: the arman, understood both as the
permanent background against which all transient experiences (including the other rasas) are
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Santarasa in the MBh seems to touch upon a much larger and general difficulty
that this unusual rasa arouses (probably inherently). Gerow’s presentation
suggests that both Anandavardhana, and even more so, Abhinavagupta, are
challenged to provide elaborate theoretical discussions for rendering this specific
rasa the MBh’s predominant flavour. His presentation further suggests that
Abhinavagupta’s complex articulations in his general discussions on the Santarasa
(not just in the Dhvanyaloka-locana) indicate that the Santarasa does not apply
smoothly to the MBh; and that, as an exponent of Anandavardhana, he was
challenged to furnish the arguments sounded in the Dhvanyaloka 4.5 with greater
coherence.

This impressive rhetoric endeavour of the poeticians results, in my opinion,
in the forceful imposition of their theory of suggestion on a problematic text that
is, in many respects, resistant to total and dogmatic interpretations of this kind.
This approach to the MBh raises unresolved questions that create breaches in the
dhvani theory. These indicate that the monolithic meaning that Abhinavagupta and
Anandavardhana offer for the MBh constrains its diversity, complexity and its
rich thematic. Furthermore, the reading proposed by these poeticians does not
fully capture the gigantic length of the MBh because it latently implies that its
enormity is somehow superfluous. By imposing a monolithic meaning on this text,

both proponents are compelled to disintegrate large portions of the narrative itself.

projected, and as the object of that experience which consists of total clarity and perspicuity
[tattvajiianal.” ibid., pp. 188-189. See also: “For Abhinava, the dilemma is resolved in much the
same way [that] a similar paradox is resolved by Bhartrhari: the seemingly opposed worlds of
object and subject are made over into always corresponding aspects of a single consciousness,
whose business ... is not simply to be passively aware, but to provide for the underlying
correspondence which every act of awareness supposes. Thus, its unity is in fact functionally
dependent on maintaining a multiplicity; in being aware, the “I” is seen as a functioning agent of
this universal consciousness, which even to be possible, must have been given its objects.” ibid., p.
190.
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Since their analysis primarily relies on the narrative’s concluding scenes, it
necessarily overlooks the rest of the narrative. An additional inconsistency in their
discussion comes from the fact that although they draw their conclusions about
santarasa (mostly) from the narrative’s culminating episodes, they abstain from
naming precisely which events in these scenes evoke a despondent feeling in the
reader, and by what means this emotional state gives rise to the santarasa. In
summary, while Abhinavagupta and Anandavardhana judge the MBh to be a
unified work of literature, the all-engrossing meaning that they find in the text
fails to address the myriad topics addressed in the often chaotic array of stories

that feature in the voluminous MBh.

3. Kuntaka

Another Kashmiri theoretician who reflected on the MBh is the poetician
Kuntaka (mid-eleventh century).”” As Lawrence McCrea notes, the critic was a
maverick and unusual figure in the poetical environment of his time, standing out
for his expressed reservations toward the dhvani theory:

Kuntaka is the only major figure among the post-Anandavardhana
Alamkarikas of Kashmir to significantly depart from the rasa-centered,
teleological model of literary aesthetics developed in the Dhvanyaloka. He
refuses to accept the limitations Anandavardhana’s unified aesthetic theory
would impose on the creative liberty of poets.’”®

37 For a discussion of Kuntaka’s date see the Introduction of Sushil Kumar De to The
Vakroktijivita, Calcutta Oriental Series, No. 8, Calcutta, 1928, p. xii.
38 McCrea, (2008): 361.
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McCrea further notes that Kuntaka’s work attempted to move the poetic debate
that was largely predominated by the dhvani theory to a new and different
.329

domain, that of vakrokti:

Kuntaka departs from his predecessors (both Anandavardhana and his
opponents), not by offering some new analysis of the question of dhvani or
“suggested” meaning more generally, but by attempting to marginalize the
question altogether and to move the study of poetry in a different direction
[vakrokti].>*°

Toward the end of the fourth chapter of the Vakroktijivita, after discussing
the elegance of distinct sentences (vakya) and episodes (prakarana-vakrata) in
poetic works, Kuntaka turns to the subject of whole works of literature
(samudayatmakasya prabandhasya). In this section (and similar to
Anandavardhana) he considers the MBh as a unified poetic work, adding that it
became a source of re-adaptation for later poets. In order to exemplify this,
Kuntaka discusses the drama, the Venisamhara, as a composition that draws upon
the MBh. Juxtaposing the conclusion of the play with that of the original, Kuntaka
praises Bhatta Narayana (the author of the play) for his choice to alter santarasa
to virarasa, while he credits Narayana, in particular, for concluding his adaptation
on a positive note. In his discussion on the Venisamhara, Kuntaka saliently
recognizes the problematic nature of the harsh conclusion of the MBh:

[Although] the play Venisamhara [is based on] the Mahabharata, whose
length consists of the worthless impressions of samsara which is filled with
mental states and emotions, all of them devoured by various desires; in the
course of concluding his own work of the Pandava story with vira-rasa,
whose splendour expands to adbhuta-rasa [wonderment], which [better] suits
[the MBh], and which destroys the [epic’s original] Sa@ntarasa; the playwright

32 “Kuntaka’s general label for the entire range of factors (phonemic, morphological, and
semantic) which impart beauty to poetic texts is vakrokti — “oblique expression”. It is the
“obliqueness” of poetic language, its deviation from everyday usage, that serves as the basis for its
beauty. Kuntaka’s analysis of poetry consists primarily of an examination of the various types of
“obliqueness” employed by poets at all levels of language.” ibid., p. 336.

330 ibid., pp. 335-6.
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creates an ending brought about by the victory of Yudhisthira; the Righteous-
King, by him royal duty was superintended over the other enemy kings who
were killed at the battlefield.

[By virtue of altering the original santarasa, and] because there is no
destruction of the elegance which grows further and further in the entire
composition, the playwright [thus] grants uninterrupted delight to well-
versed men.”!

Note that in these important remarks, Kuntaka defines what he considers to
be a good work of literature. As emerges from the citation above, a work of this
kind is that in which the predominant rasa is being altered toward its end. This
view notably departs from that of Anandavardhana, whose theory of suggestion
considers good works of literature as predominantly governed by a single rasa.’*
Kuntaka further clarifies his meaning regarding the alteration of rasa at the end of
a poetic work in the following karika and its vrtti:

By means of [selecting] an altered delightful rasa, the conclusion [of a work]
shall be obtained. [This new rasa is that] which disregards the excellence of
[previous] rasas in a plot, and which is different to those [featuring] in the
sourcebook (itivrtta).**

BUyatha venisamhare. sa hi
kamantarakavalitasakalabhavabhavanavaritanihsarasamsaravasanamahimani mahabharate
Santarasavinasina nibandhanirvahanapaddhatau pandavakathayas tathavidhadbhutabhogasobhina
virena
ranaprangananihatakhilaraticakradharadhisthitardjadharmadharmardjabhyudayasampaditam
samaptim upapadayan prabandhapraridhapraudhavakratavicchittyacchinnam abhijatanam
ahladam avahati | (Vakroktijivita, 4.17) Sanskrit text from the Vakroktijivitam of Kuntaka,
critically edited by K. Krishnamoorthy, Karnatak University, Dharwad, 1977.

Above, I preferred to include the clearest translation that I was able to make. However, a
more literal and precise translation of this rather difficult passage into English would be: “In the
play Venisamhara [that is based on] the Mahdabharata, whose length consists of the impressions of
samsara’s worthlessness, which is filled with mental states and emotions, all of them devoured by
various desires; in the course of concluding his own work of the Pandava story, with vira-rasa,
whose splendour expands to adbhuta-rasa [wonderment] which suits [the story of the MBh], and
which destroys the Santarasa, the playwright creates an ending brought about by the victory of
Yudhisthira, the Righteous-King, by him royal duty was superintended over the other enemy kings,
who were killed at the battlefield. [By doing so,] the playwright grants uninterrupted delight to
well-versed men because there is no destruction of the elegance which grows further and further in
the entire composition.”

32 “The direction of all elements of a poem toward the communication of a single rasa is,
Anandavardhana would argue, generally found in the work of those poets recognized as truly
great.” McCrea, (2008): 119.

333 itivrttanyathavrttarasasampadupeksaya |

rasantarena ramyena yatra nirvahanam bhavet [| Vakroktijivita, 4.16.
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modifying the original rasa of the epic, Kuntaka seems to spell out what
Anandavardhana’s analysis implies. Agreeing with his predecessor on the
disagreeable ending of the epic and on the predominance of the santarasa,
Kuntaka takes Anandavardhana’s argument further by explicitly stating that when
used in a Sanskrit poetic work, the ending of the MBh ought to be altered.” He
uses the Venisamhara play in order to illustrate how by diverging from the
original, a good work of literature concludes well. This tendency of wishing to
end the MBh on a positive note (namely, with a Pandava victory on the

battlefield) emerges also from the following karikas, in which Kuntaka states

What had been declared [above] is this: by means of approaching a
conclusion with some different and beautiful rasa, a poet [should] abandon
the course of rasa of one event within the sourcebook (itivrtta) of a certain
story, which [in the original], leads to the conclusion of that literary work.
[With this altered rasa, such a poet] well-furnishes a whole poetic work with
elegance that grants joy to well-versed men.***

By commending the author of the Venisamhara for the artistic choice of

clearly that a good poet ought to alter a distasteful ending in the original work:

When a dexterous poet concludes a whole work by [selective] passages of the
epic sourcebook (itihasa), which promote the excellence of the hero who has
an unprecedented fame in the three worlds, wishing to omit the
disagreeableness of a plot in the story following that [i.e., when the poet
concludes his work before the real ending of the original], this is the varied
elegance of this work.*

3% anenedam abhihitam bhavati - itivrttantarvrttayah kasyascid ekasyah kathayah kavis
tannibandhanirvahanagatarasapaddhatim parityajyabhijatanam ahladakarina kamaniyakena
kenapy anyena rasenopasamharanam upapdadayan prabandhe kamapi vakrimanam adadhati /
Vakroktijivita, vrtti on 4.16-17.

335 As McCrea notes, Kuntaka is heavily influenced by Anandavardhana’s work and re-uses many

of his examples. See McCrea, (2008): 337.

336

trailokyabhinavollekhanayakotkarsaposina [ itihdasaikadesena prabandhasya samapanam [/

taduttarakathavartivirasatvajihdasaya | kurvita yatra sukavih sa vicitrasya vakrata //
Vakroktijivita, 4.18-19.



Therefore, in Kuntaka’s view, a distasteful (virasa) ending merits the
poet’s emendation. Yet what is implied here is that there is no better example of
this than the conclusion of the MBh. This voice of the theoretician reflects a basic
discomfort with the way in which the epic closes. By determining where and how
the epic should conclude, Kuntaka offers an alternative reading of the text. The
poetician is clearly averse to the disconcerting ending of the MBh. He not only
praises Bhatta Narayana for concluding his work with a different rasa (vira), a
choice made possible by his decision to end the play in a specific narrative
moment (namely, the Pandavas’ victory on the battlefield), but also overtly
declares that a problematic ending of this kind should be altered. With this stance
toward the narrative, Kuntaka certainly expresses an uneasy tone with regard to
the way the MBh closes, yet he also displays a significant departure from the
whole rasa-dhvani approach toward the epic.”’ This is because his analysis is not
concerned with the MBh per se, but rather with the appropriate means by which
later poets should adapt it. Thus, Kuntaka’s main concern in this particular
discourse is with the elegance (vakrata) of poetic works and their potential
aesthetic appeal.”®® Consequently, since this specific text (in its entirety) is

obviously incapable of granting uninterrupted delight (acchinnam ahladam, to its

37 “Thus Kuntaka is an exceptional figure in several crucial respects. Despite their vehement
disagreements with one another there develops among the Kashmiri Alamkarikas of this period a
general framework of agreement regarding the basic function of poetry (to convey rasa) and also
regarding the proper role of Alamkarasastra (to provide a rigorous, philosophically defensible
account of the processes by which poetic meaning, including rasa, is communicated). Kuntaka
alone stands entirely outside this framework. He departs from the conventional understanding of
the purpose of poetry and the purpose of Alamkarasastra as well.” McCrea, (2008): 361-2.

338 See one such instance (out of many) in the section dedicated to the subject of the elegance of
whole poetic works (prabandhasya vakrata):

tasya eva kathamirter amillonmilitasrivah /

vineyanandanispattyai sa prabandhasya vakrata /| Vakroktijivita, 4.17.

“When beauty emerges spontaneously due to the elements of a certain story for the purpose of
causing delight to educated [men], [this is what we call] the elegance of a whole poetic work.”
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spectators due to its harsh conclusion, rather than being preoccupied with the
narrative itself, Kuntaka’s discussion on the MBh is far more concerned with its
adaptation and reception, as with the means by which poets could make it

pleasurable for later generations of audiences.

Conclusion

This chapter discussed the theoretical literature that comments on the MBh
through the perspective of Anandavardhana, Abhinavagupta and Kuntaka. While
the problematic conclusion of the MBh had aroused a profound ambivalence in
the Indian literary tradition, it was first emphasized that the poeticians have
indeed recognized the harsh nature of the MBh’s ending in their discourses.
Despite this recognition, I suggested that their readings of the text are motivated
by looking to find better, higher and more comforting meanings in the unsettling
impressions that the MBh arouses.

Anandavardhana abstained from expressly addressing the epic’s
problematic issues by defining a grand design of its author, who supposedly
composed this entire work while aiming at an underlying higher meaning. The
meaning that Anandavardhana found in the epic highlights the ideal of moksa and
the aesthetic experience of santarasa. Despite the epic’s overflow of themes,
stories and characters, Anandavardhana maintained that its only true subject is
encapsulated in the figure of Vasudeva, because he is the embodiment of vidya.
Following Anandavardhana, Abhinavagupta attempted to better specify which

elements in the story provoke a despondent feeling in the reader. As an exponent
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of Anandavardhana, he seems to sense that there exists a difficulty in applying
this unusual rasa (Santa) as the predominant flavour of such a monumental and
complex literary work. The need to explicate the relation between moksa and
santa in the MBh poses a particular challenge for Abhinavagupta’s aesthetics and
philosophical position. The dualistic textual definition of the MBh (as both kavya
and Sastra), as well as Abhinavagupta’s conclusion regarding the incapability of
the MBh to ultimately produce an aesthetic experience, present several breaches
in the dhvani theory. These bear implications on the way in which
Anandavardhana and Abhinavagupta understand the §antarasa in the MBh, and
undermine the poeticians’ emphasis on the unity of the text. The monolithic
meaning that this approach highlights in the MBh thus results from imposing the
dhvani theory on a complex text which is innately resistant to dogmatic
interpretations of this kind.

Lastly, Kuntaka took the ending of the MBh to be an example of a faulty
conclusion that ought to be altered. Being concerned with the elegance of poetic
works and their aesthetic appeal, Kuntaka maintained that since the MBh is
incapable of granting joy or pleasure to its spectators due to its harsh conclusion,
a good poet adapting its story must eliminate this problematic ending by replacing
it with a happy conclusion that will be palatable to future audiences.

Reflections of this kind on the MBh imply that the SA is considered as
either not constituting an integral part of the epic, or that the rest of the narrative
is somehow not integral to its ending. The readings that the above-discussed
theoreticians offer for the MBh undermine the wholeness of the text. While

Kuntaka’s approach to the MBh suggests that the ending should be discarded and
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replaced, Anandavardhana and Abhinavagupta impose their theory of dhvani, and
thus offer a monolithic meaning that emphasizes only those parts of the MBh that
arouse the santarasa, bring out the meaning of moksa or present the figure of Hari
as the embodiment of vidya. As a consequence, their stance toward the MBh
points to the negligibility of large portions of this gigantic text.

In summary, as discussed in previous chapters, both scholarly literature on
the epic and Sanskrit poets have largely neglected the SA. Having established that
such reflections on the MBh imply that the SA was not widely considered as an
integral part of the epic, the following chapter examines the epic’s internal view

with regard to its own ending.*”

3% See chapter 4 below that discusses garh’s semantic meanings in the epic.
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Chapter 4

Rejecting Dharma:

Semantic Typology of the Sanskrit Verb Garh in the

Mahabharata®”

Previous chapters have shown that the ending of the Mahabharata has
been largely neglected. Unlike this view (voiced, in particular, by epic
scholarship and Sanskrit poets), the discussion below argues that the SA is an
integral part of the MBh, and its thematic is highly significant for understanding
the rest of the narrative.

The most dramatic event in the Svargarohana is Yudhisthira’s bitter
reproval of his father, Dharma. This moment is distinguished by the use of the
Sanskrit verb garh which is commonly translated: ‘to censure; reproach; reprove;
blame’. The use of this verb in this context certainly heightens the dramatic
effect, but also exposes a fascinating paradox in the MBh. For, how are we to
understand a text whose primary preoccupation is the subject of dharma and
which concludes in the condemnation of Dharma? This question becomes all the
more intriguing if one bears in mind that here in the MBh the word dharma
denotes the god Dharma, who is Yudhisthira’s father, but also the abstract

concept of dharma, as well as Yudhisthira himself, whose common epithets in the

340 Unless mentioned otherwise, all citations and quotes of the MBh in the following discussion are
from the C.Ed. In the detailed analysis of MBh verses below, a second reference is provided to the
(reprinted) Bombay Edition (B.). See also n. 6 above.
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epic are Dharma-raja (‘The Righteous-King’), or Dharma-suta (‘Son of
Dharma’).

The main events leading up to this pivotal moment in the epic’s
concluding scenes begin with Yudhisthira’s deception by Indra who encourages
him to enter svarga on the false pretext that his brothers and wife await him there;
upon entering he finds his long-time bitter rival, the villainous Duryodhana,
thriving. Relinquishing svarga, he resolves to search for his brothers, and
eventually finds that they (along with Draupadi, Karna and the kings who had
fought for him in battle), were condemned to pain and anguish in hell (naraka).
Finally, in an act of self-defiance and desperation, Yudhisthira denounces
(garhayam asa)**' his father Dharma and the other gods.**?

A number of scholars have pointed out the problematic nature of the
concept of dharma in the epic. Although it is emphasized that this concept is one
of the central themes around which the MBh revolves, it is also noted that dharma
is a highly intricate and complex concept in the epic. Indeed, the epic’s own
understanding of this concept is expressed in its repeated saying that dharma is
atisitksma (‘extremely subtle’). As noted by James Fitzgerald:

The word dharma signifies a concept that is one of the most central and
important topics of thought and debate in the Mahabharata. ... The concept is
complex and often under contestation in the MBh, explicitly and implicitly.
And the usage of the word in the epic is varied and elusive. ... The single
biggest problem in coming to terms with dharma in the Mahabhdarata is the
tremendous abundance of instances of it, and then the many different modes
of variation within and among those different instances of the word. ... Also,
the Mahabharata does not always speak with one voice about the particular

¥ C.Ed., B. 18.2.50.

32 The MhP parvan begins with Yudhisthira’s decision to travel to heaven and ends with his
refusal to remain in svarga. The SA parvan begins with Yudhisthira spotting Duryodhana in
svarga, and ends in the assimilation (amsatva) of the Pandavas and other characters in the
narrative into their divine origins. See also detailed summary of the concluding books of the MBh
in chapter 2 above.
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behavior or behaviors that actually have the status of dharma, and sometimes
what particular actions or behaviors constitute dharma are said to be
unknown. ... And while the basic attitude toward dharma may be one of
respect, or even reverence, that attitude is not shared by all the epic’s
characters. Not even all the supposed ‘good guys’ in the Mahabharata
assume that dharma is the most important and valuable kind of action ... And
not only is dharma frequently said in the Mahabharata to be very subtle
(sitksma) and difficult to know, whole sections of the text develop the point
that often what appears to be dharma is actually adharma, and vice-versa. ...
The word dharma points to something that someone holds to be religiously
right and good; some voices in the Mahabharata claim to know definitely
what that, or those things, are; but often characters in the Mahabharata
exhibit uncertainty about the content of what is claimed to be dharma and
ambivalence toward the idea itself.**

Along similar lines, John Smith explains:

So dharma is not a simple thing: indeed the Mahabharata repeatedly insists
how ‘subtle’ (siksma) it is. This subtlety offers storytellers great
opportunities for the development of narratives focusing on personal or
existential dilemmas, for situations can arise — or be imagined — in which the
demands of a person’s dharma seem to be mutually contradictory.***

Several questions arise from the dramatic moment of the epic’s final garh
scene. The first is, most plainly, what does this moment mean? What is
Yudhisthira actually doing when he censures dharma? Additional questions
concern the object that Yudhisthira’s censure is directed at, namely Dharma.

Given the preoccupation with dharma throughout the length and breadth of the

3 James L. Fitzgerald, “Dharma and its Translation in the Mahabharata,” Journal of Indian
Philosophy 32: 671-685, 2004, pp. 671-3.

34 John D. Smith, “Introduction,” The Mahabharata: An Abridged Translation, Penguin Classics,
London, 2009, p. xx. See also, Wilhelm Halbfass, “Dharma in the Self-Understanding of
Traditional Hinduism,” India and Europe, SUNY, Albany, 1981, pp. 316-317. Mukund Lath
elaborates along similar lines, explaining that, “the Mahabharata calls itself a dharma samhitd i.e.
compendium of dharma, but it is unlike all other dharmasamhitas... because it treats dharma
through a living story, through actual situations which make its various concepts come to life.
What gives depth to this samhita is the poignant manner in which the reflection on dharma is
woven into the very texture of the story of the epic. ... We should regard it as something inherent
to the epic itself. ... What fascinates us in the Mahabhdrata today is not the mere preponderance
of dharma in it but its spirit of open-minded enquiry into dharma. The Mahabharata presents
before us the deepest moments of crisis in human life both at the personal and social levels, when
the question, what is dharma?, becomes a truly urgent question. The Mahabhdrata suggests no
simple solutions of the kind which mankind has always sought.” Mukund Lath, “The Concept of
Anrs$amsya in the Mahabharata”, The Mahabharata Revisited, ed. R. N. Dandekar, Sahitya
Akademi, New Delhi, 1990, pp.116-117.
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epic, what implications does such a conclusion have for the text’s perception of
dharma? How does this moment relate to the rest of the narrative? And lastly, is
this an integral and obvious conclusion for the entire epic?

In answering these questions, I shall look at several other garh passages in
the MBh in order to establish: (1) a precise understanding of Yudhisthira’s action
in the SA; (2) the various implications of the narrators’ use of garh in different
contexts; (3) the semantic structural patterns of garh in the MBh; and finally, (4)
the relation between the use of garh and the meaning of dharma in the MBh.

Having established that a scholarly study of garh’s usage in the MBh is
vital to understanding the SA’s significance in the epic, this chapter presents
several crucial instances of its appearance in the narrative and analyzes them
according to meaning and context. The first section of this chapter offers a
tentative typology of garh’s structural semantic patterns in the MBh. The second
section looks into two of garh’s cognate verbs in the MBh, namely, the verbs nind
and ksip, while the last section offers a detailed analysis of several garh passages
in the epic. The argument throughout this section demonstrates that: (1) garh is
present in key narrative junctures of the epic; (2) garh’s usage in the MBh reveals
that dharma is perceived in the epic as a highly contextual and circumstance-
dependent concept; (3) garh serves as a "marker" of the core meditation on
dharma which the entire epic is devoted to, in various modes, and that there is a
consistency of the verb’s appearance in critical passages.

In summarizing my findings of the verb’s semantic patterns in the epic, |
conclude by arguing that the epic’s final garh scene is significant to the

understanding of the entire text, and that as opposed to the stance which tends to
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overlook the SA, garh’s study in the MBh reveals that the SA is integral to the

thematic structure of the epic.

1. Semantic Typology of Garh in the Mahabharata

The study of garh’s usage in the MBh provides an internal perspective of
the epic with regard to its conclusion. Looking at other uses of garh in passages
within the epic may help to establish the significance of the SA, and the way garh
is related to the concept of dharma in the MBh as a whole.

It is worth noting some relevant data regarding garh’s occurrences in the
epic before embarking on the investigation of its semantic flux. To the best of my
knowledge, the verb garh occurs 169 times in the MBh in a large range of

grammatical forms.** Garh features in finite verbs in various modes and tenses,

35 Garh appears 16 times in the Adi parvan: 71.54; 85.5; 92.5; 92.47; 109.12, 13, 15, 17, 18, 21;
143.15; 145.39; 146.35; 158.10; 187.15; 221.21;

5 times in the Sabha parvan: 19.37; 41.19; 41.26; 42.16; 61.50;

23 times in the Vana parvan: 1.11; 9.7;13.3;13.58; 22.16; 29.12; 31.39; 33.1; 33.46; 34.20 34.53;
35.1; 116.9; 131.5; 159.20; 176.25;178.49; 198.22; 200.6; 263.11; 263.13; 264.38; 264.58);

twice in the Virata parvan: 15.28; 17.10;

36 times in the Udvoga parvan: 9.26; 22.4; 28.1; 28.4; 28.5; 28.10; 29.28; 32.26; 32.27; 33.9;
39.11; 41.6; 48.30; 54.4; 70.30; 70.31; 70.46; 71.29; 71.30; 85.11; 88.61; 111.16 (x2); 120.4;
125.2; 125.3; 125.4; 127.11; 127.18; 128.14; 128.35; 131.4; 131.14; 133.7; 173.3;

17 times in the Drona parvan: 34.14; 34.17; 50.77; 62.17; 102.12; 118.3; 118.15; 118.19; 118.24
(x2); 118.25; 127.12; 164.22; 166.56; 168.23; 168.31;

7 times in the Karna parvan: 3.9; 3.10; 5.36; 49.73; 49.77; 66.43; 66.44;

5 times in the Salya parvan: 4.30; 4.43; 18.16; 58.23; 63.6;

4 times in the Sauptika parvan: 1.48; 2.12; 5.15; 5.24;

thrice in the St77 parvan: 14.13; 24.2; 24.20;

36 times in the Santi parvan: 10.14; 35.6; 75.6; 75.15; 83.33; 87.23; 89.24; 91.6; 105.30; 112.16;
115.18; 115.20; 131.15; 142.36; 142.43; 142.44; 147.1(x2); 151.6;184.10;184.14; 184.15;192.86;
205.3; 217.23; 221.53; 227.25; 237.35 (x2); 254.38; 283.5; 286.6; 290.35; 306.95;

10 times in the Anusasana parvan: 24.9; 48.9; 48.16; 90.41; 91.42; 104.4; 104.12; 125.13; 131.17;
131.18;

thrice in the Asvamedhika parvan: 77.39; 92.10; 94.6;

and once in each of the Mausala (7.8), and the Svargarohana parvans (2.50).

See Electronic Text of the Mahabharata, ed. John D. Smith, Cambridge, U.K., 1999:
http://bombay.oriental.cam.ac.uk/john/mahabharata/statement.html.
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as well as in nominal derivations.**® While the verb appears in fifteen MBh books,
it most frequently occurs in the Santi and the Udyoga parvans (occurring 36 times
in each book). Of the 169 garh instances, the verb’s perfect periphrastic
conjugation features only eight times.*” Notably, in the SA the verb garh appears
exclusively in this particular form (garhayam asa).** In the majority of cases in
the MBh, garh tends to mean: ‘to rebuke, reproach, censure, blame, revile’. Yet
there are distinct cases where garh statements tend to appear more emphatically.
In such cases, I have translated the verb: “to denounce”. As will emerge from the
discussion below, such cases in the MBh are distinct because, unlike others
(where garh is aimed by the MBh protagonists at others who have offended
them), emphatic garh statements are directed against dharma itself. Indeed, such
is the case of the epic’s final garh scene in the SA. Therefore, this lends such
statements the sense of a public, and certainly more emphasized denunciation. In
a few odd exceptions we find examples where garh means: “to renounce, reject”.
Although the verb holds some proximity to its common semantic meaning (one
can see how an act of censuring can gain a sense of rejecting or renouncing),

occurrences of this type are quite rare.*”

36 See for example garh in the present (garhyan ... garhayati, 12.147.; garhayate, 5.32.26), future
(garhayisyanti, 9.58.23), passive (vigarhyate, 12.89.24), optative (garhayeta, 5.28.5; garhed,
7.34.14; garhayed, 7.34.17), aorist (agarhad, 8.66.44) and perfect tenses (jagarhe, 12.146.8; garhe,
5.32.27). See also the verb’s absolutive (garhayitva, 3.264.38), infinitive (garhayitum, 1.109.12),
gerundive (garhyau, 5.28.4; garhyah, 12.10.14; agarhaniyo, 12.237.35), and various modes of
participles (garhitah, 12.35.6; parigarhitah, 5.39.11; garhite, 1.92.47; garhayan, 9.63.6;
garhitasya, 12.142.43; vigarhamanah, 8.66.43), and other nominal derivatives (garhar gacchanti,
12.91.6). See also discussion below.

37 See 1.187.15 (vigarhayam asa); 3.116.9; 7.118.3; 7.118.19; 8.3.9; 12.75.6; 14.94.6; 18.2.50
(garhayam asa).

38 See C.Ed., B. 18.2.50.

39 See for example the colloquy between king Janaka and sage Yajiavalkya in the Santi parvan.
Responding to Janaka’s philosophical questions, Yajiiavalkya gives a long disquisition on the
science of yoga. At the end of their conversation, king Janaka crowns his son and takes on the life
of an ascetic (yatidharma):

sarkhyajiianam adhiyano yogasastram ca krtsnasah /
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In the discussion that follows I present several crucial garh moments in the
narrative by analyzing them according to meaning and context. Of the
approximately one third of the total range of grammatical forms of garh and its
derivatives (roughly around fifty cases) examined in my research, I shall discuss
seven significant instances, which were selected according to contextual
occurrences relevant to the discussion and which contribute to understanding the
epic’s final garh scene. Moreover, | have developed a tentative typology of garh’s
usage in the MBh, which is based on the large number of cases my study
examined. This typology reflects the majority of garh incidents in the epic. That
is to say, that other garh instances are more or less replicates of the major strands
represented here. In the discussion below, I shall refer to the following five main

divisions:

1) Garh Aimed at Wrong Acts: In the majority of cases, garh reproves
transgressions of dharmic laws by the protagonists of the MBh. Examples of this
type are often quoted within general statements of reproval and sometimes in the
form of censure lists. Such moments typically portray plain, relatively
uncomplicated garh aimed at acts that are simply deemed ‘wrong’. Often, these

statements are expressed in didactic tone by the MBh protagonists and at times,

dharmadharmau ca rajendra prakrtam parigarhayan // (C.Ed. 12.306.95; B. 12.318.98)
“O best of kings, studying the wisdom of Samkhya and the science of yoga fully, as well as
ordinary merit and demerit, [the king now] renounced [the world].”

The passage develops around the theme of renunciation. The semantics of the verb typical
to other garh instances do not emerge from this passage since it does not depict Janaka censuring
or reproving anyone. It is thus unlikely that garh is employed here in its common sense ‘to
censure’. Rather, garh here means to “renounce” or “reject”. Nonetheless, in comparison with the
common understanding of garh in the sense of censuring, this passage suggests that one of the
aspects of an act of reproval is rejection. In employing garh with the meaning of renunciation
from worldly existence (which is also partly characterized by both dharma and adharma), the
verse seems to express the idea that one’s withdrawal from participating in the ordinary world-
order also implies a rejection of this order.
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they may simply express dissatisfaction with or aversion to things he or she
dislikes or finds distasteful. Although the majority of garh instances in the MBh
fall into this category, I shall present but a few examples of these since it is less

relevant to the discussion at hand.

2) Divergence in the Interpretation of Dharma: Other garh moments in the
epic are found when there is a significant difference in interpreting the dharma,
with both interpretations being correct but contextually determined. These
moments are characterized by dharmic polemics and controversial disputes, and
often depict both sides of the debate usually offering sound arguments. However,
the argument is typically determined contextually according to the different
planes of dharma’s hierarchies (i.e., a lesser obligatory dharma is being rejected
in favour of a higher one). It should be noted that in some instances, especially
when one of the characters is a Brahmin, the dispute is eventually determined by
a curse. In such cases, the curse will oftentimes correspond to the offender’s

action.*"

3) ‘Dharmic Deadlock’: Another type of the verb’s occurrence in the MBh is
constituted by moments of total dharmic deadlock. This stalemate results in garh
statements that typically derive from the protagonists’ doubt, hesitation, and
despair ensuing from dead-end irresolvable dilemmas and are often made in self-

deprecating tones. These moments of self-reproach emerge, as will be shown

350 This is typical of other curse stories that the epic narrates where the hero is cursed according to
the acts he committed. Examples include the story of king Nahusa who, on account of his hubris
over the gods in the sky, was cursed by Agastya to be born a humiliated snake crawling on the
ground (3.175-178); the story of Astavakra who was cursed by his father to be born crooked in
eight forms (astavakra) since he was conceited even whilst residing in his mother’s womb (3.132-
134); the story of Arjuna who refused the temptations of the Apsara Urvasi and was consequently
cursed by her to become a eunuch (3.45). See also Pandu’s curse story in the discussion below.
See also note 414 below.
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below, when one finds himself incapable of accepting the fate he is dealt. In these
instances, the MBh protagonists use garh when they are utterly despondent, either
about an event that has yet to materialize but in all probability will, or when one
regrets the consequences of an event that he could not, in all probability, have
prevented. Accordingly, such moments are typically expressed in garh’s future,
optative or gerundive forms, conveying the future’s uncertainty (e.g., ‘I wish that
such and such will not happen’), or conveying retrospect regret when looking

back in hindsight (e.g., ‘If only this did not happen’).

4) Garh Signalling a ‘Higher Dharma’: Other garh passages point at discursive
elaborations of the semantic range of garh in specified contexts. Such instances
illustrate a semantic linkage between garh and nrsamsa (‘cruelty’), or himsa
(‘injury; harm; violence’). My investigation suggests that by associating garh
with nrsamsa or himsa, authors of the MBh draw attention to these terms’
counterpart words, namely anrsamsa (‘non-injury; non-violence’), or ahimsa
(‘harmlessness; non-violence’). Thus, in such passages the verb tends to signal a

‘higher dharma’ and, at times, conclude with a curse.

5) ‘Garhing’ (Censuring) Dharma: A rather unique type of garh in the MBh
consists of cases where epic protagonists, such as Yudhisthira in the SA, censure
Dharma. These significant moments, where dharma twists back upon itself and
‘garh's’ itself, employ garh in a recursive act, as if dharma were collapsing into
iteslf. Unlike the preceding four garh types (where the verb is used by the

protagonists against others who have offended them), these instances have garh
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aimed against abstract agents or notions.™' Such passages are unique because they
do not necessarily portray a simple judgement like the examples found in the
other categories, where the moral authority derives from dharmic laws. Rather,
these moments are a cry of anguish, since the mind cannot think beyond the
paradox of dharma’s turning in on itself. The theme of dharma censuring dharma,
or the censure of dharma itself, which is present in cases of this type, resonates
strongly from the epic’s final garh scene. Accordingly, the discussion below pays

considerable attention to instances of this type.

2. Cognate Verbs of Garh in the Mahabharata

Before embarking on a detailed analysis of garh passages, it is useful to
explore cognate verbs of garh in the MBh so as to establish the precise nature of
garh’s usage in the epic. It should be emphasized that since the main focus of this
discussion is concerned with garh, it is beyond its scope to offer a comprehensive
study of all its possible cognate verbs in the MBh. Nonetheless, I have looked into
two verbs that are closest semantically to garh in the epic, namely, nind and ksip.

The following discussion offers a preliminary study of the occurrences of these

3! For an example of MBh protagonists censuring abstract notions or agents other than dharma,

see the following passage, where Draupadi denounces the Creator (Brahma). In a long lamentation
over the Pandavas’ misfortune after the dice game, she addresses Yudhisthira in agony:

tavemam apadam drstva samrddhim ca suyodhane |

dhataram garhaye partha visamam yo "nupasyati // (C.Ed. 3.31.39; B. 3.30.40)

“Seeing your misfortune and the prosperity of Duryodhana, I denounce the Creator who
witnesses [i.e., allows] [such] injustice.”

Draupadi censures the Creator for his injustice or inequality (visamam) toward the
Pandavas. Note that she does not censure the Creator for having created or for sustaining the
world. She rather accuses him for allowing it to be the way it is, or to revolve in the manner that it
does. It therefore appears that the Creator in this passage is tantamount to dharma, or rather to the
lack thereof. Consequently, garh in this passage is directed against the very order by which the
world revolves.

203



verbs in several MBh parvans, with the aim of pointing out the major and most
common strands in which they are employed. In other words, although it points
out some exceptional cases, this section’s primary concern is to show in the

broadest terms how garh’s cognate verbs feature in the epic.

2.1 Nind

The closest semantic verb of garh in the MBh is the verb nind (‘to blame,
censure, revile, despise, ridicule’). To the best of my knowledge, the verb occurs
266 times in the MBh in each of the first fifteen parvans (i.e., it does not feature
in the three concluding books of the epic, the Mausala, MhP and the SA
parvans).”> Among these 266 occurrences, nind has four main semantic uses in

the epic, as follows:

352 Nind appears 29 times in the Adi parvan: 5.14; 5.16; 6.5; 6.43; 61.95; 66.7; 66.15; 67.6; 67.10;
67.19; 74.10; 77.14 (x2); 92.32; 93.25; 100.14; 110.9; 113.24; 115.14; 149.11; 157.14; 162.1;
165.13; 169.22; 180.4; 185.19; 189.47; 192.13; 200.15;

9 times in the Sabha parvan: 41.15 (X2); 57.2; 61.23; 61.25; 61.70 (X2); 61.71 (X2);

50 times in the Vana parvan: 13.88; 13.91; 30.24; 32.18; 32.23; 33.29; 34.72; 39.7; 57.11; 58.17;
58.29; 61.69; 61.115; 72.2; 72.4; 72.21; 75.18; 77.15; 122.26; 146.12; 186.126; 188.26; 188.28;
190.80; 197.42; 197.44; 198.1; 198.37; 198.47; 199.32; 205.7; 213.22; 213.50; 219.6; 226.20;
247.42; 248.10; 248.11; 251.21; 253.11; 257.6; 262.30; 264.58; 265.29; 266.66; 280.32; 281.25;
281.27; 289.8; 289.19;

9 times in the Virata parvan: 8.1; 11.11; 14.20; 16.7; 16.8; 21.36; 22.11; 38.13; 63.47;

34 times in the Udyoga parvan: 2.13; 12.16; 15.14; 29.20; 32.21; 32.26; 33.16; 33.76; 35.40;
36.15; 38.6; 61.17; 69.2; 71.19; 71.20 (x2); 71.21; 100.3; 111.13 (x3); 111.14; 128.22; 128.25;
128.28; 133.10; 148.12; 156.10 (x2); 158.29; 180.36; 187.29; 188.16; 192.29;

10 times in the Bhisma parvan: 16.3 (x2); 24.36 ; 34.19; 36.24; 41.26; 44.39; 92.9; 95.3; 114.110;
6 times in the Drona parvan: 1.15; 51.27; 51.33; 51.35; 118.20; 118.33;

6 times in the Karna parvan: 22.4; 25.8 (x2); 26.43; 30.14; 67.1;

7 times in the S'alya parvan: 5.16; 37.30; 47.23; 49.3; 50.14; 51.5; 51.7;

5 times in the Sauptika parvan: 1.48; 1.49; 3.5; 3.10; 3.20;

5 times in the Stri parvan: 13.2; 16.56; 17.26; 20.4; 24.3;

55 times in the Santi parvan: 9.14; 10.19; 11.16; 15.33; 18.28; 28.31; 30.29; 30.39; 56.58; 62.4;
90.17; 96.21; 106.20; 115.7; 115.11; 118.5; 118.6; 124.47; 130.6; 140.15; 143.3; 147.1 (x2);
152.8; 152.14; 154.17; 154.19; 154.21; 162.8; 163.23; 173.45; 186.6; 192.15; 213.11; 213.12;
215.5; 222.5; 222.8; 222.14 (x2); 222.18; 222.19; 223.15; 237.10; 237.36; 255.4; 260.12; 261.22;
2609.12; 269.15; 269.16; 276.24; 276.27; 287.42; 313.37;

32 times in the Anusasana parvan: 1.6; 4.32; 17.50; 17.97; 17.99; 17.110; 17.139; 20.12; 24.9;
33.17; 37.12; 38.3; 38.7; 40.55; 41.10; 41.29; 72.10; 81.19; 82.30; 90.44; 90.45 (x2); 96.49;
105.28; 107.47; 107.60; 126.25; 127.39; 127.43; 128.5; 132.42; 137.9;
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1) Anindita passages: In a strikingly large majority of cases, the verb nind
appears in its negative adjectival form, namely anindita. Such occurrences of nind
rise to significant numbers in the epic: there are 129 such anindita passages, that
is, roughly a half of the total occurrences of the verb in the entire MBh.
Moreover, it should be mentioned that in the majority of these negative adjectival
passages, nind mostly appears as a female noun (aninditd/anindite etc.) and thus
forms a formulaic expression for depicting women (e.g., ‘blameless-lady,
faultless woman, woman beyond reproach, woman of faultless form’ etc.). The
multiple recurrences of such forms in the MBh indicate that the negative
adjectival anindita is a common expression in the epic to describe the women

353

sex.” There are of course various occurrences of the positive nindita adjectival

6 times in the Asvamedhika parvan: 37.6; 38.1; 50.37; 53.1; 86.26; 89.5;

and 3 times in the Asramavasika parvan: 23.10; 39.5; 45.17.

See Electronic Text of the Mahabharata, ed. John D. Smith, Cambridge, U.K., 1999:
http://bombay.oriental.cam.ac.uk/john/mahabharata/statement.html.

353 Of the 29 nind occurrences in the Adi parvan, 24 are anindita passages. See anindita: 5.14;
5.16; 6.5; 61.95; 66.7; 66.15; 77.14 (x2); 92.32; 100.14; 157.14; 162.1; 165.13; 169.22; 189.47,
200.15; anindite: 113.24; 115.14; 67.6; 67.10; anindita (male/neuter): 93.25; 6.43. See also,
aninditagamint (“Flawlessly moving woman”), 67.19; aninditangah (“[heroes] of flawless
limbs”), 185.19; na ninditam, 149.11.

Of the 9 nind occurrences in the Sabha parvan, one is an anindita passage: 61.23.

Of the 50 nind occurrences in the Vana parvan, 37 are anindita passages. See anindita: 13.91;
57.11; 72.21; 75.18; 77.15; 122.26; 146.12; 213.50; 219.6; 248.10; 251.21; 262.30; 266.66;
280.32; 289.8; 289.19; anindite: 13.88; 30.24; 32.23; 58.17;58.29; 61.69; 61.115; 72.2; 72.4;
213.22; 264.58; 281.25; 281.27; anindita (male/neuter): 186.126; 197.42; 205.7; anindya, 190.80.
See also, anindyangr (“woman of flawless limbs”), 248.11; 265.29; anindyaripa (“woman of
flawless form™), 253.11; na...ninditam (“[Prince] sans blame™), 39.7.

Of the 9 nind occurrences in the Virata parvan, 7 are anindita passages. See anindita: 8.1; 14.20;
16.7; 16.8; 22.11; 63.47; anindite: 21.36.

Of the 34 nind occurrences in the Udyoga parvan, 11 are anindita passages. See anindita: 15.14;
100.3; 158.29; 188.16; anindite: 12.16; anindita (male/neuter): 192.29; anindya: 61.17; See also,
na...ninditam karma (“not a bad deed”), 5.128.22; 5.128.25; 5.128.28.

Of the 6 nind occurrences in the Karna parvan, one is an anindita passage: 26.43.

Of the 7 nind occurrences in the Salya parvan, 6 are anindita passages. See anindita: 37.30; 47.23;
51.5; 51.7; anindita (male/neuter): 5.16; 50.14.

Of the 5 nind occurrences in the Stri parvan, 5 are anindita passages: 13.2; 16.56; 17.26; 20.4;
24.3.

Of the 55 nind occurrences in the Santi parvan, 8 are anindita passages. See anindita: 30.29;
30.39; anindita (male/neuter): 124.47; 154.19; 163.23; 192.15. See also, anindyatma (“blameless
soul”), 223.15; 287.42.
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form, but these occur in relatively small numbers in comparison with the

numerous anindita passages.**

2) ‘Praise and blame’ passages: Another recurrent usage of the verb nind in the
MBAh relates to the antonyms ‘praise and blame’. There are many such copulative
compounds (dvandvas) in the epic that typically pair up the noun ninda (‘blame”)
with either prasamsa or stuti (‘praise’).” Besides these compounded forms, there
are also other fairly elaborate passages that exhibit ‘praise and blame’ as mental
conditions toward which one has to cultivate indifference or equality (e.g., tulya;

sama).*

Of the 32 nind occurrences in the Anusasana parvan, 22 are anindita passages. See anindita: 38.3;
41.10; 41.29; 81.19; 90.45; 126.25; 127.39; anindite: 4.32; 82.30; 127.43; 128.5; anindita
(male/neuter): 17.50; 17.97; 17.99; 17.110; 17.139; 20.12; 96.49; 132.42; 137.9; anindya, 72.10.
See also, anindyangr, 40.55.

Of the 6 nind occurrences in the Asvamedhika parvan, 4 are anindita passages: 38.1; 50.37; 53.1;
86.26.

Of the 3 nind occurrences in the Asramavasika parvan, 3 are anindita passages. See aninditd:
45.17; anindite: 39.5. See also, anindyangt, 23.10. See also note 352 above.

354 See, for instance, karmani ... ninditani (“bad deeds”), 5.133.10; ninditam karma (‘“bad deed”),
13.1.6; vrttam suninditam (“very reprehensible conduct”), 8.30.14.

See also, manusyesu nindyam vah sarvam acaret sa vadhyah sarvalokasya ninditani
samdcaran (“he who behaves utterly harmfully to people should be slain [for] committing these
deeds detested by the whole world™), 6.16.3 (Gita), as well as 5.156.10; ksatrani vaisyani ca
sevamanah; Saudrani karmani ca brahmanah san | asminil loke nindito mandacetah; pare ca loke
nirayam prayati // (“A Brahmin who performs the duties of Ksatriyas, VaiSyas and Sudras is
ridiculed in this world as a ‘dull-wit’ and goes to hell in the next world.”), 12.62.4;
vijiianabalapiito yo vartate ninditesv api [ vrttavijiianavan dhirah kas tam kim vaktum arhati //
(“Who can say anything [against] a wise man, who is purified by the power of knowledge and is
capable of discerning [different] conducts even when he lives among reprehensible people?”),
12.130.6.

35 See for instance, tulyanindatmasamstutih (“indifferent with regard to praise and blame”),
1.110.9; 6.36.24; 12.9.14; tulyanindastutir (“indifferent to praise and blame”), 3.247.42; 6.34.19;
12.215.5; tulyanindaprasamsah (“those who are indifferent with regard to praise and blame”),
13.105.28; tulvanindaprivaprivah (“indifferent to pleasant [words] and unpleasant blame”), 9.49.3;
stutinindavivarjanam  (“abstention from praise and blame”), 12.154.17; 12.213.11;
nindaprasamsoparatah (“he who is beyond praise and blame”), 5.38.6; apetanindastutir (‘“free
from blame or praise”), 12.237.36; nindaprasamsasu samasvabhavo (‘“even-natured at either
praise or blame”, 5.36.15; prasamsanindayoh samah (“equal to blame and praise”), 12.269.16;
samo nindaprasamsayoh (“equal to blame and praise”), 12.213.12; nindaprasarsa (“blame and
praise”), 2.57.2; 12.222.14; 12.222.19; nindaprasamsakusalah (“skilful in both praise and
blame”), 13.33.17.

356 See non-compounded usages of ‘praise and blame’: prasamsabhir nindabhir (“by praise and
blame”), 3.34.72; prasamsan va nindan va (“praising or blaming”), 12.115.7; nindyamanah
prasasto va (“praised or blamed”), 12.222.18; purusah karmasiddhau prasasyate ... asiddhau
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3) Vedanindaka passages: In addition to the passages above, a rather common
phrase that comes up often in the epic is vedanindaka, ‘a reviler of the Veda’. As
to be expected, this expression is sounded in negative terms in the MBh. Below 1
quote a few similar expressions which use nindaka (‘a reviler’) with other nouns,

as well.*’

4) Finite nind passages: The above mentioned nind passages (i.e., anindita,
‘praise and blame’, and vedanindaka) jointly make up nearly two thirds of the
total occurrences of nind in the MBh.*® The remainder is composed of finite nind
passages, in which the verb features in a variety of its conjugational forms. The
semantic meaning of nind in such instances may range from °‘to blame’,

‘criticize’, ‘despise’, ‘offend’, ‘mock’ to ‘find fault’.” My findings of nind’s

nindyate (“a man is praised at the success of his action ... and blamed at his failure”), 3.33.29; ye
caiva mam prasamsanti ve ca nindanti manavah (‘““whether men praise or abuse me”), 3.198.37;
abruvan kasya cin nindam atmapigjam avarnayan (“[If] he does not blame anyone and applaud
himself™), 3.198.47; prasarisa va ninda va ya matis te (“you may praise or blame according to
fancy”), 5.29.20; nisevate prasastani ninditani na sevate (“he cultivates praiseworthy acts and
avoids the blameworthy”), 5.33.16; atmanindatmapija ca paraninda parastavah (“self-blame and
self-praise and speaking ill or well of others”), 8.25.8; nindam caiva prasarsam ca yo nasrayati
(“he who does not depend on either praise or blame”), 12.154.21; nindatsu ca samo nityam
prasamsatsu (“treat equally to those who blame or praise”), 12.222.8; ninda stutih prasarsa ca
(“blame, praise and fame”), 14.37.6.

37 See for instance, vedanindaka: 3.188.26; 5.35.40; 12.15.33; 12.162.8; 12.173.45; 13.37.12. See
also, vedasastrarthanindakah (*‘a reviler of the contents of the Veda and scriptures”), 3.32.18.

See other related semantic usages of nindaka (“reviler”) like bhratrnindaka (“abusive
toward his brothers”), 7.51.35; and vedaninda (“reviling the Veda; heresy”), 13.107.60: nastikyari
vedanindam ca devatanam ca kutsanam ... parivarjayet (‘he should abstain from atheism, reviling
the Veda, as well as reviling the gods”).

358 The number of quoted passages presented above which consist of (negative) anindita passages
(129), ‘praise and blame’ passages (31), vedanindaka passages (9), and positive nindita passages
(5), is 174 (of the total 266 nind occurrences in the MBh).

39 See for instance, ve na nindanti ninditam (“those who do not blame the blameworthy”),
2.61.70; eno gacchati kartaram nindarho yatra nindyate (“a blameworthy crime leads to its agent,
if he is blamed”), 2.61.71; guriams caiva vinindanti midhah panditamaninah (“fools thinking
themselves Pandits criticize teachers”), 3.199.32; atha ye karma nindanto manusyah kapathar
gatah (“those who condemn rituals enter an evil course”), 12.11.16; nindanti svan adhikaran
samtyajanti ca (“those who find fault in their responsibilities [eventually] relinquish them
altogether”), 12.56.58; na ninded annabhaksyan (“one should not speak ill of food and boiled
rice”), 12.186.6; tatra ye brahmanah ke cin na nindati hi te varah (“in that case he certainly does
not blame respectable Brahmins”), 13.90.44.

See also other finite nind passages that sustain some relation to the semantics of ‘praise
and blame’: nindyamano na kupyasi ka te prajiia (‘“you are not angry when blamed, what is your
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study in the MBh suggest that in some of these passages nind may be
interchangeable with garh in its most basic semantic meaning, namely, ‘garh
aimed at wrong acts’, which is the first type proposed above. A typical example
of this kind, where nind may alternate with garh comes from the following verse
from the Santi parvan, which illustrates a ‘censure list’ by stringing together
several wrong acts that wise men scorn:

striyo ’ksa mrgaya panam prasangan nindita budhaih (12.28.31)

Women, dice, hunting and drinking are condemned by the wise due to their
adhesive [nature].

Yet more often than not, finite nind passages exhibit situations in which the
MBh protagonists are blamed because of their failure to behave according to
dharmic laws, and more specifically, with accordance to their own social norms.
A typical instance of this kind comes from the Bhagavadgita episode, in which
Krsna urges Arjuna to fight the battle by warning the latter that a failure to fulfil
his Ksatriya duty will result in his becoming the laughingstock of his enemies:

avdacyavadams ca bahiin vadisyanti tavahitah |
nindantas tava samarthyam tato duhkhataram nu kim // (6.24.36)

Your enemies will say various unspeakable things about you while mocking
your strength. What [could be] more painful than this?

However, the numerous recurrences of nind in the particular passages
mentioned above (anindita, ‘praise and blame’, and vedanindaka passages)
indicate that although it is semantically close to garh, nind is not always a default
substitute verb for garh, for it is seldom used to replace garh in its full range of
semantic meanings. Significant indications for this come from the fact that nind is

used considerably more frequently than garh in the MBh, and that it is

secret?”), 12.222.5; tusnim asita nindayam kurvan bhesajam atmanah (“when he is the object of
blame he should keep silent as a remedy for himself”), 12.237.10.
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consistently used in the above mentioned fixed expressions. Garh, on the other
hand, has a far more selective use than nind and appears in particular contexts in
the epic (i.e., ‘garh aimed at wrong acts’; ‘divergence in the interpretation of
dharma’; ‘dharmic-deadlock’; ‘garh signalling a higher dharma’, and ‘garhing
dharma’). The mere nine cases that I was able to find, in which nind may
thematically share some of garh’s semantics (other than ‘aimed at wrong acts’),
are rather exceptional, and, as far as I can assess, these are very rare in

comparison with the frequent uses in the epic discussed above.**

30 See, for instance, passages where nind is used in cases where MBh protagonists blame
themselves: vinindan ... atmanam (“blaming himself”), 3.197.44; 3.198.1 (the story of the
Brahmin and hunter); 5.180.36, aham ... vinindyatmanam atmana (I blamed myself”). See also
3.226.20, where Karna urges Duryodhana to take advantage of the Pandavas’ years of exile in
order to annihilate them in the forest. He mentions the results that such destructive actions will
have on Draupadt: vinindatam tathdatmanam jivitam ca (“let her blame her own self and her life!”).
See also, 6.44.39, where Samjaya describes the sights of war to Dhrtarastra:
rudhiraughapariklinnah klisyamandas ca bharata | vyanindan bhrsam atmanam tava putrams ca
samgatan [/ (“O Bharata, the [warriors], who were tormented and moist from blood-streams,
harshly blamed themselves, as well as your assembled sons”). See also, 6.92.9, where having
heard the news of the death of Bhima’s son, Iravat, Arjuna tells Krsna: nindami bhrsam atmanam
dhig astu ksatrajivikam (I strongly blame myself. Fie be the life of warriors!”).

See passages where nind is used in cases where MBh protagonists blame the Ksatriya
dharma/mode of life: 6.114.110, where after Bhisma was finally attacked by the Pandavas,
Samjaya describes to Dhrtarastra the chaos in the Kaurava camp: prakrosan prapatams canye
jagmur moham tathapare | ksatram canye 'bhyanindanta bhismam caike 'bhyapiijayan [/ (“Some
cried out aloud, some fell down [on the ground], while others went crazy; yet others blamed the
warriors’ mode of life, and a number of them honoured Bhisma”). See also, 7.1.15, where upon
hearing the news of Bhisma’s fall, both the Kauravas and the Pandavas react in different ways:
vismitas ca prahrstas ca ksatradharmar nisamya te | svadharmam nindamands ca pranipatya
mahatmane [/ (“Perplexed and delighted [by his fall], and observing their warriors’ duty, they
blamed their own [ksatra] dharma having bowed down before that illustrious soul, [Bhisma]”).

See also 8.6.71 following a garh passage, where just before causing Karna’s death (after
the latter ‘garh’ed’ dharma at 8.66.43-44), Krsna addresses Karna sarcastically: athabravid
vasudevo rathastho; radheya distya smarastha dharmam | prdayena nicd vyasanesu magnd;
nindanti daivam kukrtam na tat tat // (“Now Vasudeva spoke [to Karna] who was seated in his
chariot: ‘O son of Radha, how fortunate it is that you remember dharma on this occasion [today]!
When low-born people are sunk into ruin they usually blame fate, but not this or that wrong deed
[of their own]!’”). See also detailed discussion on the preceding garh passage (“Karna denounces
Dharma”), pp. 229-232 below.
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2.2 Ksip

The Sanskrit verb ksip has a relatively large variety of meanings, the most
central among which are: ‘to cast; throw; to send; dispatch; to throw a glance; to
strike; hit; to put or place something; to scatter; pour; to throw away; get rid of; to
strike down; ruin; and, destroy’. An additional, and insofar as the MBh is
concerned, less frequent meaning of ksip, is ‘to revile; abuse; and, insult’.

My investigation of the verb indicates that ksip in the latter sense (‘revile;
abuse; insult’) is relatively rare in the epic in comparison with its other meanings.
Having arrived at this conclusion after examining several epic books, I thought it
apt to focus and limit the study of this verb to seven MBh books, namely, the Adi,
Sabha, Vana, Virata, Udyoga, Stri and Santi parvans. These particular books were
selected for closer examination because some of them are considered to be among
the longest books of the epic (e.g., Adi, Vana, Udyoga and Sdnti), and also
because some are considered of a relatively early date (e.g., parts of the Adi,
Sabha and Vana). The reason why I merely skimmed through the battle books is
that a preliminary reading proved that ksip features in them very frequently in its
other meanings, which are naturally commensurate with the battle’s semantics of
conflict, violence and armed struggle (e.g., ‘to throw/scatter arrows; to
cast/dispatch various weapons; to strike down/hit/ruin/destroy’ etc.). In order to
show the relatively infrequent use of ksip in the sense ‘to abuse/revile/insult’, the
statistics of its occurrence in the seven parvans that were selected for closer

examination are presented below.*"

31 Of the 67 times ksip occurs in the Adi parvan in a variety of its other meanings, the verb occurs
in the sense ‘to abuse/revile/insult’ only thrice.

Of the 19 times ksip occurs in the Sabha parvan in a variety of its other meanings, the verb occurs
in the sense ‘to abuse/revile/insult’ only once.
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The findings of ksip’s study in the latter sense suggest that it is not used as
an interchangeable verb of garh, mainly because the contexts in which ksip occurs
are “weaker” than the emphatic and public garh statements that feature
consistently in the epic. The primary meanings of ksip are therefore milder and
less pronounced than those of garh. In the majority of cases, the meaning of ksip

in the MBh may range from ‘abuse’,*® ‘insult’,*® ‘slight’,*** ‘berate’,’®

Of the 87 times ksip occurs in the Vana parvan in a variety of its other meanings, the verb occurs
in the sense ‘to abuse/revile/insult’ only 4 times.

Of the 19 times ksip occurs in the Virdta parvan in a variety of its other meanings, the verb does
not occur in the sense ‘to abuse/revile/insult’, at all.

Of the 29 times ksip occurs in the Udyvoga parvan in a variety of its other meanings, the verb
occurs in the sense ‘to abuse/revile/insult’ only 6 times.

Of the 13 times ksip occurs in the Str7 parvan in a variety of its other meanings, the verb does not
occur in the sense ‘to abuse/revile/insult’, at all.

Of the 83 times ksip occurs in the Santi parvan in a variety of its other meanings, the verb occurs
in the sense ‘to abuse/revile/insult’ only 6 times.

362 See ksip in the sense ‘to abuse’: at 1.126.17 and 1.126.20, Karna intrudes upon a wrestling
match between the young Kaurava and Pandava princes by interrupting Arjuna during a display of
his excellent martial skills. Karna announces that he will match Arjuna’s feats. Offended by this
(tatah ksiptam ivatmanam matva partho; “Thus Partha thought himself insulted”), Arjuna calls
Karna an intruder (andahiita) and threatens to kill him. The dialogue between the two ends when
Karna challenges Arjuna to a duel: kim ksepair durbalasvasaih Saraih kathaya bharata | guroh
samaksam yavat te haramy adya Sirah Saraih // (““What is the point of abusing? That is a weak-
man’s consolation! Speak [to me] with arrows, Bharata, until before your teacher’s eyes I shall
carry your head off today with my arrows!”); at 3.15.18, Krsna tells Yudhisthira that when Salva
(the demonic lord of Saubha) heard that he had slain Si§upala, Salva attacked Dvaraka in revenge.
Enraged by this, and as Krsna learns that Salva also abused him (kseparit carmani), he resolves to
kill Salva (niscitya manasa vadhayasya); at 5.33.6, Vidura tells Dhrtarastra: param ksipati dosena
vartamanah svayam tathda | yas ca krudhyaty anisah san sa ca midhatamo narah [/ (“He who
abuses another when he himself is at fault, and who gets angry when he is powerless, he is a most
foolish man.”); at 5.75.1, Krsna scolds Bhima for his leniency toward the impending war with the
Kauravas, and then explains that he did not speak with the intention of abusing him (idam
abruvam na caksepat); at 5.94.32, Balarama warns King Dambhodhava never to abuse anyone out
of his conceit (ma ca darpasamavistah ksepsih kams cit kada cana); at 12.84.30
(Rajadharmaparvan), Bhisma instructs Yudhisthira on the subject of “the servants of the king”.
He tells him that sometimes when a master (svami) is enraged (samrabdhah) with his servant, he
abuses him verbally (vaca ksipati); at 12.208.10 (Moksadharmaparvan), Bhisma instructs
Yudhisthira that one ought not to speak abusively (vaktavyam aviksiptena); and, at 12.276.25, he
further tells him that vicious people (nirgunah) abuse men of merit by dwelling on their own
qualities (gunavatah ksipanty atmagunaksayat).

363 See ksip in the sense ‘to insult’: at 3.142.13, Yudhisthira tells his wife and brothers about his
grief at their five years of separation from Arjuna, whose merits he praises highly, thus: satatam
vah ksamastlah ksipyamano ’py anivasa (“He is always patient, even when insulted by a lesser
man”); at 3.252.2, having been abducted by King Jayadratha, Draupadi, who is urged by him to
abandon her husbands and marry him, addresses the king harshly: yasasvinas tiksnavisan
maharathan; adhiksipan miidha na lajjase katham (“You insult illustrious great warriors whose
[power is like] venomous snakes. You fool, how are you not ashamed?”); at 5.133.30, Kuntt
relates a story about a mother’s instruction to her son: kruddhanil lubdhan pariksian avaksiptan
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‘offen ‘accuse™” to ‘contempt’.’® A rather good example that demonstrates
ksip’s weakened meaning in relation to garh, comes from the following Vana
parvan passage, where after Draupadi ‘garh’ed” Brahma (at 3.31.39),*®
Yudhisthira warns her:

ato narhasi kalyani dhataram dharmam eva ca /
rajomiidhena manasa kseptum Sankitum eva ca [/ (3.32.14)

Therefore, beautiful woman, you certainly ought not, with heart stupefied by
anger, abuse or distrust the Creator nor dharma.

This ksip passage is extremely pertinent to our discussion because it responds to,
and follows an act of garh (censuring). It is rather obvious that in his speech,
Yudhisthira is careful not even to verbally repeat the same verb Draupadi used in
her desperate act of censure against the Creator (Brahma). Yudhisthira uses a

different verb that allows him to attenuate the harsh act of censure previously

vimanitan [ spardhinas caiva ve ke cit tan yukta upadharaya // (“Beware of angry men, greedy
people, those who are lost, insulted, dishonoured, and competitive.”); at 12.8.1, Yudhisthira
informs his brothers of his intention to renounce the kingdom by taking the life of an ascetic in the
forest. Arjuna, who takes the news badly, is depicted as one who cannot bear to be insulted in this
way (adhiksipta ivaksami).

3 See ksip in the sense ‘to slight’: at 1.27.32, the tiny Valakhilyas (a class of rsis the size of a
thumb) are slighted by Indra. In revenge, they sacrifice in order to engender a creature mightier
than the king of the gods. Sage Kasyapa takes over their rite and creates an Indra of birds (i.e.,
Garuda). Having accomplished this, he addresses Indra thus: na capy evam tvaya bhityah
kseptavya brahmavadinah | na cavamanya darpat te vagvisa bhrsakopanah [/ (“These knowers of
Brahman, whose word is [like] poison, and whose rage is fierce, shall never again be slighted or
dishonoured by you out of pride”).

35 See ksip in the sense ‘to berate’: at 2.41.2, the events that led to the slaying of Sisupala by
Krsna are related. Siéupﬁla belittles Krsna’s feats, berates Bhisma, and accuses him of hypocrisy.
Addressing this before Bhima, Bhisma states the following: ko hi mam bhimasendadya ksitav arhati
parthivah | kseptur daivaparitatma yathaisa kulapamsanah [/ (“What king on this earth,
Bhimasena, dares berate me like this defiler of his line, [if not] he who is possessed by fate?”).

36 See ksip in the sense ‘to offend’: at 12.235.19 (Moksadharmaparvan), Bhisma instructs
Yudhisthira that when one is offended (adhiksiptah), he should always endure (sahen nityam) the
offense without anger (asamjvarah).

37 See ksip in the sense ‘to accuse’: at 5.37.30, Vidura tells Dhrtarastra about various virtues
(gunah) of one who consumes food in measured quantities (mitabhuktam bhajante); one of which,
is that people do not accuse him of gluttony (na cainam adyina iti ksipanti).

368 See ksip in the sense ‘to contempt’: at 5.175.18, Hotravahana re-tells Akrtavarna the story of
Amba’s abduction by Bhisma (from the Adi parvan). Hotravahana says that as Bhisma carried her
off, he was contemptuous of the other kings (nrpan avaksipya); at 12.151.3, Bhisma tells
Yudhisthira the story of the wind and the Salmali tree, mentioning that the tree was contemptuous
(@ksepayukta) of the wind.

3% See note 351 above.
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enacted by Draupadi. In this passage, Yudhisthira warns his wife of the danger
that her “garhing” may arouse, and by using a different verb, namely, ksip, he

perhaps wishes to undo the “damage” she had caused in its utterance.

In summary, the discussion above has shown that among garh’s cognate
verbs, nind is semantically closer to garh than ksip, and that unlike ksip, nind
occurs in the epic very frequently. However, despite its contiguous semantic
relation to garh, nind mostly features in specific contexts that are characteristic of
the verb’s usage in the epic (that is, in anindita, blame and praise, and
vedanindaka passages). Furthermore, we have seen that as a general rule, none of
these cognate verbs are used as alternate verbs of garh in its full capacity of
semantic meanings in the epic. In certain cases, both, if at all, may be used akin to
garh’s most basic, or simplest meaning in the epic: the first type proposed above,
‘garh aimed at wrong acts’. Besides this particular context, in the majority of
cases, neither nind nor ksip may semantically replace garh in moments where the
MBh exhibits a ‘divergence in the interpretation of dharma’; in cases of a
‘dharmic-deadlock’; nor in passages where ‘garh signals a higher dharma’; or in
recursive moments where dharma twists back upon itself and ‘garh's’ itself.””’
The most important thing to note in summarizing our findings of these verbs’
occurrences in the epic is that unlike garh, these cognate verbs are generally not

present in key narrative junctures of the epic, and their consistency therein does

not reveal significant information about dharma and its meaning in the epic.

%% Note also that when accompanied by prepositions (upasargas), neither nind nor ksip may

semantically replace garh in its full capacity of semantic meanings in the epic. It should further be
noted that as a general rule, upasargas like abhi- or vi- (nind), or avi-, adhi-, ava-, ava or a- (ksip)
do not greatly change the meaning of these verbs in the epic. See quoted examples of such
prepositions with nind or ksip in notes 359, 360, 362, 363, 366, 368 above.
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Lastly, both verbs do not occur in the ending of the epic, and are consequently,
far less relevant for understanding the implications that Yudhisthira’s
condemnation of dharma, which concludes the MBh, bear on the epic as a

whole.*"!

3. Detailed Analysis of Garh Passages in the Mahabharata

The majority of the cases investigated below are elaborate passages in
which garh occurs many times. Therefore, except for the first two instances,
which exemplify the relatively straightforward ‘garh aimed at wrong acts’, I will
not attempt to illustrate each type individually with a corresponding garh
instance, because in some of the selected passages, one can find several (typically

two or less) of the above garh types.

3.1 Instances of Garh Aimed at Wrong Acts

The first garh instance to be considered is from the Santi parvan.
Overwhelmed with guilt over his kinsmen’s death during the war, Yudhisthira
asks Vyasa what might be considered as an appropriate atonement (prayascitta).
Vyasa provides a long list of sinful acts that require expiation. Among these, he
mentions the following:

Studrastrivadhako yas ca pirvah piirvas tu garhitah /
vrthapasusamalambhi vanadahasya karakah // (C.Ed. 12.35.6; B. 12.34.7)

3" Nind does not occur in the MhP and the SA parvans at all. Ksip occurs twice in the MhP in the
sense to ‘throw/ca_st’ (at 17.1.40; 17.3.6), but not in the sense ‘to abuse; revile; insult’. Ksip does
not occur in the SA, at all.
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One who kills a woman or a servant — each earlier one is more blameworthy

than the following - one who hunts animals at pleasure or one who sets fire to

a forest.’”?

This is a relatively straightforward example of garh which illustrates the case of
the first category. Here, garh is aimed at several wrong acts arranged in the form
of a list. This list of censurable acts consists of various expressions of

transgressions of dharmic moral laws.

The following verse, quoted from the Udyoga parvan, is taken from the
events leading to the outbreak of the Kuruksetra war. At Dhrtarastra’s command,
Samjaya tries to dissuade Yudhisthira from declaring war. Pointing out the grave
injustice committed by the Kauravas against the Pandavas, Yudhisthira discusses
several reasons as to why he thinks this is a just war. He concludes his speech by
alluding to Duryodhana as a thief:

steno hared yatra dhanam hy adrstah

prasahya va yatra hareta drstah /

ubhau garhyau bhavatah samjayaitau
kim vai prthak tvam dhrtarastrasya putre // (C.Ed. 5.29.28; B. 5.29.33)

Whether a thief steals valuables when he is unobserved, or when he does so
forcibly and while being noticed, he is [equally] culpable in both instances. O
Samjaya, why do you then [reckon] differently as far as Dhrtarastra’s son is
concerned?
Exemplifying the first category, garh in this passage is aimed at an act which is
judged unlawful by the codes of dharma’s moral law, and as in the first instance,
the verb is voiced here in a didactic tone. Garh further expresses here the

protagonist’s (in this case, Yudhisthira’s) dissatisfaction or aversion from what he

finds absolutely distasteful or harmful. Considering the verse in context,

372 My translation follows James Fitzgerald’s interpretation of the expression ‘pitrvah pirvas’ in
this instance. See J. L. Fitzgerald, The Mahabharata, Volume 7, Chicago University Press,
Chicago, 2004, p. 245.
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Yudhisthira claims that although going to war against one’s own cousins might be
considered immoral (adharmic), Duryodhana’s having robbed the kingdom from
its rightful heirs (the Pandavas) comprises an even greater act of immorality

(adharma).’”

3.2 Pandu and the Deer

The next passage is the famous story of Pandu’s curse in the Adi parvan.
This elaborate episode, in which garh occurs six times, demonstrates two of the
verb’s types (types 2 and 4). Consequently, the discussion looks at several
semantic layers: the first of these is the second type, which I labeled ‘divergence
in the interpretation of dharma’; the second is the fourth type, namely ‘garh
signalling a ‘higher dharma’’.

After shooting the deer, Pandu attempts to justify his act before the animal,
which is in fact the rsi Kindama, as follows:

Satriinam ya vadhe vrttih sa mrganam vadhe smrta /

rajiam mrga na mar mohat tvam garhayitum arhasi // (C.Ed. 1.109.12; B.
1.118.12)

O Deer, the conduct of kings in striking enemies is stated in Smrti to be the
same for striking deer. It does not fit you to reprove me out of ignorance.

acchadmanamayaya ca mrganam vadha isyate |
sa eva dharmo rajiam tu tad vidvan kim nu garhase // (C.Ed. 1.109.13; B.
1.118.13)

Indeed, the dharma of kings is impelled to deer-hunting without trickery and
cunningness. Knowing this, why do you then reprove [me]?

373 For other relatively uncomplicated garh statements aimed at wrong acts see: (C.Ed., B. 5.28.4-
5); (C.Ed. 5.39.10; B. 5.39.12); (C.Ed. 12.87.23; B. 12.86.23); (C.Ed. 12.89.24; B.12.88.28);
(C.Ed. 12.91.6; B. 12.90.6); (C.Ed. 3.264.38; B. 3.280.38).
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pramanadrstadharmena katham asman vigarhase |
agastyasyabhicarena yusmakam vai vapa huta // (C.Ed. 1.109.15; B.
1.118.15)

Why do you reprove me for a conduct which is countenanced by authority?
Your kind’s omentum was sacrificed in Agastya’s sorcery.

pramattam apramattar va vivrtam ghnanti caujasa |
upayair isubhis tiksnaih kasman mrga vigarhase // (C.Ed. 1.109.17; B.
1.118.17)

[Kings] kill [an animal] openly and forcefully by means of sharpened arrows,
whether it is on guard or off guard. So why do you reprove me, O Deer?

Having listened patiently to his offender’s speech, the deer replies thus:

varjayanti nrSamsani papesv abhirata narah (C.Ed. 1.109.9; B. 1.118.9)
[Even] men who delight in sins avoid [such] cruel [acts].

nahari ghnantam mrgan rajan vigarhe atmakaranat |
maithunam tu pratiksyam me syat tvayehanrsamsatah // (C.Ed. 1.109.18; B.
1.118.18)

O King, I do not blame [you] for deer hunting or [even] out of my own
selfish reasons. But out of lack of cruelty you should have waited for my
intercourse [to conclude].

nr§amsar karma sumahat sarvalokavigarhitam /
asvargyam ayasasyam ca adharmistham ca bharata [/ (C.Ed. 1.109.21; B.
1.118.22)

[Such a] deed is extremely cruel and is universally reprehensible. It is hellish,
infamous and is utterly against dharma, O Bharata.

tvaya nrsamsakartarah papacaras ca manavah /
nigrahyah parthivasrestha trivargaparivarjitah // (C.Ed. 1.109.23; B.
1.118.24)

O best of monarchs, men who act cruelly, sinners, and those who have
abandoned the three precepts [kama, artha and dharma]®™ ought to be
condemned by you!

Concluding his harsh speech, the deer (the rsi Kindama) eventually curses Pandu,
as follows:

tvayaham himsito yasmat tasmat tvam apy aham Sape (B. 1.118.26cd).

374 The compound trivargaparivarjitah may also be understood as “those avoided by the top three
varnas”.
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Since I was killed by you, therefore, I now curse you!*”

It should first be noted that this garh passage presents two different
interpretations of dharma. Both characters (Pandu and the deer) use garh in their
speech, but their interpretations of the Law diverge considerably. While Pandu is
convinced that his deeds are not censurable for the mere fact that the duty
(dharma) of kings is, among other things, to hunt animals, the deer deems
Pandu’s act censurable as he shot it during copulation. Thus, according to the
deer’s interpretation of dharma, while kings are permitted and even encouraged
to hunt, they are restricted from hunting an animal that is mating.

Both characters present strong and correct arguments, yet this passage
clearly illustrates the extent to which the MBh perceives dharma as a polemical
concept. The use of garh in this passage exposes a view of dharma as
fundamentally disputable. The verb’s presence (here and elsewhere in the MBh)
draws attention to dharma’s hierarchical nature, and consequently highlights the
problem that arises from the multifarious hermeneutics intrinsic to dharma.

Apart from the twofold divergence in the interpretation of dharma, this
passage illustrates another category of garh as that which signals a ‘higher

dharma’. The deer repeatedly mentions in his speech the term nrsamsa, ‘cruelty’.

375 While the Bombay edition uses §ap to describe Pandu’s curse, the C.Ed. avoids this verb but
relates the contents of the curse in detail, as follows:

tvayaham himsito yasmat tasmat tvam apy asamsayam

dvayor nrSamsakartaram avasam kamamohitam

jivitantakaro bhava evam evagamisyati (C.Ed. 1.109.25)

“Therefore, since you have injured me, you yourself will fall a victim to love: when you are
helplessly overcome by love, your love will unfailingly kill you, who outraged a mating couple!”
asya tu tvari phalam midha prapsyasidrsam eva hi

privaya saha samvasam prapya kamavimohitah

tvam apy asyam avasthayam pretalokam gamisyasi (C.Ed. 1.109.28)

“But for that, fool, you shall find the same fate. When you are lying with a woman you love,
blinded by your passion, you too in that very same state will depart for the world of the dead.”
Translated by J. A. B. van Buitenen, The Mahabharata (book 1), The University of Chicago Press,
Chicago, 1973, p. 245.
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In fact, he does not accuse Pandu for hunting (it), at all. Rather, the deer accuses
the offender of an act of cruelty. In other words, the deer does not censure Pandu
for the offensive act (of hunting), but rather for the callous motivation behind it.
However, not once is the term nrsamsa used in Pandu’s speech. The deer, on the
other hand, specifically says that out of anrsamsa Pandu should have waited for its
intercourse to conclude.

The semantic linkage between garh and nrsamsa is instructive of the epic’s
finer distinctions as regards this verb. By associating garh and anrsamsa, the
authors of the MBh use garh as a ‘marker’ of a higher dharma.””® Judging by the
dictionary definition of anrsamsa: ‘absence of cruelty or harm; absence of injury;
mildness; kindness; benevolence’, it would appear that the deer’s accusation of
Pandu derives from values which transcend customary dharmic laws. The deer’s
moral authority grants it an edge over its interlocutor, which eventually leads to its
winning the debate. Since the passage presents garh as signalling a higher moral

authority, which is denoted by the term anrsamsa, the legitimacy for the deer’s

376 In his paper “The Concept of Anrsamsya in the Mahabharata”, Mukund Lath discusses
anrsamsya as a central moral concept in the MBh. According to Lath, the MBh understands
anrsamsya as the highest moral duty: “The Mahabharata embodies one of the greatest adventures
of the human spirit into the field of the perennial moral question: What should I do; what should
we do? ... The question, as we know, has no easy, simple answer, for, human action is a field
beset with dilemmas. Dharma represents the area of human actions and the codes and norms
governing them. It is also inherently an area of dharmasamkata, that is of a dilemma. Supremely
aware of the complexity of the moral problem of action, the Mahabhdrata comes up with more
than one supreme moral principles, paramadharmas, that should guide our action. One of these is
anrsamsya, often extolled as paro dharmah in the epic.” Lath, (1990): 114.

Lath also addresses the question as to why the epic interchanges between ahimsa and
anrsamsya. Arguing that anrsamsya is a newer word, Lath offers a distinction between the two,
and concludes that the epic adapted ahimsa into anrsamsya for the latter better commensurates the
value system of the pravrtimarga: “Ahimsa ... is an ideal which is central to what is called the
nivritimarga, the marga of samnydsa [the way of renunciation]. But the MBh is, if anything, a
great text of the pravrttimarga [the way of turning toward the world]. It argues for pravrttimarga,
though it is very much attached by nivrttimarga and ahimsa. But total ahimsa cannot be practiced,
because the human condition is such that some himsa has to be there for both the practice of both
the grhasthadharma [householder’s dharma] and the rajadharma [king’s dharma). Therefore,
what the MBh preaches is not ahimsa but anrsamsya. This latter is one of the most outstanding
moral concepts of the epic. Anr§amsya is ahimsa adapted to the pravrttimarga.” Lath, (1990): 118-
19 (brackets by Hiltebeitel, (2002): 202-3).

219



accusation ensues from Pandu’s lack of benevolence, kindness or goodwill toward
it. This semantic range (denoted by anrsamsa) signals the motivation behind the
offender’s act (in this case, Pandu). The passage therefore, shows that the
motivation behind one’s action is judged more severely by the censurer.

Lastly, the use of a curse within close proximity of garh in this passage is
of marked significance. Indeed, the deer is revealed to be a potent rsi (Kindama)
whose moral authority derives from the ability to cast a curse when he so wishes.
The curse thus creates a higher moral vantage point for the deer over Pandu’s
argument of self-defence, and as such, unequivocally establishes the deer’s victory
in this dispute about dharma’s multifarious hierarchies. This argument gains
further validation by the content of the curse, which directly corresponds to
Pandu’s offence. According to this analogy then, since Pandu shot the deer at a
time of copulation, he is sentenced by his cursor to meet the exact same fate (i.e.,
dying during intercourse with his wife Madr).

This garh instance, as well as others to be discussed below, reveals that
garh is palpable in key narrative junctures of the MBh, and is crucial to the
advancement of the entire plot.””” The offense against dharma, its prohibition, and
the recurrent reflection on correcting or redefining dharma’s intricate operations

are themes that preoccupy the authors of this text.

377 See also discussion on pp. 254-255, below.
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3.3 Dhrstadyumna Slays Drona

Another episode that exemplifies the MBh protagonists’ divergence in
interpreting the dharma comes from the Drona parvan. This garh instance takes
place after Drona’s beheading by Dhrstadyumna during the Kuruksetra war.””
Having heard the news, Arjuna shows signs of sudden remorse and accuses
Dhrstadyumna of killing his guru. Dhrstadyumna attempts to defend his actions
by tarnishing Drona’s character, as follows:

bibhatso viprakarmani viditani manisinam /
vajanadhyapane danam tatha yajiapratigrahau [/ (C.Ed. 7.168.22; B.
7.198.24)

O Arjuna (bibhatso), the following duties have been declared by the sages to
belong to the Brahmanas — conducting sacrifice on behalf of others, teaching,
gift offering, sacrifice, and the acceptance of presents.

sastham adhyayanam nama tesam kasmin pratisthitah |
hato drono maya yat tat kim mam partha vigarhase [/ (C.Ed. 7.168.23; B.
7.198.25)

The sixth duty is called study. In which of those was Drona, whom I killed,
accomplished? Why do you, O Partha, reprove me for this?

vidharminam dharmavidbhih proktam tesarm visopamam [
janan dharmdarthatattvajiiah kim arjuna vigarhase [/ (C.Ed. 7.168.31; B.
7.198.33)

Knowing that one who has transgressed the duties [of his order] is called by
the virtuous equal to poison for them; why, O Arjuna, knower of the truth
regarding the essence of dharma, do you reprove [me]?

378 This is another garh incident. On the fifteenth day of battle Krsna plans to defeat the invincible
Drona. With this in mind, he sends Yudhisthira to give Drona the misleading message that
Agvatthaman is dead, referring in fact, to the death of an elephant by the same name (which was
earlier slain by Bhima). Taking the opportunity to strike the great warrior, who in his shocked
state believes his son had passed away, Dhrstadyumna (Draupadi’s brother) beheads the grieving
and armless Drona. Learning of his father’s death, AS§vatthaman resolves to avenge Drona’s death:
mitrabrahmagurudvest jalmakah suvigarhitah /

paicalapasadas cadya na me jivan vimoksyate [/ (C.Ed. 7.166.56; B. 7.196.45)

“That fallen Paficala [i.e., Dhrstadyumna], who is a despised enemy to his guru [Drona], a
Brahmin and friend, and who is extremely reprehensible, shall not escape me alive today!”
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Resembling the Pandu episode, this passage depicts two protagonists
whose interpretations of dharma diverge considerably. From Dhrstadyumna’s
speech it is understood that Arjuna accuses him of Drona’s killing. Yet the
passage does not clearly state why Arjuna reproves this action. However, it would
appear that Dhrstadyumna’s speech reveals the reason behind Arjuna’s
accusation. The passage implies that Arjuna’s interpretation of dharma differs
from that of Dhrstadyumna’s, and that Arjuna’s stance is one of doubt and
hesitation regarding the ‘right thing to do’ (i.e., dharma).

Dhrstadyumna presents before Arjuna a clever syllogism which juxtaposes
two moral duties (dharmas). His basic claim is that Drona’s killing was not an
adharmic act because although Drona was born a Brahmin, he never practiced
any of his duties as one. This therefore, makes him a Brahmin by name alone, and
so it is permissible for Dhrstadyumna to kill him. This entire manoeuvre is
designed by Dhrstadyumna to eliminate Arjuna’s doubt regarding one of the
gravest adharmas, namely the mahapataka (‘grave sin’) of killing a Brahmin.
What Dhrstadyumna wants to prove is that he did not slay a Brahmin in battle but
a Ksatriya, and that this is a fair killing, certainly at times of war. Being a full-
fledged Ksatriya, as Dhrstadyumna would have him be, it is a warrior’s moral
duty to fight against someone like Drona and slay him.

Garh is employed here by the authors of this passage as a moral compass
that guides the way to unravel hierarchies of dharma. The question that
Dhrstadyumna’s speech raises is: what is more appropriate - killing Drona, or
allowing him to bring the Pandava army to destruction? Dhrstadyumna claims to

have loyally served Arjuna’s purpose. Hence, he repeatedly asks — ‘why do you
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then reprove me?’ The implicit message in Dhrstadyumna’s words is that had he
not killed Drona, the great warrior and guru would not have hesitated to kill even
his closest pupil (Arjuna).’”

The passage thus centres on a moral dilemma regarding the ‘right thing to
do’ (dharma). Two contradictory dharmas are illustrated in this episode: on the
one hand, the law (dharma) prohibiting the killing of Brahmins (represented by
Arjuna), and on the other, the duty to fight the war in order to bring about victory
(represented by Dhrstadyumna). Garh’s usage in the epic thus repeatedly exposes
the hermeneutics of doubt exercised by authors of the MBh regarding dharma.
This instance encapsulates, to a certain degree, the ways in which the epic authors
perceive garh. Every such juncture of doubt regarding hierarchies of dharma in
the narrative presents a moral dilemma. These dilemmas are adapted in the MBh
through garh’s defining, refining and selecting dharmas. The employment of garh
thus serves MBh authors as a kind of engine designed to determine what dharma
is or should be at any given moment. By employing garh in instances where
doubt regarding the right dharma arises, MBh authors are offering some
resolution. Yet, those moral resolutions also hold within them the rejection of
other sets of morality; lesser, or rather less pertinent dharma is rejected in favour
of higher or more relevant dharma. Since the semantics of this verb are so closely

related to the elusive meanings of the concept of dharma, garh’s moral compass,

as is apparent from the examples presented here, does not operate transparently in

37 See the following verse in which Dhrstadyumna clearly states that his feat is beneficial to
Arjuna:

nrsamsah sa mayakramya ratha eva nipatitah /

tan mabhinandyam bibithatso kimartham nabhinandase // (C.Ed. 7.168.32; B. 7.198.34)
“Attacking him, that ruthless warrior has been overthrown by me alone! O Arjuna, why do you
not then congratulate me, who am to be congratulated?”
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the MBh. This particular passage for instance, shows that by employing garh, the
epic certainly exhibits a world of moral hierarchies, yet it does not seem to paint a
black and white picture of them, as a clear cut dichotomy between ‘good’ and

‘evil” might.

3.4 The Death of Abhimanyu

As emerges from the episode above (3.3), some of garh’s most striking
moments in the epic come from the war books. These books’ dramatic setting
corresponds well with garh’s semantics of conflict. The following passage is
another famous MBh scene quoted from the Drona parvan, which occurs on the
thirteenth day of battle when the Pandavas are challenged by the Kauravas to
break the circular array (the cakravyitha). On that day, Krsna and Arjuna, who are
the only ones who know how to defeat such a formation, are dragged to another
war front. Since only Arjuna’s young son, Abhimanyu, knows how to break into
the formation (but he has no idea how to break out of it), Yudhisthira is left with
no alternative other than to assign him the dangerous task:

etya no narjuno garhed vyatha tata tatha kuru /

cakravyithasya na vayam vidma bhedam katham cana /| (C.Ed. 7.34.14; B.
7.35.14)

As none of us knows how to break the circular array, O you dear boy act in
such a way that when Arjuna comes he will not censure us.

dhanamjayo hi nas tata garhayed etya saryugat /
ksipram astram samadaya dronanikam visataya [/ (C.Ed. 7.34.17; B. 7.35.17)

Quickly taking up your arms, knock out Drona’s army. Surely, Arjuna will
reprove us upon his return from the battle.

Abhimanyu gets trapped in the array and is killed by the Kauravas, who

fight him jointly in contradiction of the warrior’s code of conduct. This instance
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exemplifies the third garh type, namely, ‘Dharmic Deadlock’. The verb’s
occurrence in this passage ensues from a gridlock moment, where Yudhisthira
must choose between two duties: the duty of protecting the wellbeing of his
nephew on the one hand, and the duty of conducting the battle as efficiently as
possible in order to protect the wellbeing of his entire army, on the other hand.
Portraying Yudhisthira as having the ominous premonition that both prospects
will have misfortunate outcomes, the authors of this passage express the hero’s
ghastly moment of doubt with garh’s optative conjugation. Note here that garh in
the optative expresses two near-opposing messages. In the first verse, Yudhisthira
expresses a wish that his premonition (regarding Abhimanyu’s probable death in
the cakravyitha) will not materialize (‘may Arjuna not reprove us’, no narjuno
garhed). Whereas in the second verse, Yudhisthira’s premonition gains a sense of
certainty (‘Arjuna will surely blame us upon his return from the battle’,
dhanamjayo hi nas tata garhayed etya samyugat). Garh’s optative conjugation
thus features in both cases, once in the negative and once in the affirmative. Garh
statements of this type thus ensue from grave doubts and moral dilemmas
regarding dharma. In such moments of dharmic deadlock, the MBh protagonists
find themselves again and again in situations where all they can do is to “garh”.
Such is the case in this passage, where Yudhisthira finds himself facing a
dilemma consisting of a very poor selection of alternatives and anticipating events
he cannot prevent from materializing.**

This idea is further validated by the consequences ensuing from

Yudhisthira’s decision to assign Abhimanyu the dangerous task. When Arjuna

30 A preceding verse indicates that although Yudhisthira knew that Drona’s army cannot be
overcome (asakyam), he decided to place this heavy burden (avisahyam gurum bharam) upon
Abhimanyu (C.Ed. 7.34.12; B. 7.35.12).
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learns about the tragic outcome of this mission, he blames solely himself for his
son’s death while addressing Yudhisthira:

armanam eva garheyam yad aharit vah sudurbalan /
yusman ajiiaya niryato bhirin akrtanisraman // (C.Ed. 7.50.77; B. 7.72.82)

I should blame only myself for this; actually knowing that all of you are
weak, cowards and incapable, I went away.

Like Yudhisthira’s garh statement above, the text has Arjuna producing a
garh statement in the optative. By contrast to what might be expected, this
statement is not directed at Arjuna’s brothers (or specifically at Yudhisthira), but
rather by Arjuna at himself in a clear act of self-reproach. Such moments of self-
reproach emerge in the epic, when the protagonists fail to accept the fate that they
are dealt. This is another example of the third category of ‘dharmic deadlock’,
which consists of cases where the MBh protagonists use garh in reaction to states
of utter despondency, induced either by an event which has not yet materialized
but in all probability will (like Yudhisthira), or when one regrets consequences of
an action which could not have been prevented. Unable to prevent what had
happened, Arjuna blames himself for his son’s death. In such garh moments in
the MBh (as Arjuna’s self-‘garhification’ demonstrates), the protagonists are
facing moments where regardless of how one chooses to act, his actions are

destined to be self-defeating.”’

31 Another elaborate garh passage that exemplifies a moment of dharmic deadlock, as well as

garh marking a higher dharma, is the story of the Hunter and the Pigeon. A wicked hunter was
once roaming the forest when a great storm burst out, which led to all the birds and animals of the
forest falling to the ground frozen and benumbed. Although the hunter was in the same state, he
nonetheless managed to cage a she-pigeon that was lying motionless on the ground. Hearing her
husband’s piteous cries begging her to return home, the she-pigeon replied to him that he should
treat the hunter as he would a guest (atithi). Hearing these words from his wife, the pigeon
honoured the hunter who came to him by collecting leaves from the ground and setting up fire to
warm him. After some time, the guest asked for food but the pigeon had nothing to feed his guest
with. He grew pale and reflected:

katham nu khalu kartavyam iti cintaparah sada /

babhiiva bharatasrestha garhayan vritim atmanah // (C.Ed. 12.142.36; B. 12.146.18)
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Such impasses, where dharma is revealed to be self-defeating, often lead
MBh protagonists to point the blame at dharma itself. Although Arjuna’s self-
reproach is not such a case, the thematic of garh cases of the fifth type (‘Garhing
dharma’) is partly palpable in this passage, as well. This garh statement expresses
Arjuna’s disillusionment with dharma. The explicit reason for Arjuna’s self-
‘garhification’ is explained as he states that knowing that his brothers were
incompetent, he went away. Arjuna is looking to find a logical explanation for his
son’s death. According to this logic, if he had not moved to a different war front,
this horrid event could have been prevented. And yet, Arjuna’s remorseful grief,

expressed by the use of garh, is portrayed as futile. His garh statement expresses

“Continually lost in thought as to what should be done, he [finally], O bull of the Bharata
race, censured his own mode of living.”

Thinking thus, the pigeon threw himself into the fire in order to satiate its guest’s hunger. Seeing
this, the hunter thought to himself:

aho mama nrs§amsasya garhitasya svakarmana /

adharmah sumahan ghoro bhavisyati na samsayah [/ (C.Ed. 12.142.43; B. 12.146.25)

“Alas, there is no doubt that an immense dreadful adharma will occur on account of this deed
of mine, I, who am cruel and contemptible.”

evam bahuvidham bhiri vilalapa sa lubdhakah /

garhayan svani karmani dvijam drstva tathagatam /f (C.Ed. 12.142.44; B. 12.146.26)
“Having witnessed the bird passing away, and reproaching his own deeds, the hunter
repeatedly lamented in various ways.”

tatas tam lubdhakah pasvan krpayabhipariplutah |

kapotam agnau patitam vakyam punar uvaca ha // (C.Ed. 12.143.1; B. 12.147.1)

“Beholding the pigeon entering into the fire thus, and overflowing with compassion the
hunter spoke again:”

kim idrsam nrSamsena maya krtam abuddhina |

bhavisyati hi me nityam patakari hrdi jivatah /{ (C.Ed. 12.143.2; B. 12.147.2)

“A crime of the type that I have performed in my cruelty and ignorance shall certainly
perpetually exist in my heart as long as it goes on beating.”

Note that garh is employed here to depict both the hunter and the pigeon’s reproachful
moods. But unlike the pigeon’s reproach of its own mode of living, the text specifically identifies
the hunter’s bad deeds, of which he reproached himself, as cruel (nrsfamsa). Like Arjuna in the
Abhimanyu episode (section 3.4, above), the hunter faces here a moment of dharmic deadlock.
There is absolutely nothing he can do to save the pigeon’s life after it jumped into the fire in order
to satiate his hunger. Consequently, his reproach is aimed at himself alone. It should further be
noted that while the pigeon’s reproach of itself leads to an act of self-sacrifice, the hunter’s brings
about transformation. This transformation materializes as the hunter relinquishes his former
behaviour and acquires a dharmic mode of conduct. Garh related to nrsamsa seems to demarcate
this shift away from violence. The final fate of this episode’s characters conveys a transformation
of violence to non-violence (anrsamsa) through the linkage between garh and nrsamsa. This is
expressed in the passage when, witnessing the pigeon’s voluntary death, the hunter becomes
overcome with compassion (krpa), and ultimately turns to the path of dharma.
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a wish to prevent that which could not have been prevented. It is hard to believe
that this hero, who had trained his son to become an exemplary warrior (like
himself), did not consider that dying in battle would not only be a highly probable
outcome of his action, but also a warrior’s most valued form of dying.® Arjuna
accuses himself of dharma’s futility — that is to say, he admonishes the very order
that compels him to perform such duties as having to move to a different war
front (thus, failing to defend his son), which, simultaneously demands, that his
son perform the heroic attempt of breaking the cakravyiiha.

All of the cases discussed so far (exemplifying four garh types)
demonstrate the progressive sublation of the ruling and overruling of dharmas in
the epic. Garh is employed in such cases where, depending on context, one
(obligatory) dharma is being rejected in favour of another. The last example, that
of Abhimanyu’s death, clearly demonstrates that such dharmas are not
necessarily portrayed as superior, but are rather determined according to context
and relevance. MBh authors exercise a mechanism of rejection with regard to
dharma. In refuting dharma X (as adharma), the text embraces dharma Y. The
169 garh occurrences in the MBh are, in some respects, a prolonged experiment
in this act of negation. These garh incidents repeatedly disclose different levels of
dharma, thereby reflecting the hermeneutics of doubt exercised by the authors of
this text in an inquiry into the “right thing to do” (i.e., dharma). The text uses the
verb contextually as a device designed to adjust, at any given occurrence of garh,

the current horizon of dharma with an alternative horizon of dharma.

32 1 am referring here to the term tyaktajivita, ‘one whose life had already been forsaken’ (i.e.,
before entering the battle), that denotes the Ksatriya ethos.
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However, this progressive sublation is not linear. While some incidents of
garh are designed to define, refine, re-define, or merely ponder on the nature of
dharma, there are other instances where dharma is stripped of its own content,
refuted and eventually turned upon its head by the authors of the epic. The SA’s
significant scene, in which Dharmaraja refutes the very concept of dharma, is
undoubtedly such a moment, which has a retrospective impact upon the entire
epic. The following examples demonstrate that the SA is not the only place in the

MBh where recursive garh moments of this kind occur.

3.5 Karna Denounces Dharma

The following two instances illustrate the fifth garh type (‘Garhing
dharma’). The nature of this category considerably differs from the examples
presented so far. The passages discussed above revolved around reprovals that are
made valid by the authority of dharmic laws. While every act of censure is made
possible by dharmic means (the victim ought to have some moral ground on
which to base his reproval), in the examples below, dharma is understood as the
object of censure.

The first of these instances, from the Karna parvan, is one of the most
famous MBh war scenes. When Karna forgets the formula of the Brahma weapon
(due to Parasurama’s curse), and as his car is made to sink into the ground by
Krsna, he denounces dharma in the following manner:

amrsyamano vyasanani tani

hastau vidhunvan sa vigarhamanah

dharmapradhanan abhipati dharma /

ity abruvan dharmavidah sadaiva

mamapi nimno ’dya na pati bhaktan
manye na nityam paripati dharmah // (C.Ed. 8.66.43; B. 8.90.85)
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Unable to bear these misfortunes he shook his arms and denounced [dharma]
saying: “The ones who know dharma always assert that dharma protects
those whose supreme concern is dharma. Though inclined toward me,
[dharma] did not protect [me] today (mamdapi nimno ’dya na pati).** 1 think
that dharma does not always protect its followers.”

evam bruvan praskhalitasvasiito

vicalyamano ’'rjunaSastrapataih |

marmabhighatac chalitah kriyasu

punah punar dharmam agarhad djau // (C.Ed. 8.66.44; B. 8.90.87)

Saying thus, with his charioteer and horse scattered, he was brought down by
the attack of Arjuna’s shafts. Deceived in his actions on account of the injury
to his mortal spots, he repeatedly denounced dharma on the battle [field].

In this important moment of the epic, Karna reaches a gridlock that marks
the end of his life. It should be noted that although many prominent figures in the
narrative -- Krsna, Indra, his guru ParaSurama, his mother Kunti, and others --
have either directly or indirectly brought him to the present state, Karna chooses
here to garh dharma. Whereas in the previous garh passages, the MBh
protagonists censure other people who have offended them, Karna’s garh
statement is aimed at an abstract notion. This notion could be understood as either
the god Dharma or the abstract concept of dharma. My reading of this passage
suggests that in several moments in the MBh, the text’s authors use the term

dharma with deliberate ambiguity.***

3% Unfortunately, the C.Ed. does not offer here alternative readings of the word nimna.

3% Another example of garh aimed at an abstract notion, and which illustrates an additional layer
of dharma’s meanings in the epic, comes from the Asvamedhika parvan, where Arjuna condemns
the dharma of the Ksatriyas. As the Pandava army conquered all the states reached by the roaming
horse, Arjuna arrived in the Sindhu land. The weeping DuhSala (Dhrtarastra’s daughter) who was
the wife of Jayadratha, the Sindhu king, approached Arjuna while carrying her grandson in her
arms. Replying to Arjuna’s question regarding the whereabouts of this boy’s father (whose name
was Suratha), DuhSala said that Suratha died of sorrow having heard that his father (Jayadratha)
was killed by Arjuna in battle. Taking her grandson to him, Duh$ala pleaded with Arjuna:

tam andryam nrsarisam ca vismrtyasya pitamaham /

agaskarinam atyartham prasadam kartum arhasi [/ (C.Ed. 14.77.38; B. 14.78.41)

“Forgetting his cruel and vulgar grandfather (Jayadratha), it befits you to forgive him who
caused you grave harm.”

evam bruvatyam karunam duhsalayam dhanamjayah
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In his final moribund speech on the battlefield, Karna puts forward an
argument on the nature of dharma. According to this argument, although dharma
is inclined toward those who adhere to it, it does not always protect its adherents.
Deserted on the battlefield, Karna denounces the very notion of dharma by using
garh in the crux of his speech. Somewhat paraphrasing the Pandavas’ (and other
characters’) repeated saying, ‘vato dharmas tato jayah’ (‘where dharma is, there

is [our] victory’),*®

Karna asserts that he had always followed the rule by which
dharma protects those who adhere to it. However, when approaching the end of

his life, the hero is bitterly disillusioned by the truth of this logic.**

sarsmrtya devim gandharim dhrtarastram ca parthivam

provaca duhkhasokartah ksatradharmam vigarhayan (C.Ed. 14.77.39; B. 14.78.42)
“Remembering queen GandharT and king Dhrtarastra, Arjuna spoke compassionately to
Duhsala, who addressed him thus. Afflicted with grief and agony, he censured the [very] duty
of the Ksatriya.”

dhik tam duryodhanam ksudram rajyalubdham ca maninam /

vatkrte bandhavah sarve maya nita yamaksayam [/ (C.Ed. 14.77.40; B. 14.78.43)

“Fie on the vile and arrogant Duryodhana, who coveted the kingdom, and for whose sake all
his relatives died at my hands!”

Given that Arjuna is himself a Ksatriya (as is Duryodhana, whom he holds responsible for
this abominable war), how are we to understand Arjuna’s condemnation of the Ksatriya dharma?
It would appear that garh here denotes a universal reproval (i.e., one that is not directed
specifically against a person - Jayadratha or Duryodhana, in this case). By including Jayadratha,
his son Suratha, Suratha’s baby boy (a future warrior himself) along with Arjuna and Duryodhana,
the text uses garh to express a bitter reproval of the warriors’ duty, which is to kill and be killed.
35 See, for instance, 5.39.7: 5.141.33; 5.146.16; 6.2.14; 6.21.11; 6.61.16; 6.62.34; 6.117.33;
7.158.62; 11.13.9; 11.17.6; 13.153.39; 9.62.58.

3% In this context, where dharma is expected by the epic’s protagonists to protect its followers, it
is interesting to note that even the villain in this long narrative has moral authority to censure the
actions of those who are considered virtuous. The following garh incident exhibits the intricacy of
garh’s patterns in the MBh. Based on the examples discussed here, one might think that garh is
aimed only at wrong acts or against villainous characters. The following example reveals how fine
the line between dharma and adharma in the MBh really is. Here is the case of Duryodhana, the
epic’s quintessential villain, censuring the epic’s model for good behaviour, Yudhisthira.
Recounting the news of the war, Samjaya tells Dhrtarastra the very last words uttered by his eldest
son as he was dying in the lake:

bahit dharanyam nispisya muhur matta iva dvipah

prakirnan miirdhajan dhunvan dantair dantan upasprsan

garhayan pandavam jyesthari nihsvasvedam athabravit (C.Ed. 9.63.6; B. 9.64.7)

“Pounding his arms on the ground for some time like an infuriate elephant, he shook his
dishevelled hair. As he was gnashing his teeth he censured the Pandavas’ eldest brother.
Hissing, he now said the following.”

Duryodhana launches here on a rather long monologue, in which he counts the Pandavas’
unjust actions (adharmas) against him, from first to last, explicitly stating that he was killed
unjustly by Bhima (adharmad bhimasenena nihato "ham vyatha rane). The adharma that
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The very employment of garh in this passage, which depicts the death of
the epic’s quintessential tragic hero, demonstrates several significant elements of
the verb’s occurrence in the MBh. The first of these is that garh is present in key
narrative junctures of the epic. Second, garh is intrinsically associated with the
core meditation that concerns the epic with regard to dharma. This is most lucidly
brought out in Karna’s garh statement, for garh is here aimed directly at dharma.
As emerges from Karna’s speech, the very notion of dharma is unfathomable and
ruthless. Like his younger brother Yudhisthira in the SA, Karna arrives at the
conclusion that even when adhering to it, dharma abandons its strictest followers
to perish purposelessly. This message characterizes the patterns of garh in the
MBh. By employing garh, the authors repeatedly express their intrinsic dismay or
doubt with regard to dharma. These moments of garh form a semantic fabric
which culminates in the negation of dharma itself in the epic’s final garh scene.
The next passage discusses a recursive moment of garh in the MBh, in which

dharma censures itself.

Duryodhana is referring to relates to the mace duel, during which Bhima broke his thighs. The
combat, as Duryodhana states, was not in accordance with the rules of mace fighting (adharmena
gadayuddhe yad aham vinipatitah). Needless to say, the idea of breaking Duryodhana’s thighs was
devised by Krsna. Duryodhana’s reproval of Yudhisthira also implies the censure against the
workings of the god himself. The moral ground, upon which Duryodhana bases his reproval, is
thus directly related to Krsna’s numerous tricks that brought to the victory of the Pandavas.
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3.6 Garh in the Concluding Chapters of the Asvamedhika

Parvan®’

Several types of garh’s semantic patterns feature in the concluding
chapters of the Asvamedhika parvan. The relevance of these chapters dictates that
the analysis in this section is particularly thorough. Accordingly, the paragraphs
below present a brief account of the sequence of stories in the final chapters of the
Asvamedhika parvan. This is followed by an analysis of the use of garh through a
close reading of these stories. Finally, it is argued that the Asvamedhika’s closing
chapters draw heavily upon the epic’s beginning and ending passages. An
important (and therefore heavily referenced) theoretical anchor that informs the
discussions below is Tamar Reich’s study of the final chapters of the
Asvamedhika parvan, “Sacrificial Violence and Contextual Battles: Inner Textual
Interpretation in the Sanskrit Mahabharata”**®

The Mongoose Story, which concludes the Asvamedhika parvan, is the last
in a sequence of four stories. Although the Mongoose Story opens this sequence,
its content is only related at the very end of the sequence.”® In keeping with the
epic’s framing of the story, it is recounted here in two parts. In order to separate
the Mongoose Story in the following discussion from the other three, I shall refer

to this sequence of four stories as the ‘Mongoose Unit’.*"

37 C.Ed. 14.92-96; B. 14.90-92.

38 See Tamar C. Reich, “Sacrificial Violence and Textual Battles: Inner Textual Interpretation in
the Sanskrit Mahabharata,” History of Religion, Vol. 41, No. 2. (Nov., 2001): 142-169.

3% C.Ed. 14.96; B. 14.92.

30 C.Ed. 14.92-96; B. 14.90-92. I follow here Tamar Reich’s presentation of these stories as the
‘Mongoose Unit’. See Reich, (2001): 152.
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1.1  The Mongoose Reviles Yudhisthira’s Horse-sacrifice (first part)*”’
Janamejaya asks VaiSampayana to tell him about any unusual occurrences that
took place at Yudhisthira’s asvamedha (yad ascaryam abhit kim cit).
VaiSampayana replies that during the course of the horse sacrifice, while gifts
were presented, flowers were showered and the respectable assembly was
gathered, there suddenly appeared a blue-eyed mongoose (nakula) with a half
golden body that spoke with a human voice. Reviling the sacrifice, the mongoose
stated that the measure of barley offered was not equal to that of a munificent
giver from Kuruksetra who observes the wuiicha-vrtti (i.e., of one who subsists
merely on gleaning grain).””> Thus blamed and stricken with wonder (vismayam
paramam), the Brahmanas officiating at the sacrifice asked the mongoose:

kim balam paramam tubhyam kim Srutam kim parayanam [

katham bhavantam vidyama yo no vyajiiam vigarhase [/ (C.Ed. 14.92.10; B.
14.90.10)

What higher power do you possess? What learning? What is your design? O
respectable sir, how are we to know you who revile our sacrifice?

2. The Story about the Gleaner Brahmin™”
Attempting to justify the sacrifice before the mongoose with various arguments,
the Brahmanas ask him to explain what he meant (tad bhavan vaktum arhati). The
mongoose replies with a story about a Brahmin family of gleaners (consisting of a
Brahmin couple, their son and daughter-in-law), who despite suffering from
hunger served their Brahmin guest the meagre portion of barley they had left. As

a consequence, the gleaner family was left without any food. By virtue of this

¥ C.Ed. 14.92.

32 saktuprasthena vo nayan yajiias tulyo naradhipah |

uiichavrtter vadanyasya kuruksetranivasinah {// (C.Ed. 92.7; B. 90.7).
33 C.Ed. 14.93.
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altruistic behaviour, says the mongoose, the family attained svarga. Just as the
Brahmana guest, who revealed himself as the incarnation of god Dharma, was
inviting the family to join him in heaven, the mongoose came out of his hole in
the ground and accidentally stepped on the remaining barley. The mere touch of
the grain scattered on the ground miraculously turned half of the mongoose’s
body into gold. Ever since that moment, says the mongoose, he has been trying to
turn the remaining half of his body into gold. Wandering around various
sacrificial grounds he finally reached Yudhisthira’s horse sacrifice in the hope
that the miracle would occur, but he was disappointed. This is the reason behind
his statement that the gleaner’s meagre offering is greater than the one offered in

Yudhisthira’s asvamedha.

3. Indra’s Dispute with the Sages™*

In chapter 94, Janamejaya again asks VaiSampayana:

vatha yudhisthiro raja bhimarjunapurahsarah /

sadrso devarajena samrddhya vikramena ca [/ (C.Ed. 94.5; B. 91.5)

atha kasmat sa nakulo garhayam asa tari kratum /

asvamedham mahdayajiiam rajias tasya mahatmanah /[ (C.Ed. 94.6; B. 91.6)

Since king Yudhisthira, along with Bhima and Arjuna, resembled the king of
the gods [Indra] in prosperity and valour, why then did the mongoose revile
the great horse sacrifice of that illustrious king?

In response, VaiSampayana relates the third story, which revolves around Indra’s
dispute with the rsis. Sakra (Indra) was performing a sacrifice and when the hour
for slaughtering the animals came, the rsis, taking pity (krpayanvitah) on the
miserable (dinan) animals, told Indra that the sacrifice was inauspicious (nayam
vajiiavidhih Subhah). Trying to dissuade him from killing the animals, the rsis

claimed that violence is improper (na himsa dharma ucyate). Overwhelmed with

¥ C.Ed. 14.94.
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pride and delusion (manamohavasanugah), Indra did not accept the sages’
position. A great dispute (vivadah) ensued amongst the ascetics concerning
whether sacrifices should be performed with animate creatures or immobile
objects (jangamaih sthavarair vapi yastavyam iti). Unable to resolve the ongoing
dispute, the rsis presented the question to king Vasu. Serving as arbitrator, king
Vasu established that sacrifices could be performed with anything brought
forward as offering (yathopanitair yastavyam iti). However, the MBh tells us that
having ruled the dispute falsely (vitatham), king Vasu (also known as the king of

the Cedis), entered hell (pravivesa rasatalam).

4. Story of Agastya™”
Continuing their dialogue, VaiSampayana tells Janamejaya the fourth story about
Agastya’s sattra. Once, the sage Agastya performed a great sacrifice (mahayajiia)
which required the illustrious rsi to enter a twelve-year-long consecration period
(diksa). Many rsis who participated in that sacrifice alongside him, observed
various other extraneous vows. At some point, while Agastya was undergoing this
diksa, Indra ceased to pour rain. As a result, the ascetics expressed their worry
before Agastya. Agastya assured them that if Indra would not rain for twelve
years, he himself would do so by means of mental powers. Agastya evoked
numerous deities to perform their respective duties, summoning them to his
sacrifice. Realizing Agastya’s immeasurable ascetic energy, Indra finally poured

rain.

3% C.Ed. 14.95.
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1.2 The Mongoose Reviles Yudhisthira’s Horse-sacrifice (second part)**
In the concluding chapter of the Asvamedhika parvan, immediately following the
story of Agastya, the Mongoose Story resumes as Janamejaya asks
VaiSampayana:

ko ’sau nakularipena Sirasa kanicanena vai /
praha manusavad vdacam etat prsto vadasva me [/ (C.Ed. 96.1; B. 92.39)

Who was that person who spoke earlier in a human voice and had the form of
a mongoose and a golden head? Thus asked, do tell me this.

At this moment, just as the book is closing, the full story is related. It should be
noted in passing, that the story has two different versions, one in the C.Ed. and
the other in the Bombay edition. This discussion refers to the Bombay version of
the story. I will, however, discuss the C.Ed. version and explain my reasons for
preferring the Bombay version below. The Bombay version of the Mongoose
Story is as follows:

In earlier times, the rsi Jamadagni wished to perform a sraddha (a
ceremony offered to one’s deceased relatives). He milked his homa cow (a cow
yielding milk for an oblation) and placed the fresh milk in a pure vessel.
Assuming the form of anger (krodhasvariipena) and desiring (jijiiasuh) to test
how the muni would react, Dharma entered the vessel and spoiled the milk.
Recognizing him as anger, the muni was not enraged at all (tam ajiiadya munih
krodham naivasya cukupe tatah). Assuming the figure of a Brahmana lady,
Krodha (Anger) then stood in front of the muni (krodhas tato brahmanim miirtim
asthitah) and confessed his defeat. Seeking Jamadagni’s forgiveness (presumably
out of fear of a curse), Krodha was sent away by Jamadagni. However, before

sending him away, Jamadagni said to Krodha that since he planned to give this

3% C.Ed. 14.96.
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milk to the Pitrs (ancestors), he should go and face them (tebhyo budhyasva
gamyatam). Hearing what had happened, the Pitrs cursed Krodha to become a
mongoose (pitinam abhisangat tu nakulatvam upagatah). Despite this, the Pitrs
said that by abusing dharma (tais capy ukto yada dharmam ksepsyase moksyase
tada), Krodha will be released from the curse (Sa@pasyantah). The mongoose then
wandered around various sacred sacrificial grounds and despised them (tais cokto
vajiiiyan desan dharmaranyani caiva ha | jugupsan paridhavan sa yajiiam tar
samupasadat). Arriving at Yudhisthira’s asvamedha, Krodha then abused
(aksipya) Yudhisthira for the measure of barley (saktuprasthena tena sah) used in
the sacrifice.*” By virtue of this accusation, Anger was finally freed from the
curse. The reason for this, as the MBh explains, was that Yudhisthira was dharma
himself (muktah Sapat tatah krodho dharmo hy asid yudhisthirah). At this point,
the mongoose disappeared (nakulo ’ntarhitas tada) and the Asvamedhika parvan

comes to an end.

3.6.1 Garh Types Reflected in the Mongoose Unit

The Asvamedhika passages include several garh types. The first of these
consists of instances where garh is aimed at wrong acts. Speaking with a didactic
tone, the mongoose in this story censures the priests officiating at the sacrifice by
referring to some improper technicality (the prastha measure of barley). Offended
by this accusation, which compromises the propriety of the sacrifice, the sages

plead with the mongoose to explain.

¥7 This is obviously an exceptional example, where the verb ksip may be used in close semantic
proximity to garh, or even as its alternate. However, note that ksip in this instance means ‘to
abuse’ rather than ‘to censure; denounce; revile etc.’, and that the main verb in this long passage
of the Mongoose Unit is garh. See also discussion on pp. 210-214, above.
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The fourth garh type consists of cases where garh tends to signal a higher
dharma. Such moments point at discursive elaborations of the semantic range of
garh in specified contexts. As discussed above, the Pandu case (section 3.2,
above) exemplified that such moments in the MBh are specifically concerned
with the perspective of non-violence, which is related with terms like anrsamsa or
ahimsa. The discussion of the Pandu episode also showed that at times, such
moments of garh signalling a higher dharma, conclude with a curse. Let us note
that not only is the nakula, who reviles Yudhisthira’s asvamedha, indeed cursed
by the Pitrs, but that the Asvamedhika passages are also greatly concerned with
questions arising from the violent ideology of the sacrifice.

In her insightful analysis of these passages, Tamar Reich asserts that the
Mongoose Unit constitutes an ongoing cultural debate about the violent ideology
of the sacrifice.”” Looking at the classic ritual texts, Reich says that these record a
practice occurring at the end of a sacrifice, when an exchange between the
“reviler” (apagara) and the “praiser” (abhigara) on the exactness of the ritual
proceedings takes place.” These findings lead her to conclude that, “the
Asvamedhika Parvan includes a number of variations on the theme of reviling the
sacrifice, and in each case the fault in question is the violence of the rite.” In
Reich’s analysis, the Mongoose Unit unveils the internal debate over ritual
violence that is fundamental to the Brahminic community.*” Reich analyzes the

stories to show that each one addresses the issue of the Vedic sacrifice’s violence

8 Reich, (2001): 143-144.
 ibid., p.150.
4 ibid., p.151.
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by supporting an alternative concept of non-violence, based on renunciatory

ascetism and grain offerings.*"

For example, Reich rightly suggests that the setting of the story about the
gleaning Brahmin family within the context of the horse sacrifice, creates a
contrast with the preceding asvamedha of Yudhisthira. For “the story not only
praises the gift offered by the gleaners but also casts some doubt on the value of
royal Vedic sacrifices like the A§vamedha.””” According to Reich, the story of
Indra’s dispute with the rsis dramatizes “a ritual dilemma concerning the
sacrificial slaughter of animals.” However, Reich further notes that:

... the rsis in this story reject animal sacrifice because it involves injuring
living things, violence (himsa). They prefer to offer grains. The rsis’ position
in the story is quite a radical revision of the old Vedic sacrificial tradition.
The fact that this view is put into the mouths of the rsis, the same cultural
figures who are said to have “seen” the Veda, means that the authors of this
story wished to give their revisionist view as much “Vedic” authority as
possible.*”

Reich likewise maintains that the question regarding the violence of the sacrifice
is again addressed in the third story about Agastya’s sattra through Indra’s
interruption of Agastya’s rite:

Agastya plans to offer a vegetarian sacrifice, to replace the customary animal
flesh offerings with grain offerings. ... He intends to subvert the very power-
oriented structure of the sacrifice by eliminating the violence that is at the
heart of the rite. Indra’s unusual, indeed, Vrtra-like, behaviour, of blocking
the fall of rain, is directed against this plan.**

As to the Mongoose Story, Reich finally confirms that:

The mongoose’s appearance at Yudhisthira’s sacrifice was not a singular
event; it was part of the ritual’s structure. The mongoose is not an
idiosyncratic fellow, he is a ritual functionary, the sacrificial “reviler”
(apagara). ... If every decent sacrifice ought to be interrupted by an outsider

1 ibid., p.168.
42 bid., p.155.
43 ibid., p.156.
44 ibid., p.160.
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who breaks into the compound and reviles it, it only seems right that this
should happen also in the case of Yudhisthira’s Asvamedha.*”

Thus, garh is used in these passages as a divider between the four stories
revolving around issues of the violent ideology of the sacrifice. Beginning with
Janamejaya’s question (‘Why did the mongoose revile Yudhisthira’s
asvamedha?’), the stories unfold in a frame within a frame structure. Each time
one of the inner frame stories (i.e., the sages’ dialogue with the mongoose, the
gleaning Brahmin, Indra’s dispute with the sages, and Agastya’s sacrifice)
concludes, the narrative typically returns to the outer frame, where Janamejaya
repeatedly inquires after the mongoose’s reviling of Yudhisthira’s asvamedha.*”*

Apart from the first and the fourth garh types, an additional type is
reflected in the Mongoose Unit of stories. Since the story depicts the nakula (who
is Dharma disguised as Krodha cursed to be a mongoose) censuring dharma, this
passage also reflects the fifth type, which consists of recursive garh moments.
Furthermore, by virtue of this censuring the mongoose is released from the curse.
I shall elaborate below on the various ways in which the Pitrs’ injunction could be

interpreted. For now, let us simply note the literal sense of the Pitrs’ words. They

tell him that if he censures or reviles dharma, he will be released from the curse.

% ibid., p.166.
496 Tt should be noted that only once the narrative stays within the inner frame, where the sages ask
the Mongoose why he reviled them.
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3.6.2 The Mongoose Story in the Bombay Text and the
Critical Edition

The Bombay version of the Mongoose Story recounted above is based on
nine different manuscripts: K1; B1,3-5; and D2,4-6.*”" These nine were selected
from a group of sixteen manuscripts which record this version of the story and
were consulted by the editor of the MBh’s C.Ed. in preparation of the
Asvamedhika parvan’s critical text: one from five Kashmiri manuscripts, four
from five Bengali manuscripts, and four from six Devanagari manuscripts. The
fact that so many manuscripts from diverse parts of India preserve the Bombay
edition’s version of the Mongoose Story indicates that it was a rather popular one,
and not a local or subsidiary reading of the story, at least as far as the Northern
recension of the MBh is concerned. It must also be noted that the variants
between the C.Ed. and the Bombay edition are inconsequential with one
exception. This single incongruence is of relevance to this discussion. Unlike the
Bombay edition, which depicts Dharma disguised as Krodha spoiling
Jamadagni’s milk, the C.Ed. omits dharma’s presence all together. According to

the C.Ed.’s reading of the story then, it is (simply) krodha who spoils the milk.*”

47 See the C.Ed.’s apparatus of these passages in the Asvamedhika parvan, edited by R. D.
Karmarkar, (1960): 362.

8 rat kstram sthapayam asa nave bhande drdhe Sucau |

tac ca krodhah svariipena pitharam paryavartayat [{ (14.96.4)

“[Jamadagni] had placed that milk in a sealed, fresh and pure vessel. Anger prevailed inside this
vessel in its own form.”

iti sarcintya durmedha dharsayam asa tat payah [/ (14.96.5)

“Desirous of testing what this best of Munis shall do when offended, thinking thus, the dull-witted
[Krodha], violated that milk.”

tam ajiiaya munih krodham naivasya cukupe tatah |

sa tu krodhas tam ahedam prafijalir mirtiman sthitah // (14.96.6)

“Recognizing him as anger, the muni [Jamadagni] was not at all enraged with him. Personified in
form, Krodha stood with hands folded [in respect], and said.”
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One could persuasively argue that the C.Ed.’s version of the story makes
better sense editorially, since there appears to be no logic in a reading which
depicts Dharma disguised as Krodha reaching a paradoxical state of release from
the curse by means of censuring itself (dharma). If Dharma is Krodha, as the
Bombay edition reads, then its release from the curse is brought about by means
of self-negation. Both versions of the story point out that the mongoose was
eventually released from the curse because he reviled Yudhisthira’s asvamedha.
The texts agree that the reason for this is that Yudhisthira is, in fact, dharma
(muktah sapat tatah krodho dharmo hy asid yudhisthirah). So how are we to
understand dharma’s release from the curse by means of self-censuring? The
Bombay text presents an entangled narrative that leaves its audience
understandably perplexed.

However, the Bombay edition records a reading of the story which is
thematically consistent with other sections of the MBh. The Mongoose Story is
not the only episode in the MBh where a paradox of this kind occurs. This theme
of dharma censuring dharma in the Asvamedhika mirrors the SA. In the ending of
the MBh, Yudhisthira, whose very nature is dharma, similarly censures dharma
(personified as his father). Therefore, both the SA and the Asvamedhika parvans’

conclusions present this paradox.

3.6.3 Which Dharma?

Reich, who follows the C.Ed.’s version in her discussion on the Mongoose
Unit, understands the Pitrs’ curse as follows:

He [the mongoose] is also presented in this story as something of a fool. He
does not understand the ancestors’ promise of release. They say that he
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would be freed from his curse when he abuses the specific person called
“Dharma”, that is, Yudhisthira. Instead he goes about abusing dharma, the
sacred order itself!*"”

However, Reich’s viewpoint (i.e., dharma=Yudhisthira) is questionable
because it prompts the question, which dharma is the MBh referring to whenever
this term is mentioned? In my reading of the text, all that the Pitrs are effectively
saying to the mongoose is “when you will abuse dharma, then shall you be
released” (vada dharmam ksepsyase moksyase tada). The ambiguity is conscious
and deliberate, as it is often repeated in the MBh where the term dharma is used,
such as in the SA, the Karna episode (section 3.5, above), and indeed, in several
other places.

The authors of the SA play on the ambiguity of the term dharma and its
double entendre. The ending of the MBh underlines this, as Yudhisthira is
censuring his father Dharma, censuring himself, and censuring the sacred order
that sustains the world (dharma, deriving from the Sanskrit verb dhr, ‘to carry;
maintain; preserve; support’). There is no reason to suggest that this is not the
case in the Asvamedhika parvan, as well.

Reich is correct insofar as the ‘test-result’ is concerned, for the nakula is
indeed released from the curse only when he reviles Yudhisthira’s asvamedha and
not prior to it. According to her reading, while the first three stories in the
Mongoose Unit are critical of the violent ideology of the sacrifice, the last story

(the story of Anger) undermines the view expressed in the first three. Reich

49 Reich, (2001): 167.
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suggests that the reason for this is that the emphasis in the latter story is on the
sacredness of the horse sacrifice despite its innate violence.*"

The analysis I offer for the story differs from Reich’s, partly since I rely
on a different version of the text. However, additional divergences with the
critic’s argument stem from the thematic I am concerned with in the Mongoose
Story. My analysis is concerned with the theme of dharma’s censuring dharma, as
well as with the allusions that the Asvamedhika parvan’s concluding passages

make to other passages of the MBh (in particular, the ending and the beginning

episodes).

3.6.4 Allusions to the Concluding Passages of the
Mahabharata

The theme of dharma censuring dharma is not the only feature that the
Asvamedhika shares with the epic’s concluding passages. There are several other
motifs in the Mongoose Unit that allude to the ending of the MBh. The first of
these is that of Dharma’s tests. Twice in the Mongoose Unit Dharma tests other
characters that figure in the narrative.

In the first of these instances, Dharma, assuming the form of a Brahmin,
arrives at the gleaning Brahmin family as a guest in order to test their virtue. The

Brahmin family members are described at least eight times in the text as suffering

410 “The Story of Anger’s stance is a strategy of defence. A central religious institution, Vedic
sacrifice, has been attacked, and it must be defended. The defence is to try and discredit in
principle, to sully the character of anyone who might venture to criticize sacrifice. ... The
agonistic elements found in actual Vedic sacrifices ... are interpreted away as traces of aggressive
impulses that still need to be curbed. Jamadagni exemplifies the correct way of dealing with anger
— one must simply dismiss it with a spirit of equanimity. The Story of Anger basically rejects the
agonistic worldview and the sacrificial model based on it. Conflict is unreal. The only real conflict
is with the enemy within, the struggle to end all struggles.” Reich, (2001): 167-8.
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from great hunger (ksudh).”'' And yet, relinquishing their hunger, they feed their
guest with the meagre quantity of powdered barley that they have managed to
collect with much effort and toil. On account of this exemplary deed of virtue and
altruism, the pleased (pritatma) guest, who is none other than Dharma himself
embodied in a human form (dvijasrestho dharmah purusavigrahah), invites the
Brahmin and his family to ascend to heaven (divam) in his celestial car, in their
own bodies.*?

In the Mahaprasthanika parvan, assuming the form of a dog, Dharma
similarly tests Yudhisthira. Not yielding to Indra’s plead to desert his loyal dog,
Yudhisthira ultimately renounces even heaven. At that very moment, Dharma
appears before his son and announces to Yudhisthira that he has successfully
passed this test of virtuousness. He then invites Yudhisthira to enter svarga in his
celestial car. Upon his arrival there, the sage Narada declares before the denizens
of heaven that nobody but Yudhisthira had ever attained heaven in his own human
body (svasarirena sampraptarm nanyari Susruma pandavat).*"

A second test is initiated by Dharma in the Mongoose Story. The text tells
us that, wishing to test Jamadagni, and note in particular the desiderative jijiiasu,
Dharma disguised as Krodha penetrated Jamadagni’s milk, and spoiled it.
Presumably, the objective of the test was to determine Jamadagni’s anger-

tolerance. Elsewhere in the MBh however, Jamadagni is portrayed as a powerful,

#1See, for example, ksudhartah, ‘afflicted with hunger’ (C.Ed. 14.93.7; B. 14.90.30);
ksudhavistah, ‘burdened by hunger’; as well as, (C.Ed. 14.93.6; B. 14.90.19); (C.Ed. 14.93.27; B.
14.90.53); (C.Ed. 14.93.35; B. 14.90.61); (C.Ed. 14.93.36; B. 14.90.62); (C.Ed. 14.93.46; B.
14.90.72); (C.Ed. 14.93.49; B. 14.90.75).

M2 tarito hi tvaya deho loke kirtih sthird ca te |

sabharyah sahaputras ca sasnusas ca divam vraja [/ (B. 14.90.106)

“Your body was also made to cross over [to heaven]. Your fame is lasting in this world. Go [now]
to heaven along with your wife, your son and daughter-in-law.”

The C.Ed. reads pavito instead of rarito (14.93.81). See also Reich, (2001): 154.

43 C.Ed., B. 17.3.27.
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hot-tempered rsi, who will rarely desist from casting curses when the opportunity
to do so arises. For example, in another garh episode from the Vana parvan,
Jamadagni censures his wife Renuka for her unchaste behaviour. As a
consequence, the rsi orders his sons to kill Renuka. When they are incapable of
committing such a cruel act, Jamadagni not only curses his sons to become
motionless, but also has his own son, Para§urama, behead his wife with an axe.*"*
In contrast to this story, even if Krodha’s offence against him is quite severe,
Jamadagni refrains from punishing his offender. So, although provoked by
Krodha, Jamadagni passes dharma’s test successfully and simply sends Krodha
away. Yet, the text depicts other consequences ensuing from this act of
Jamadagni’s forgiveness. These, as we have seen, are that having been cursed by
the Pitrs to become a wandering mongoose who reviles dharma, the nakula
reaches the Asvamedha and eventually censures Yudhisthira.

In the SA, Yudhisthira’s third and final test occurs when, having been
deceived by Indra with the false information that his brothers and wife were
awaiting him in svarga, he discovers that they have, in fact, been sentenced to
terrible anguish in hell. Facing this bitter realization, Yudhisthira denounces
Dharma and the other gods. The text tells us that at that very instant the horrible
sights and the terrible stench that had been filling naraka up to then suddenly

vanished, as if they never existed in the first place. Dharma arrives at the spot and

414 This garh episode is another instance in which the proximity of a curse matters:
sa tam drstva cyutam dhairyad brahmya laksmya vivarjitam |
dhikSabdena mahateja garhayam asa viryavan /{ (C.Ed., B. 3.116.9)
“Seeing her diminished in composure and deprived of the lustre of chastity, the powerful
Jamadagni, whose fejas is great, reproached her with the word shame [on you!].”

Resembling the Pandu story (section 3.2, above), garh’s employment here leads to a curse by
a powerful Brahmin, and like other curse stories that the epic narrates, the nature of the curse
corresponds to the heroes’ acts. Accordingly, since Jamadagni’s sons are incapable of killing their
mother, he curses them to become motionless (jadopamah).
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informs his son that this was yet another test, jijiiasa, the third and final in the
series of trials which he forced upon his son (esa trtiya jijiiasa tava rdajan krta

) 415

maya).”” Like the Mongoose story, the text uses here the desiderative form of the

Sanskrit verb jiia, ‘to know’.*'

Returning to the two tests in the Asvamedhika parvan that Dharma
initiates, we see that the first test results in the Brahmin family entering heaven in
their own bodies (which is an allusion to Yudhisthira’s entering svarga in his own
form); and the second test (of Jamadagni) results in Dharma (the cursed

mongoose) eventually censuring Dharma (Yudhisthira), thus alluding to

Yudhisthira’s censure of Dharma in the SA.

3.6.5  Allusions to the Adi parvan

The concluding chapters of the Asvamedhika parvan do not allude to the
ending of the MBh alone. The presence and function of the king of the Cedis,
king Vasu, as an arbitrator in the sage’s dispute (vivada) in Indra’s sacrifice,
suggest that these passages make reference to the beginning of the epic as well.

Reich notices that the inclusion of this character in the story is unusual and
prompts a number of questions, such as: “Why do Indra and the rsis need to turn
to this relatively obscure ksatriya figure for arbitration? How does the land of
Cedi figure in this dispute?”. In addressing these questions, Reich interprets
Vasu’s role in the narrative as representing the ideology of violence in the

sacrifice, as follows:

415 C.Ed. 18.3.30; B. 18.3.32.
416 Thus, a subject’s desire or intention to know another is understood by Sanskrit to denote a
‘test’.
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I have no complete answer to these questions. King Vasu’s involvement in
debates concerning violence is briefly mentioned elsewhere in the MBh. In
the context of a discussion of the effect of action on one’s destiny, the MBh
(13.6.34) tells us, “Vasu, like a second Vasava (Indra), sacrificed a hundred

sacrifices, and yet because of a single false assertion went to the lowest
hell”.417

My own interpretation is that Vasu’s inclusion in the narrative functions as
an additional allusion to crucial MBh passages. As is well known, in the Adi
parvan (‘The Book of the Beginning’), the MBh declares that the text has three
different legitimate beginnings:

manvadi bharatam ke cid astikadi tathapare /
tathoparicarady anye viprah samyag adhiyate [/ (C.Ed. 1.1.50; B. 1.1.52)

Some Brahmins read the Bharata from Manu onward, others from the tale of
The Book of Astika onward; others read it from The Tale of Uparicara
onward, while some read the whole.

As this verse indicates, one of the epic’s legitimate openings is called the
Uparicara - The Tale of Uparicara. Who, then, is Uparicara? He is none other
than the king of the Cedis, Vasu, who is one of the progenitors of the Bharata
clan.*"® A brief summary of Vasu’s story will clarify the origin of his name:

Immediately after the Astika parvan,*” the Amsavatarana parvan (‘The
Descent of the First Generations’) begins.”’ Opening with a rough outline of the

421

epic’s outer frame story,”~ the Amsavatarana parvan then recounts the tale of

Uparicara. According to this episode,*”

the king, a paurava descendant of the
Purt lineage (Purt, son of Yayati), conquered the kingdom of Cedi at Indra’s

command. Having witnessed Vasu practicing severe penance for a long time after

47 Reich, (2001): 156-7.

418 T am grateful to Professor David Shulman who first brought to my attention that Vasu is in fact
Uparicara.

41 Ending at C.Ed. 1.52; B. 1.58.

420 At C.Ed. 1.53; B. 1.59.

1 Where Saunaka asks Sauti to tell him Vyasa’s Bharata, as recounted in Janamejaya’s snake
sacrifice.

422 Beginning at C.Ed. 1.1.57; B. 1.1.63.
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conquering the Cedi land, Indra and the other gods feared that he would conquer
the kingdom of the gods, as well. Therefore, they approached him one day in
order to dissuade him from practicing fapas and promised to grant him a passage
to heaven with an aerial car. For this reason, he became known as Uparicara
(Uparicara, ‘One Who Moves About in the Sky’).

Continuing with Uparicara’s tale, the text clarifies the circumstances under
which Vasu became the progenitor of the Bharata clan, consequently addressing
the question as to why the story of this relatively obscure Ksatriya figure is
considered one of the three MBh beginnings:

One day, the river Suktamati was molested by the mountain Kolahala.
Vasu kicked the mountain with his foot, thereby releasing the river from its grasp.
Nevertheless, from the mountain and the river’s embrace twin babies were born.
As a token of gratitude for saving her, the river gave Vasu the twins. Vasu made
the boy a general of his army and married the girl, Girika. One day, Girika told
Vasu she was in her menses. It so happened that on that day Vasu’s ancestors
asked him to hunt a deer for their sraddha. The king went hunting but could not
stop thinking of his wife who was expecting him at home. Overcome with desire,
he sat in the pleasant shade of an ASoka tree, and sexually aroused, he discharged
his semen on the ground. Thinking of his wife’s fertile season he had collected the
semen on a leaf and sent it forth with a hawk that passed by. Although the hawk
flew away, it was interrupted by another hawk who thought the semen to be a
piece of meat. The hawks pecked each other and as a result, the semen fell into the
river, Yamuna. There lived the apsara Adrika, who was formerly cursed by a

Brahmana to live as a fish in the water. Detecting the semen, she immediately
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swallowed it. About ten months later a fisherman caught her in a net. Twin babies
were born from her womb — a son and a daughter, and by this the apsara Adrika
was released from the curse. The fisherman, who was overwhelmed by the fact
that a fish gave birth to human babies went to seek Vasu’s advice. The boy
became the powerful king Matsya, whereas the girl, who suffered from a slight
smell of fish remained with the fisherman. This girl, named Satyavati, is none
other than the mother of Vyasa (conceived of the powerful rsi Parasara), who is
both the progenitor of the Bharatas as well as the author of the entire MBh.

Thus, the Tale of Uparicara, a MBh beginning, conveys that king Vasu is
the progenitor of the entire Bharata clan (both the Kurus and the Pandavas). For
this reason, the great Bharata story commences with a detailed account of his
origin, and the story of his life.

Returning at this point to the story of Indra’s dispute with the sages, the
narrative sees the sages seek Vasu’s advice. Having ruled the dispute falsely,
Vasu meets his death by descending to the netherworld. Whereas in the Adi
parvan we are told of Vasu’s beginning, which is certainly unlike any other
character’s origin in the long story of the MBh, but rather the beginning of the
entire epic, the Asvamedhika parvan completes the story of Vasu’s life by
recounting the circumstances of his death.

By including Vasu’s character in the Asvamedhika and relating the
circumstances of his death, authors of these passages allude to the Adi parvan. In

so doing, they offer an alternative ending to the MBh.** The artistic play on

4% Indeed, several scholars suggest that the Jaya epic commenced with the Uparicara episode and
ended in the Asvamedhika parvan. See A. N. Jani, “The Mahabharata as an Organic Growth of the
Oral Literary Tradition in Ancient India,” The Mahabharata Revisited, ed. R. N. Dandekar,
Sahitya Akademi, New Delhi, 1990, p. 76. Along similar lines, K. K. Shastri, who attempted to
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Vasu’s character cannot be merely coincidental. Furthermore, another, albeit
minor allusion, may be discerned in these passages: if, indeed, by relating the
death of Vasu, the authors of this text have designed an alternative ending to the
MBHh, then it is reasonable to consider the circumstances which brought about
Vasu’s death as a playful version of a test. Vasu is being tested here (although not
by Dharma) for his knowledge on dharma, and specifically, on the question of
whether sacrifices should involve killing. If that were a test on the subject of
dharma, then according to this story, Vasu failed the exam and was consequently
sent to hell. By relating Vasu’s descent into the netherworld as a consequence of
failing to manage correctly the matter of dharma (the question regarding
sacrificial violence), the authors of this passage are alluding to the concluding
scenes of the SA. These scenes, which end the entire MBh, depict Yudhisthira as
he is tested by Dharma descending to naraka where he ultimately censures
dharma.

The final occurrence of garh in the MBh (expressed by Yudhisthira) is
reflected throughout the Asvamedhika parvan, where garh is repeatedly used in
the Mongoose Unit of stories. Given the various allusions that these chapters
sustain with the ending of the MBh as pointed out above, one cannot overlook the
possibility that authors of these passages in the Asvamedhika parvan were perhaps
seeking to create a manifestation of both ends of the MBh narrative (the SA and

the Adi parvans).

reconstruct the Jaya-Samhita, assumed that the original poem began with the Pandavas’ arrival
from the forest after the death of Pandu (at 1.1.54) and ended with the account of the asvamedha
sacrifice of Yudhisthira (at 14.91). See K. K. Shastri, The Jaya-Samhita, Vol. 1, Bhandarkar
Oriental Series, Pune, 1998, pp. 23-24.
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In summary, the Asvamedhika passages shed light on a fundamental
structural feature of the MBh. The Asvamedhika takes up themes and figures from
the Adi parvan and re-examines them. At the same time, the book adumbrates the
end of the epic in very exact and parallel ways. Vasu Uparicara is such an
example and so is the reviling theme embodied by the mongoose. The narrative
moves between the two fixed points of the Adi and the Asvamedhika parvans,
creating a circle, as it were, which sets the stage for the SA scenes. There are
other moments in the epic that are situated between this circular structure and that
strongly resonate with that configuration, or take up parts of it by alluding to the
ending. Such an example is the ‘Yaksa-prasna’ episode, in the Vana parvan,

).*** Another, is

where Yudhisthira is presented with Dharma’s first test (jijiiasa
the Karna scene, where the hero censures dharma (section 3.5, above). Given the
epic’s multiple beginnings, it is possible that in the long narrative of the MBh

there are other passages, which, like the Asvamedhika episodes, embody

additional and alternative endings of the SA.

424 David Shulman argues that Yudhisthira’s final trial by Dharma in the SA is “the narrative
twin” of the Yaksaprasna episode in the Vana parvan (C.Ed. 3.297-298; B. 3.313-314), and that a
narrative parallelism exists between these passages: “... the Yaksa section concludes a critical
stage in the unfolding of the epic story — the end of the forest exile. ... Our passage is thus the
bridge to the year of disguise and, following this, to the coming war. More than a technical lapse
of time comes to an end with Yudhisthira’s successful answers to his father’s puzzles. But the test
recurs, again at a moment of closure, in the final chapters of the Mahabharata. Indeed the text
recognizes this parallelism and continuity: Dharma himself mentions the ordeal with the Yaksa as
the first of three trials to which he has put his son — the second and third both emerging out of the
Svargarohana, the final ascent to heaven. ... It is almost as if, within the internal perspective of
the text, Yudhisthira’s ordeal were being replayed in the light of the further experience and
knowledge he has acquired. ... Repetition, as A. K. Ramanujan has eloquently shown, is one of
the keys this text offers us to perceiving its unity and range of meanings. ... Yudhisthira finds
himself back in the same, familiar situation, where he must struggle again for the lives of his
fallen brothers, in a context of seemingly incomprehensible injustice, against the same disguised
father-opponent, with the same questionable linguistic means.” D. Shulman, “The Yaksa’s
Questions”, The Wisdom of Poets: Studies in Tamil, Telugu and Sanskrit, Oxford University Press,
2001, pp. 56-7.
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Conclusion

This chapter offered an explanation of the dramatic moment with which
the MBh concludes, where the epic protagonist, Yudhisthira, paradoxically
‘garh’s’ Dharma. Having established that, broadly speaking, cognate verbs like
nind and ksip are not regularly interchangeable with garh’s usage in the epic, and
that garh consistently occurs at important narrative moments, I looked at other
garh passages that the epic narrates in order to establish several issues: (1) to
understand the meaning of Yudhisthira’s ‘garhification’ of dharma in the SA; (2)
to consider how this conclusion reflects retrospectively on the central concept of
dharma, which is elaborated upon throughout the epic; and (3) to determine
whether this is an integral and obvious closure for the entire MBh. For this
purpose, I developed a typology of garh’s structural semantic patterns in the MBh
based on a large number of critically examined cases, and presented seven
detailed passages of garh that were analyzed according to meaning and context.

My findings of the verb’s occurrence first show that garh is present in key
narrative junctures of the epic. Garh recurrently appears at significant points in
the narrative which are crucial to the advancement of the entire plot. Dhrtarastra,
for instance, is repeatedly ‘garh’d’ by several prominent figures in the epic for
failing to stop his villainous son, Duryodhana, from executing his malicious

plans, which eventually lead to the outbreak of the horrid Kuruksetra war.*” In

45 See, for example, a garh passage from the Udyoga parvan, in which, failing to convince

Dhrtarastra to relinquish his son, Samjaya eventually denounces the blind king, as follows:
privaprive sukhaduhkhe ca rdjan; nindaprasamse ca bhajeta enam /

paras tv enam garhayate 'pardadhe; prasarsate sadhuvrttam tam eva [/ (C.Ed. 5.32.26; B. 5.32.27)
sa tva garhe bharatanam virodhad, anto niinam bhavitayam prajanam [ (C.Ed. 5.32.27ab; B.
5.32.28ab)

“A man, O king, is subject to pleasant and unpleasant [conditions], pleasure and pain, as well as
blame and praise. One censures another for his transgressions and praises another for his good
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the Adi parvan, king Samtanu likewise censures his wife Ganga when he finds out
that she has systematically drowned their seven sons on the day they were born.**®
Bitterly disillusioned with their marriage, he forsakes her and marries Satyavati.
The new relationship is conditioned by the agreement that Satyavati’s son (and
not Bhisma, Samtanu’s successor) shall become Samtanu’s heir. Eventually
required to impregnate the couple’s widowed daughters-in-law, Satyavati’s son,
Vyasa, who is the author of this epic text, indeed becomes the progenitor of the
entire Bharata clan. In this chapter alone, we discussed several garh moments
which are crucial to the epic’s storyline. Pandu’s garh passage (section 3.2,
above) for instance (as well as Samtanu and Ganga’s episode), re-enacts one of
the epic’s pivotal themes, namely the ‘non-heir’ motif.*”’ In this particular case,
since Pandu cannot impregnate his wives on account of the curse (imposed by the
deer) the text depicts the miraculous birth of the Pandavas (originating from five
different gods). Other examples include the famous MBh scenes of Abhimanyu’s
death (section 3.4, above), Drona’s beheading by Dhrstadyumna (3.3), Karna’s
death on the battlefield (3.5) and finally Yudhisthira’s asvamedha (3.6).

Examining these moments through garh’s five types, this discussion

demonstrated that there is a consistency of the verb’s appearance in crucial MBh

deeds. I denounce you for the strife amid the Bharatas. This will surely result in the destruction of
[your] race.”

See also Vidura’s censure of Dhrtarastra at C.Ed. 5.39.10-11; B. 5.39.12-13.
26 Spotting her attempting to drown their eighth child (i.e., Bhisma), Samtanu censures his wife:
ma vadhith kasi kasyasi kim himsasi sutan iti /
putraghni sumahat papam ma prapas tistha garhite // (C.Ed. 1.92.47; B. 1.98.16)
“Do not kill [the baby]! Who are you? To whom do you belong? Why do you kill [your own] sons?
O you children slayer! Do not perform this grave sin! Hold still, you contemptible woman!”

Note, however, that ironically enough, this story revolves around the theme of
deliverance from curse; for every time Ganga drowns her own babies she is in fact freeing the
eight Vasu gods from a curse that was imposed upon them by sage Vasistha, and that forced them
to be born human by birth.

#7 See A. K. Ramanujan’s views on the epic’s circular and repetitive mode in "Repetition in the
Mahabharata", The Collected Essays of A. K. Ramanujan, Oxford University Press, New York,
1999, pp. 161-183.
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moments, which points to the thematic structure of the entire epic. Garh first
reveals dharma’s moral law when it is aimed at wrong acts committed by the
MBh protagonists. Second, it exposes the polemical, contextual nature of dharma
when it repeatedly occurs in moments where the MBh protagonists diverge in
their interpretations of dharma. Third, the verb occurs in the MBh at moments of
total dharmic deadlock that ensue from grave dilemmas and doubts regarding
dharma. Fourth, garh signals a higher dharma, when it is associated in specific
contexts with terms like anrsamsa or ahimsa.

In concluding my findings of garh patterns in the MBh, I would like to
suggest that the fifth type, which consists of recursive moments in which dharma
garh’s itself, necessarily stems from the previous four. Garh is a “marker” of the
epic’s core meditation on dharma. The verb’s presence and function throughout
the epic point to a consistent thematic pattern, namely, the negation of dharma.
Garh is employed in cases where, depending on context, one (obligatory) dharma
is being rejected in favour of another. Thus, the 169 occurrences of garh in the
MBh are a prolonged experiment in the rejection of dharma. This process of
rejecting dharma by interpreting it as adharma comes to full fruition in the epic’s
closing scenes, where Dharmaraja refutes the very concept of dharma by
censuring his father. This paradoxical incident is the most explicit layer of a long
process of negation that takes place throughout the epic and that concludes with
the SA’s earnest denial of dharma. Garh’s fifth type therefore, necessarily
emanates from the abovementioned four.

Immediately before Yudhisthira denounces his father Dharma in the SA,

the text provides a glimpse into his mind. In this condensed internal monologue,
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the text depicts Yudhisthira as undergoing a switch of consciousness: "Am 1
indeed asleep, or awake? Am I fully conscious or unconscious? Alas! Could this
be an aberration of consciousness? Or perhaps an error of my mind?" (kim nu
supto ’'smi jagarmi cetayano na cetaye [ aho cittavikaro ’‘yam syad va me

cittavibhramah).*

Amid this overwhelming gap of consciousness, Yudhisthira
experiences a paradox regarding dharma that the mind simply cannot grapple.
For, something fundamental to dharma is seen here to have gone askew, or to
have produced an aberration (vikara) from the order of wholeness that dharma
represents. It is from this moment that Yudhisthira’s ‘garhification’ of dharma
ensues, as if the numerous garh moments that preceded it in the epic narrative
were to necessarily culminate in this staggering moment, where dharma twists
back upon itself and ‘garh's’ itself.

The mere fact that the SA concludes the entire MBh suggests that the
epic’s final garh scene bears a significant weight in comparison to all the others
which preceded it. Moreover, the study of garh demonstrates that other passages
in the long narrative of the MBh resonate strongly with the conclusion of the SA.
The most striking example for this comes from the Asvamedhika passages
(section 3.6, above). Replicating themes and figures from the Adi parvan, the
Asvamedhika adapts them, as it alludes to the end of the epic in very exact and
parallel ways. Other passages in the MBh take up parts of this configuration.

Passages like the ‘Yaksaprasna’,"” the Karna passage (section 3.5, above), or

other dharmic deadlock moments in the MBh, exhibit epic protagonists

428 18.2.48.
42 See note 424 above.
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overwhelmed by dharma’s intricate operations and incapable of resolving the
paradox.

In summary, this chapter affirms that the SA is integral to the entire epic.
Unlike the stance which tends to overlook the SA (voiced by later re-tellers and
several scholars), the epic’s final garh scene is significant to the understanding of
the entire text, as it is revealed to be intrinsically consistent with the thematic
structure of the MBh.

A wider question remains about the pivotal role of garh in the ending of
the MBh. The conclusion implies that dharma's self-‘garhification’ leads to some
form of completion. That is to say, that wholeness could be achieved by this very
harsh self-reproach. To negate or reject dharma from inside it is to transcend the
condition of which dharma is part. Thus, the question which remains unanswered
is: how is it that garhing the entire system from inside confirms, enacts or enables

its wholeness?*"

40 In this context one can think of insightful arguments on the structure of the MBh as those
brought forward by Christopher Minkowski. Minkowski argues that one of the ways to get the
narrative going in the MBh is by interrupting a sacrifice. Considering several stories in the
Sanskrit literature and in the epics, Minkowski shows how in each of them the theme of the
disruption of the sacrifice is a significant point from which the story begins or proceeds.
Minkowski notes that in the MBh this element points to a larger structural pattern of the narrative:
“In the Mahabharata ... the disrupted rite motif is not so much disclosed as a plot element as it is
alluded to in the larger schematic plan of the narrative, which models itself on a picture of rituals
gone bad.” See Minkowski, “The Interrupted Sacrifice and the Sanskrit Epics,” Journal of Indian
Philosophy, 29: 169-186, 2001, p. 176.

Perhaps, then, since the MBh is narrated in the intervals between ritual actions, which are
already, as Minkowski notes, a mild form of ritual interruption on the outermost frame of the story
(ibid., p. 177), the act of the negation of dharma at its ending, re-affirms its function in the epic. In
the same way that right from the beginning, the disruption of the sacrifice moves the story
forward, the negation of the epic’s most central theme (i.e., dharma) perhaps brings about its
conclusion.
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Conclusion

This thesis discussed the ending of the Mahabharata by exploring several
trajectories: the study of the Svargarohana in epic scholarship; its reception in the
later tradition in Sanskrit literature; and finally, the problematic aspects of the SA
and its relation to the rest of the narrative. The discussion first pointed out that in
comparison to other MBh episodes, the SA has been received with significant
disregard or suppression in the literature commenting on the epic. Second, it
characterized the nature of the suppression of the SA in each of the three literary
strands commenting on the MBh (that is, epic scholarship, Sanskrit adaptations
and theoretical discourses). I discussed the stance of epic scholarship by looking
into general historical studies of the epic as a whole, as well as by examining the
particular considerations of certain scholars and their accounts of the SA. I further
offered a close reading of SA adaptations and theoretical discussions in Sanskrit
in order to portray the reception of the ending in the later tradition. I argued that
all of these considerations, which I termed external to the MBh, have tended, in
various modes, to suppress, ignore or overlook the importance of the SA by
presenting the particular manners in which each of them addressed it. The
outcome of this suppression, I argued, was responsible for the SA having not been
readily accepted as an integral episode of the epic.

Having examined these external reflections on the MBh, I then argued that
on the most significant and internal level of the text itself, the SA is intrinsically

consistent with the rest of the MBh narrative, and that this makes it thematically
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integral to the text as a whole. This argument derived from the importance with
which this thesis addressed the moment of the ‘garhification’ of Dharma in the
SA, and was furthered by a philological and semantic study, as well as a textual
analysis of the multiple occurrences of the Sanskrit verb garh throughout the
MBh.

I wish to add at this point that each external reflection on the MBh
fundamentally sought to find or emphasize what it perceived as the epic’s anta —
namely, its end, meaning, or purpose. Or, to state this more cautiously, we could
say that at the very least, antas of different types are implied in each of these
considerations of the MBh. If we accept that external reflections on the MBh
represent different voices of MBh readers, then we could suppose that each reader
finds what he or she perceives as its essence or core theme, and consequently
defines what is its end.

While scholar-readers of the epic largely concentrated on the battle books
in their quest for locating the Ur MBh, they neglected the importance of the text’s
concluding books and dismissed them as insignificant, basing their claims on the
presupposition that they were not a part of the original core story. Sanskrit poet-
readers were far more drawn to retelling MBh episodes other than the SA,
perhaps because these episodes’ appeal was greater than the SA, whose
problematic issues may have been perceived by these poets as disturbing or
disconcerting. Whereas the majority of poets overlooked the SA, very few poets
have indeed retold it as part of the MBh epitome-genre, which required the
retelling of the ending as well. Yet apart from the poet of the Svargarohana-

prabandha, MBh-epitomists distorted the epic narrative by unanimously omitting
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the condemnation of Dharma. So even though they were obviously aware of the
original story, they chose to suppress the ‘garhification’ of dharma in their novel
versions of the MBh. Sanskrit theoretician-readers of the epic mainly adjusted the
text to fit into their respective doctrinal discussions. Thus, while Anandavardhana
and Abhinavagupta discussed the MBh through the prism of the dhvani theory,
Kuntaka judged it through the perspective of vakrokti or aesthetic appeal.

While all of these are valid considerations of the MBh narrative,
representing views of different readers, the thesis presented here may be
considered an additional such reader-view of the text. Be that as it may, I would
hazard to conclude my thesis with two sets of questions that this study points to,
and which remain to be answered. The first of these concerns the unstudied and
unpublished MBh retelling that my thesis discussed. It remains to be answered
what distinguishes the Bharataprabandha (BP) text in its approach to the ending
of the MBh from the various adaptations that preceded it. How is it that among
the general resistance and silence with which the SA was received in the later
tradition, the BP is the only adaptation that adopts a novel approach to the MBh
narrative? Could we think of distinct reasons that allowed this South Indian text
to address the problematic ending of the epic? We know for a fact that the
composer of the BP corresponds with and consciously borrows from one of these
later adaptations (i.e. the Balabharata epitome of Agastya Pandita).”
Furthermore, considering the BP’s estimated time of composition, it is highly
likely that its author knew the other two MBh epitomes (i.e. Ksemendra’s

Bharatamaiijari and Amaracandra’s Balabharata), as well. It is thus even more

#1 See p. 149 above.
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surprising that the author of this text not only did not follow his predecessors’
ambivalent and suppressive stance toward the MBh narrative, but that he actually
departed from the voice of tradition and dared to address the problematic ending
of the MBh in his unique version of the epic story. A study of the BP that would
attempt to understand the reasons behind its novel approach to the MBh thus
seems to be a fruitful path for further research. Several questions that would
concern such a study may already be noted - does its novel approach to the MBh
derive from its provenance in seventeenth or eighteenth century-Kerala? What
significance could we assign to the time and cultural environment in which it was
written? What are the specific conditions that facilitated its unique approach to
the SA? Finally, and most pertinently, who is its author or authors? In summary, a
study of this text will need to elucidate some crucial aspects of this unstudied
MBh version, its provenance, uses and meanings in their cultural, historical and
social contexts.

Another question that remains to be answered is what is the epic’s own
voice with regard to its own conclusion. It should be noted that Yudhisthira’s
‘garhification’ of Dharma in the SA is not delivered in the first person. Rather, it
is conveyed in the third person, that is, in the voice of the narrator and author of
this entire text, Vyasa. Being both the (meta-) narrator and the author of this text,
we may consider Vyasa’s voice here as both external and internal to the narrative.
Yet, in whichever way we regard it, this voice ultimately chooses to include the
bitter condemnation of Dharma at the narrative’s ending. A choice of this kind
cannot be merely coincidental, and it is certainly not an insignificant matter, for in

many respects, the narrator/author’s voice here is the epic’s own articulation of its
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anta. It should further be noted that the very last speech of the hero in the
narrative is delivered in this scene.”* That is to say that from this point onward,
we hear no more of Yudhisthira’s uttering even a single word. If we think of
“having the final word” in this instance as something more than a mere
expression of language, then it would appear that in having his final word, the
main protagonist of this long epic indeed completes the story of his own life, and
by extension, concludes the story of the book he features in with a harsh
condemnation of Dharma. Therefore, the voice informing us of Yudhisthira’s
‘garhification’ of dharma with the myriad implications that this entails is the
epic’s way of stating what is its hero’s, as well as its own anta. So although there
are arguably various antas to the MBh (as many as its readers), the only anta that
the text presents in its concluding scenes is encapsulated in the voice of its

(meta-) narrator/author and in the absolute final speech of its hero.

#2 As noted in the summary of books 17 and 18 (chapter 2 above), having denounced Dharma,
Yudhisthira then tells the messanger of the gods that he intends to remain in naraka. This scene
that takes place in naraka consists of the very last speech of the hero in the epic.
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Appendix I

Ksemendra Vyasadasa’s Bharatamaifijari

17. Mahaprasthanika-parva

narayanam namaskrtya naram caiva narottamam |
devim sarasvatim vyasam tato jayam udirayet [/1//
Having prostrated before Narayana and Nara, the best of men, as well as before

Vyasa and the goddess Sarasvati, may hail [now] be uttered. (1)

atha vrsniksayam srutva dharmasinur dhanamjayat /
namah kaldaya baline nihsvasann ity abhasata [/2//
Having heard about the destruction of the Vrsnis from Arjuna, the Son of Dharma

said while sighing: “salutations to the might of time/death!” (2)

sarvatyagakrto yogo®™* vivesa bhratrbhih saha |

rajyam dauryodhanam dattva gunarhaya yuyutsave //3//***

Resorting to yoga, [Yudhisthira] who renounced everything along with his
brothers, gave Duryodhana’s kingdom to Yuyutsu [a Kaurava descendant], whose

merits are worthy. (3)

nije pariksitam rajye sthapayitvabhimanyujam /
tatpalena samadisya subhadram satyasasanah [/4//
Having appointed Abhimanyu’s son, Pariksit, to his own kingdom as its protector,

[Yudhisthira], the instructor of truth, blessed [him] with good fortune. (4)

43 published in Kavyamala, No. 64, ed. M. Pandit Sivadatta, Bombay, 1898.

434 In order to make better sense of the verse, the translation above reads the word yogo
(nominative case) as yogam (in the accusative).

3 Note that due to their difficulty, asterisk marked verses are ones in which the offered
translation is tentative.
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prakrtibhyo viniksipya tam dvijebhyas ca dharmavit /

sraddham vidhaya bandhubhyah punyam istim ca naisthikim [/5//

Having entrusted him with [his] ministers and Brahmins, this Knower of Dharma
performed the sraddha ceremony for his relatives, as well as the final sacred

oblation. (5)

agnim utsrjya salile pauran asvasya duhkhitan

devim amantrya vasudham sanujo draupadisakhah

pratasthe sarvasamnyasit yogayukto yudhisthirah [/6//

Having renounced the fire[s] in water, he consoled the grieving townsfolk. Taking
leave from goddess Earth, Yudhisthira, who renounced everything, set forth

absorbed in yoga along with his brothers, and accompanied by Draupadi. (6)

tatah sametya bhagavan svayam eva hutasanah |
parthdj jagraha gandivam tau caksayyau mahesudhit [/7//
Then, Lord Agni arrived in his own form, and seized the Gandiva [bow] from

Arjuna along with its double undecaying quivers. (7)

sva tan anuyayav eko varyamano ’pi yatnatah |
atha te Sanakaih prapur disam daksinapascimam [/8//
Although it was warded off diligently, a dog was following them. Gradually, they

now arrived at the south-western region. (8)

drstva tatra samudrena bhrtam dvaravatim jalaih /
asam udicim prayayur bhuvah krtva pradaksinam [/9//
There, they saw Dvarka filled with water by the ocean. By advancing toward the

northern quarter, they made a circumambulation of the earth. (9)

himdcalam atikramya praptas te valukarnavam /[
dadrsSur merum uttungasrngalingitanandanam [/10//
Having crossed the Himalaya, they reached an ocean of sand and saw mount Meru,

where Nandana [Indra’s paradise] is encircled by lofty peaks. (10)
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niragare niralambe tasminn adhvani dustare |
sirtsapelavatanuh papata drupadatmaja [/11//
The daughter of Drupada, whose body was delicate as a Sirisa flower, fell down on

this path, which was difficult to cross, shelterless, and lacking support. (11)

tam yatajivitam drstva bhimah praha yudhisthiram |

rajan paiicalarajasya suteyam patita bhuvi [/12//

Seeing her life slipping away, Bhima said to Yudhisthira: “O king, the daughter of
the Paficala king has fallen on the ground. (12)

cintayann api pasyami nasyah kim api kilbisam /
kasmad esa tapoyogam tyaktva paiicatvam dagata //13//
Even though I reflect [on this matter], I do not [i.e. I cannot] see even the slightest

fault in her. Why, then, having lost her ascetic yoga, has she passed away?” (13)

dharmasinur nisamyaitad anavrttamukho ’vadat /
babhitva paksapato ’syah sarvadabhyadhiko ’rjune [/14//
Hearing this, the Son of Dharma said without averting his head back: “she always

had exceeding partiality toward Arjuna.” (14)

ity ukte bhiimipalena sahadevo ’patad bhuvi |

tasmin nipatite prsto bhimenoce nrpah punah [/15//

When this was said by the king, Sahadeva fell on the ground as well. As he was
falling, the king was again asked by Bhima, and Yudhisthira responded [thus]: (15)

esa prajiiabhimanena jadam jagad amanyata /
iti dharmasutenokte papata nakulah ksitau //16//
“On account of being proud of his intelligence, he thought the whole world dumb.”

When this was said by the Son of Dharma, Nakula also fell on the ground. (16)

raja prsto 'tha bhimena vrajann evabravit punah /

rilpamant smarendapi spardham esa na ca ksami [/17]//
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As the king kept on walking, he was asked again by Bhima, and replied to him
thus: “thinking himself handsome he could not tolerate competition even by

Kamadeva [himself].” (17)

punas ca prsto bhimena jagada jagatipatih [/18//
As this was stated by the king who carried on walking, Arjuna fell. Again he was

asked by Bhima, and the king replied: (18)

Sturamani cacaraisa Sithilam samarangane [
iti bruvano bhiipalo jagamaivaviluptadhih //19//
“Thinking himself heroic, he behaved weakly on the battlefield”. Speaking thus,

the king, whose mind is undamaged, went along. (19)

bhimas tato nipatitah patito ’smity uvaca tam /
so ’bravid baladarpo ’bhiid bhima bahvasanasya te [/20//
Then fell Bhima who cried to him: “I am fallen!”, [to which] he responded: “O

Bhima, you were proud of your strength and you also ate excessively.” (20)

tato ’bhiid eka evatha vrajann anugatah suna /
dadarsa saksad ayatam rathenendram yudhisthirah //21]/
Remaining all alone, he kept on walking as he was followed by the dog. [Then,]

before his eyes Yudhisthira saw Indra, who arrived [there] in his chariot. (21)

rajan matpuram ehiti Sakrenokto jagada sah |
suna virahitah svargam sasariro na kamaye [/22//
Addressed by Indra [who told him]: “O king, come into my city!”, [Yudhisthira]

replied: “having [still] a body, I do not want svarga [if] I am deprived of this dog.’
(22)

tam abravit surapatih Sunam svarge kuto gatih /

dhisnyam arohatu sveti tvadanyah ko ‘nubhasate [/23//
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The Lord of the Gods told him: “how [could there be] a passage for dogs in
svarga? Who else but you [would] say that this dog should rise up to the quarter of
the sky?” (23)

tatas tam iice nrpatir bhaktatyagam katham sahe |
bhaktavidvesinah svarge nrsamsasya kuto gatih [/24//
Then the king told him: “how can I tolerate abandoning my bhakta? How can there

be a passage into svarga for one who is cruel and hostile toward his bhakta? (24)

vady asti sukrtam kimcin mama tena suresvara [

vatu svargam sadehah sva nainam tyaktum samutsahe [/25//

O Lord of Gods, if I have some virtue, by that may this dog go to svarga in its
body. I cannot bear to abandon it. (25)

strivadhenaiva sadrsam brahmasvaharanena ca /
sarvapapatmakam santo bhaktatyagam pracaksate [/26//
Wise men consider the desertion of one’s bhakta as the essence of all evil,

equivalent to the killing of women or stealing the property of Brahmins.” (26)

ity ukte dharmardjena dharmas tyaktva svavigraham |
tam tice putra tusto ’smi sadvrttena tavamuna [/27]//
When this was stated by Dharmaraja, [Lord] Dharma cast away the dog-form and

declared: “O son, I am pleased by this virtuous conduct of yours. (27)

drsto ‘si pathaso hetoh pura dvaitavane maya /

svasti te vraja bhiipala sasarirah suralayam [[28//

Formerly, you were seen by me in the Dvaita forest for the purpose of [attaining]
water. O king, salutations unto thee. Go to the abode of the gods with your

[mortal] body.” (28)

iti pitra samadisto vimanam vipulaprabham /

aruhya punyasopanam vivesa suramandiram [/29//
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Commanded thus by his father, and having mounted a chariot of ample lustre, he

entered the dwelling of the gods which had sacred steps [leading up to it]. (29)

pujyamanah suraih sardham munibhir naradadibhih /
rajarsitarakamadhye sa rarajamsuman iva //30//
Being praised by the gods along with munis like Narada and the others, he shone

amidst the kingly sages as the moon amidst the stars. (30)

tatah sa Sakram avadad bhrataro yatra me sthitah /
syama ca yatra dayita tatra vaso mamepsitah [/31//
Then he said to Indra: “I long to be where my brothers and [our] wife of dark hair

are staying.” (31)

tam abravit sahasrakso bhavam ma manusam gamah /
rajarsibhir anasadyam prapto ‘si gatim uttamam [/32//
Thousand-eyed [Indra] told him: “do not indulge [now] in human sentiments! You
have gained the highest passage which is inaccessible [even] to the kingly sages”

(32)

ity ukto ‘py asakrd yatnad vajrina dharmanandanah |
bhratin avaptum icchamity abhdasata punah punah [/33//
Although addressed repeatedly and vigorously by Indra in this way, the Son of

Dharma said again and again: “I wish to see my brothers!” (33)

18. Svarga-parva

narayanam namaskrtya naram caiva narottamam |
devim sarasvatim vyasam tato jayam udirayet [/1//
Having prostrated before Narayana and Nara, the best of men, as well as before

Vyasa and the goddess Sarasvati, may hail [now] be uttered. (1)
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tatah svargasriya justam bhrajisnumukutangadam /
dadarsa Sakrasamkasam kururajam yudhisthirah [/2//
Then, Yudhisthira saw the Kuru king [Duryodhana] resembling Indra, with radiant

crest jewel and bracelet, and furnished with the lustre of svarga. (2)

tam viksya sanujam tatra jatamanyuh Satakratum /

uvdca svasti devebhyah svargayastv ayam afijalih [/3//

Having seen Duryodhana along with his younger brother [Duh$asana] in heaven,
he became furious and addressed Indra: ‘“hail to the gods! May this salutation be

unto svarga. (3)

vatra duryodhanah papah prthiviksayakaranam /

sumerukiitavikate vibhati paramdasane [/4//

na tatra mama vaso ’sti vrajamy esa namo ’stu te |

vatra me bhratarah Siras tatra vaso mamadhuna [/5//

Where the vicious Duryodhana, [my enemy], who is the cause for the destruction
of the earth shines forth on the highest throne, which is as great as the peak of
mount Meru, there is not my dwelling place! I am leaving! Salutation unto thee.

Where my heroic brothers are, there is my dwelling place now!” (4-5)

iti rajiio bruvanasya devadiitam suras tatah /
bhratin prati prayahiti prahur vayumanojavam [/6//
As the king spoke in this way, the gods said to their messenger, whose

apprehension was swift as the wind: “go forth to [his] brothers.” (6)

sa devadutadistena vrajan sapadi vartmand |

dadarsa purusan ghoran narakantaravartinah [/7//

As he was walking quickly on the path directed by the envoy of the gods, he saw
awful [looking] men abiding inside hell. (7)

kesasonitamamsasrgvasasamghatapicchile |

praklinnanekakunapavyakirnakrmisamkule //8//
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kakakankabakolitkavadanair abhito vrte |
savadurgandhanirandhrasamghattasatasamkule [/9//
karapattraSilapakasamtaptasikatatate |

lohitailavasakumbhakiitasalmalidarune //10//
ksurakantakakilograjvalastambhavibhisane /

taptavaitaranivisrapityapiritasaikate [/11//

asipatravanotkrttanarandarikrtasvane /

ghorandhakaragahane tatra susrava dharmajah [/12//

papinam kvathyamananam akrandam dhrtidarunam |

ksanam ekam ito rdajan ma nivartasva sitalaih [//13//

tvatpunyavataih sprstanam asmakam badhate tamah |

vayam bhimaprabhrtayah pandava bhrataras tava [/14//

There, in a cave of terrible darkness, which was slimy from phlegm, marrow,
blood, red flesh and hair; infested by worms scattered over numerous wet corpses;
enveloped on all sides by cries of owls, cranes, herons and crows; crowded by the
dense friction of a hundred-fold stinking corpses; [surrounded by] shores of
burning hot sand, rocks and saws; frightful on account of the salmli [tree], and a
pile of urns of marrow, oil and blood; terrifying on account of blazing pillars and
sharp stakes, thorns and razors; [having] a sandbank filled with pus smelling from
raw meat due to the inflamed Vaitarani river; [and emanating] sounds that were
uttered by men and women who were cut to pieces in the forest of sword-like
leaves; [there,] the Son of Dharma heard the dreadful constant weeping of sinners,
as they were being burnt [alive]. [They told him:] “O king, one moment! Do not
turn back from this place! Since we are touched by the breezes of your punya
(merit), the darkness [that envelopes us] is removed from us. We are your

brothers, the Pandavas, headed by Bhima. (8-14)

krsna ceyam vararoha mahisi vallabha satt |
Srutvaitat karunam raja vajreneva vidaritah //15//
[And] this is [your] handsome queen, [our] wife Krsna.” Having heard this, the

king was woefully torn apart, as if by thunderbolt. (15)
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tatraiva tasthau nirdvandvo nindan durlalitam vidheh /

so 'vadad bata devanam avicarahataiva dhih [/16//

He stood at that very spot, and indifferent to the pairs of opposites, he reviled
fate’s ill-manner. He said: “Alas, [my] thought is destroyed by the folly of the
gods. (16)

vair ete dharmaniratah klese ’smin samupeksitah |

ayam mohah prasado va viveko nayam idrsah [/17//

Because of them [i.e. because of the gods], these [brothers of mine], who are
devoted to dharma, were abandoned in this anguish. This is delusion or clarity[?]

[In this case] there is no such distinction. (17)

vibudhanam na jananti ye dharmasya vyatikramam |
bhramah svapno ’tha mayeyam kim etad iti cintayan //18//
devadiita na janami kasyedam durvicestate* /

ithaivaham sthito gaccha na me svargena karanam [/19/[*

pijyante yatra durvrtta visasyante nu sadhavah /

ity ukto dharmarajena devadiitah suradhipam [/20//

gatva vyajijiiapat sarvam sa ca tiusnim samayayau /

prapte suradhipe tatra saha dharmadibhih suraih [/21]/

nadrsyatasubham kimcid vavau punyas ca marutah |

tato ’bravit surapatir visannam dharmanandanam [/22//

They [i.e. my brothers] are among the wise who do not know the violation of
dharma. Thinking, O Envoy of the Gods, ‘what is this? An error, a dream, or
perhaps an illusion?’, I do not know! Whose ill-behaviour is this? 1 am staying
right here! Go, I have no reason [to return to] svarga, where vicious people are
worshipped while noble men are cut asunder.” Addressed thus by the Dharma-
King, the messenger of the gods returned to Indra, approached him quietly, and
informed him everything. When Indra reached there along with Dharma and the
other gods, nothing inauspicious was seen, and an auspicious breeze blew. Then,

Indra spoke to the sorrowful Son of Dharma: (18-22)

43 The form durvicestate is unclear. The verse possibly should have read durvicestitam.
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asatyam etan mayeyam®’ mayaiveha pradarsita |
etadalokanam rajiiam avasyam misrakarmanam [/23/[*
“This is unreal. This [entire] illusion here was shown by me alone. Such vision [of

hell] is necessary for kings whose actions are mixed. (23)

asatyalesasamsparsad etaddronavadhat tava /
ehi pasya nijan bhratin divyam svapadam asritan [/24//
A slight trace of this falsehood afflicted you because you [had] Drona killed. Come

see your own brothers, who resorted to their respective divine abodes. (24)

svargasriyam ca paicalim putrams camaratam gatan |

ity ukte devardjena vitasoko yudhisthirah [/25//

[Behold] Paficali, who has the glory of heaven, as well as [your] sons who became
immortal.” Addressed in this way by the king of the gods, Yudhisthira’s sorrow
vanished. (25)

snatva dharmagira svargagangambhasi nabhahprabhe |

utsrjya manusam bhavam punyam surasabham yayau [/26//

At Dharma’s order, Yudhisthira bathed in the waters of the heavenly Ganga,
whose splendour is celestial. Having deserted his human existence, he went to the

holy assembly of the gods. (26)

apsaronrttalalitan gayan gandharvakimnaran |
tatra svapadam ariidhan apasyad anujan nijan [/27//
There, he beheld the lovely apsards dancing, and the gandharvas and kimnaras

singing. [He also saw] his own brothers who had ascended to their own abode. (27)

mandale ca raveh karnam svayam indrena darsitam /
abhimanyum ca rucirakaranirjitamanmatham [[28//
varcobhidhanam somasya tam sutam somamandale |

gandharvardjam saksac ca dhrtarastram janesvaram [/29//

7 Since the original reading nayeyam does not make sense, I have amended it to mayeyam.
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In the disc of the sun, he saw Karna himself, who was pointed out to him by Indra.
In the disc of the moon, he saw the son [of Arjuna], Abhimanyu, whose name is
‘lustre of the moon’, by whose beautiful form [even] Manmatha [the God of Love]
is surpassed. In front of his eyes he beheld the best of men, Dhrtarastra, as the king

of the gandharvas. (28-29)

vasum Santanavam bhismam gurum dronam brhaspatim |

narayanam ca visvesam Sankhacakragadadharam [/30//

[He beheld] Santanu’s son, Bhisma, as a Vasu, as well as the guru Drona,
Brhaspati, and the lord of the universe, Narayana, holding his club, discus and

conch-shell. (30)

vadamsa bhuvi ye jatas tams ca drstva tadasrayan

asasada sadanandam vandyam nandanavasinam

dharmasinur nidhir dhamnam hariscandrocitam padam [/31]/*

Having watched them resort to that part from which they were born in this world,
the Son of Dharma, who is a receptacle of glories, reached that venerable place of
perpetual bliss proper to HariScandra and that belongs to the dwellers of Nandana

[i.e., Indra’s heaven]. (31)

atha nahusadilipadhundhumarasagarabhagiratharamakartaviryaih /

nrpatibhir abhito 'bhivandyamanah sitacaritah sa rardja rajacandrah //32//

As he was being venerated on all sides by the kings Nahusa, Dilipa, Dhundhumara,
Sagara, Bhagiratha, Rama and Kartavirya, [ Yudhisthira], the most excellent among

kings, whose behaviour is pure, shone. (32)

Srutveti bharatakatham vaisampayanakirtitam /
sampannasarpasatro "bhiin nirvrtto janamejayah [/33//
Having listened thus to this story of the Bharatas related by VaiSampayana,

Janamejaya, whose snake sacrifice was completed, came back. (33)
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etatsitena kathitam naimisaranyavasinah /
nisamya Saunakamukhas tasthur anandanirbharah [/34//
Having heard this [Bharata story] related by the Siita [UgraSravas], the dwellers of

the Naimisa forest headed by Saunaka, were excessively joyous. (34)
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Appendix II

Amaracandra Suri’s Balabharata**

17. Prasthanika-parva

Srutvatha vrsninidhanam dhanamjayamukhan nrpah |

tadrkkalabalatrastah samastatyagadhir abhiit //1//

Having learned about the destruction of the Vrsnis from Arjuna, the king
[Yudhisthira], who was terrified by the power of such time/death, made up his

mind to renounce everything. (1)

dhrtardstrabhuvam rastram anuyujya yuyutsunda |
pariksite ksitim sviyam dadau sodarasammatah [/2//
He enjoined the kingdom of Dhrtarastra’s land to Yuyutsu, and agreeing with his

kin, he gave his own dominion to Pariksit. (2)

udarapunyaprakrtim dvijaprakrtisammatam |
subhadram iha bhiipalas tatpalanakrte 'disat //3//
The king assigned Subhadra, whose meritorious and noble nature was esteemed

by the king’s ministers and Brahmins, to his [i.e. Pariksit’s] protection. (3)

sraddham adhaya bandhubhyo vidhayestim ca naistikim /
utsasarja jale so ’gnin ragan iva samamrte [[4//
Having performed the sraddha ceremony and final oblation for his relatives, he

relinquished the fires in water, as if deserting desires in immortality’s tranquillity.

“4)

pauran asvasya vidhuran dharam amantrya sanujah /

urvisah sarvasamnyast yajiiasenisakho ’calat [/5]/

3% Published in Kavyamala, No. 45, ed. M. Pandit Sivadatta, Bombay, 1894; The Pandit, No. 61,
Vol. 6, Benares, 1871.
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The king who renounced everything, consoled the distressed townsfolk, took
leave of the earth along with his brothers, and went forth accompanied by [his

wife], Yajiiaseni. (5)

etyotsargarusevatha parthan prarthya hutasanah /

nindyah suhrd ivadatta pragdattan karmukesudhin //6//**

Then, having come there, as if with the anger of being let loose, the God of Fire
like a reproachable friend [i.e. a friend who gives and takes back] (nindyah suhrd
iva), demanded from the sons of Prtha, and then reclaimed the bow and [two]

quivers, that they had received earlier. (6)

parityaktapuran etan ekah sva varito ’pi sat /

tada buddhindriyapranan iva karmagano ‘nvagat [/7]/

Just as one’s assembled karma follows the life breaths, sense organs and intellect
[at the time of death], so did the dog, although warded off, follow these six who
abandoned their bodies [or, city]. (7)

athami disam aseduh Sanair daksinapascimam |
magnam dvaravatim viksya na ca te yogino 'muhan [/8//
Then, these yogins gradually approached the south-western region, and upon

seeing the city of Dvaraka submerged [in the ocean], they were not perplexed. (8)

ksonim pradaksinikrtya tatah sphitanugadyutih /
raja yayau disam dipyamano bhanur ivottaram [/9//
Having made a circumambulation of the earth, the king, whose splendour was

followed abundantly, went to the northern region luminous as the sun. (9)

tato gatya ca kirtya ca tuhinacalalanghinah |

valukarnavam apyaite ’pasyan merum sanandanam [/10//

¥ Note that due to their difficulty, asterisk marked verses are ones in which the offered
translation is tentative.

278



Then, having successfully crossed the mountain of snow [the Himalaya] through a
passage, they reached an ocean of sand, and saw Mount Meru with its [garden]

Nandana. (10)

nirasraye niralambe tatratha pathi parsati /

patita cittam apy aujjhat krtye miidhasya dhir iva [/11//

There, on this shelterless and supportless path, Drupada’s daughter fell because
she abandoned her mind, as intelligence abandons the mind of a fool when
something must be done. (11)

sarvato nirmala rajams tapoyoge sthitadbhute* /

kutah kumudvativahni dirgham svapiti parsatt [/12/[*

“O king, she was entirely faultless in [the practice of] yoga and austerity, which
were wonderfully kept [by her]. Why did Draupadi use to sleep at length during
day time like a lotus pond?” (12)

bhiipah srutveti bhimoktim anavrttamukho ’vadat /
paksapatam adhattaika suradhipasute ’dhikam [/13//
Having listened to Bhima’s speech, and without averting his face, the king said:

“this one had exceeding partiality toward Indra’s son [Arjuna].” (13)

patite sahadeve 'tha bhimaprsto 'bhyadhan nrpah /

ayam dhiyo 'bhimanena mene mohajadam jagat [/14//

Then, when Sahadeva fell, the king replied to Bhima who asked [him again]:
“because [he took] pride in his intelligence, he thought the whole world erroneous

and dumb.” (14)

nakule patite bhimaprstah ksmapo ’vadat punah /

na spardham riipadarpena kandarpe ’py esa caksame [/15]/

#0 The compound sthitadbhute is unclear here.
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When Nakula fell, the king who was asked again by Bhima, replied: “because [he
took] pride in his appearance he could not stand any competition, even from the

god of love [Kama himself].” (15)

jatapdte 'rjune vataputraprsto jagau nrpah /

cacala Sithilam saisa Suramant ranangane [/16//

When Arjuna’s fall took place, the king, asked by the son of the wind, replied:
“[although] he considered himself a hero, he feebly trembled on the battlefield”.
(16)

patito ’smiti bhimena patinabhihitas tatah /
bhitpo 'bhyadhad bale darpo bahvasasya tavabhavat [/17//
“I have fallen!”, [he cried]. The king replied to Bhima, who spoke to him as he

was falling: “you were proud of your strength, and you also ate too much.” (17)

ity akramat param lokam dharmaviro yudhisthirah |
naksipac caksur apy esu patitesv api bandhusu //18//
Having said that, Yudhisthita, the dharma-hero, proceeded to the world above

without even casting a glance at his relatives as they have fallen. (18)

Sunaivanugato gacchann aviluptamatir nrpa /

puruhiitam purobhiitam rathasthitam athaiksata [/19//

O king, as [Yudhisthita] whose intelligence is unimpaired walked along, he was
followed by his dog alone. Then, he saw Indra in front of him standing in his car.

(19)

dehi matpuram ehiti vagbhangya bhagyabhogyaya |

ahiitah puruhiitena puruhiitah ksiter jagau [/20//*

Invited by Indra, who spoke with a fraudulent speech that [sounded] profitable
and fortunate [stating]: “come into my city in your [mortal] body!”, the Indra of

the Earth [i.e. Yudhisthira] [now] spoke: (20)
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nakam akalayisyami na vinaivamuna suna /
dhik tam kila sampatsu vipatsevakam ujjhati //21//
“I will not [even] consider [entering] heaven without this dog. Fie indeed upon

one who abandons a follower in distress at [times of] success! (21)

vane 'py anujjhitasaktir malino ’py alinam ganah /

suramitrdhadhirohe ’pi sumanobhir na mucyate [/22/[*

Even a swarm of black scorpions in the forest is wholly unimpaired by good
people. It is not being deserted [by them] even for the sake of ascending up to the
summit of the gods. (22)

naivalinganti gobrahmasivalingadibhedinah /

jahnavisavanalasya janam asritamocinam [/23//

[Even] those who violate S‘iva—liﬁgas, Brahmins, cows and so forth, who are [too]
lazy to bathe in the Ganga, do not embrace a man who deserted his dependent.

(23)

etattyage kva me dharmas tam vina dyugatih kutah |

astam me tad iyam Siksa tavapi bhramsakarint //24//*

Where is my dharma in deserting this dog? How [am I to obtain] a passage into
heaven without it? [By all means], please instruct me this [doctrine] of yours

which produces desertion [of one’s dependent].” (24)*!

iti bhasini dharmajiie rajiii samkrandano ’vadat |
sukrtadikriyahinah svayam etu kva me puram [/25//
After the dharma-knowing king said this, Indra spoke: “where would this dog,

devoid of meritorious deeds, sacrificial acts and the like, go in my city?” (25)

svargo ’stu dehayuktasya sukrtair asya matkrtaih /

ity athoce nrpah kamprasirobhih pijitah suraih [/26//

“1 T have taken the liberty in this instance to offer a more loose translation that brings out the
meaning of the verse in English.
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“Let there be svarga for him in his body, by virtue of the good deeds I have
performed!”. Saying this, the king was now worshipped by the gods whose heads
were shaking. (26)

tatah svariapamugdharmah svariaparuciras cirat |

pritah sarvangam alingya bhitvallabham abhdasata [/27//

Then, Dharma, who was pleased, released finally from the dog form, and having
embraced [his son] on every limb, addressed the king in his own brilliant form:

(27)

vatsa vatsa tvam aloki svadehena mude maya /
prito 'smi pattram aroha svargas te 'stu sanatanah [/28//
“O child! O child! You were observed by me gladly when I was in my dog form. I

am pleased. Ascend into this car. May the eternal svarga be yours!” (28)

anaya samayabhogacaturah pitur ajiaya |

vimanam divyasopanam prapya dehi divam gatah [/29//

At this command of his father, Yudhisthira, who was clever in the
multifariousness of the law, having reached the car and the heavenly staircase,

went to heaven in his [own] body. (29)

arcito nakibhih sakam munibhir naradadibhih /
rajarsisu rarajayam tatra candra ivodusu //30//
Worshipped by the denizens of heaven along with munis like Narada and others,

he shone there among the kingly sages, as the moon among the stars. (30)

prasthanastho divam anu nrpah praha sakram sthitas te

matsodaryah saha makhabhuva yatra tatrasmi neyah |

ma manusyam tridivabhuvane bhavam ehiti tena

vyasiddho ’pi dhruvam ayam abhiid atra gadhanubandhah [/31//*

After accomplishing his departure to heaven, the king said to Indra: “I should be

led to that cheerful place where my brothers are staying.” By [Indra was said:]
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“do not resort to human sentiments in the world of triple heaven. Even this

attachment that was once closely fastened is firmly prohibited here.” (31)

18. Svargarohana-parva

athayam ayatasrikam sasaudaryam suyodhanam |
divi viksyollasanmanyuh Satamanyum abhasata [/1//
Now, having seen Duryodhana, whose prosperity extended forth, along with his

brothers in heaven, Yudhisthira, whose anger flared up, told Indra (Satamanyum).

1)

namah svargaya yatrayam anapayah prapijyate |
mahdpithasthitah papt jagattapt suyodhanah [/2//
“Salutations to [that] svarga, in which evil Duryodhana, who caused pain to the

[entire] world, is seated on a high throne, and worshipped without obstacles. (2)

kim karyam nirvicarena svargacarena me 'dhuna /

sabandhuvargasamsarga eva svargo ’stu gocarah [/3/[*

What use is there for me now in a svarga whose [common]| custom is
inconsideration? Let svarga be a place for association with [one’s] family and

relatives.” (3)

atho sagarbhan anandah*” samdarbhan asya bhiipateh |
darsayety adisan deva devadiitam manastvaram [[4/[*
Then, the gods ordered their messenger, whose mind was quick, [by] saying:

“show the king [where his] brothers are assembled together.” (4)

vatha tatprathitenatha prthvinathah prapedivan /
durgatim durgadurgandhavadhabandhadiduhkhadam [/5//
And so the king set forth on an awful path displayed to him, that afflicts misery

by death, imprisonment, and so forth, and is ill-smelling and rough to pass. (5)

2 The function of the word anandah in the syntax of this verse is unclear here.
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pravadhyavadhyamananam bandhinam vividhair vadhaih /

sa tadakarnayat karnakatum dartataram svaram [/6//

Then, he heard an extremely pained sound, disagreeable to the ears, of his
relatives as they were tortured and slain in various forms of corporeal

punishments. (6)

bhimadayo vayam iyam draupadri ca prthuvyatha |

tatpunyapavanenaiva svasthah smah sthiyatam ksanam [[7//

[These voices called to him]: “We are Bhima and the others, and here is
Draupadi, who is suffering greatly. Please stay a moment as the breeze of your

merit eases [our pain].” (7)

ity uktya stambhitah stambhamantrasaktyeva bhiipatih /

nindan devasya durvrttam devadiitam abhdasata [/8//

On account of [their] speech, the king [became] paralyzed, as if by the power of
the stambha mantra [freezing-spell]. He addressed the messenger of the gods

reviling the god’s mean behaviour: (8)

sthito "ham bandhusangena narako ’py esa nakati /

vaitarany*” eva gangeha duhkhany eva sukhani me //9//

“I am staying here in the company of my relatives. [Just as] even this hell
becomes my heaven now, [so] the Vaitarani river equals the Ganga, and my pains

are now pleasures! (9)

svasti te gaccha nakibhyo nakaya ca namo namah /

durvrtta yatra pitjyante tyajyante silasalinah [/10//

Prostrations unto you, [now] go [back]! [Indeed] many prostrations to heaven and
its denizens, where wicked people are worshipped and those who behave

virtuously are forsaken.” (10)

#3 T adopted the Pandit’s reading here: vaitarany eva over the Kavyamala’s: vaisariny eva.
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ity ukte ’smin gate diite puruhiitam purahsthitam /

apasyad bhiipatih kimtu na kimcin narakadikam [/11//

Addressed in this way, the messenger went away. [At that very moment], the king
beheld Indra standing in front of him, but did not [i.e., could not] see [even] a

trace of naraka and its other sights any longer. (11)

spastam punyena marutd marutam adhipo nrpam |

kim etad iti sambhrantam athainam santvayan jagau [/12//

Having consoled [Yudhisthira, who stood there] extremely perplexed, asking:
“what is this?”, with pleasant breezes, the leader of the storm gods [Indra] now

addressed the king: (12)

guror vinigrahe ’vocad yadasatyalavam bhavan /

adarsi durgatis te ’sau tatphalam mayaya maya [//13//

“O venerable sir, this hell (durgati) shown to you by my maya [illusion], is the
result of that little lie you told the guru [Drona] in [your attempt] at stopping him.
(13)

tatpramodasudhasindhiin bandhiin pasyadhuna divi |

nandinim drupadasyapi svargasripadatam gatam [/14//

Behold now your relatives [enjoying] streams of heaven’s elating nectar in the
sky, as well as the daughter of Drupada gone among those who participate in

svarga’s glory.” (14)

ity amartyapativakyasammadi svarnadipayasi dharmanoditah |

dharmasinur avisad dravikrte Sreyasiva vimale malacchidi*** [/15//*

Rejoiced by the speech of the Lord of the Gods and impelled by his father, the
Son of Dharma [now] entered spotless water, devoid of impurity, that generated

liquefied gold, as if it was bliss. (15)

4 While the Kavyamala has a broken reading in this instance (‘vimalacchidi ..."), the Pandit
offers the reading quoted above.

285



rukmapankajanikuiijaguiijanaih karnakotarasudhaughavarsinah |

tanmude madhuliham padam tada tumbaruprabhrtayo "bhajan bhrsam [//16//
Then, for his [i.e. Yudhisthira’s] pleasure, [the gods] headed by the Gandharvas
took on the role of bees with their buzzing, as they showered streams of nectar

[pouring] from the hollow of their ears, in thickets of golden lotuses. (16)

tanmadaya ca drsam agocarah sandramandramurajasvanasprsah |
sauramaurajikardajayo yayur varivaranaganasya garjisu [/17//

For his pleasure, rows of solar drummers imperceptible to the eye producing low
and soft sounds of drums, went into the rumblings of flocks of ‘water-elephants’.

17)

tanmude ca jalamagnamiirtayas toyajakrtikarananasriyah /

citramarutalayena cakrire nartanani suranartakiganah //18//

For his pleasure, a group of the gods’ female dancers danced with beautiful laya
[i.e. accompanying music] of the wind, the beauty of their faces, hands and bodies

became lotuses, their forms submerged in water. (18)

ity ananyalayalalitatmanas toyakelisu kim apy ajanatah |

jahnavi vapusi tasya nirmame martyatavinimayena divyatam [/19//

For him, whose soul indulged in [various] unique delights, and who was
somewhat indifferent to the water sports [around him], Ganga created a divine

form in exchange for his mortal one. (19)

kalpakotimadanendubhdasvata kalapavakavivartakarmand /

uddhrtair anubhir uttamottamaih klrptamirtir iva sa vyardajata [/20/[*

He shone like a statue formed by the very best atoms of time, extracted at the end
of the Kalpa by the sun and the moon’s embrace, affected by turning the fire of

time. (20)
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traidasim atha sabham abhivrajan preksaniyakavidhayinam purah |

vad yad aihata sa datum adbhutam tat tad aiksata tad atmahastagam [[21//

Then, going toward the divine assembly in front of those causing beauty [i.e. the
gods], he realized that every marvel he possibly wanted to obtain was already in

his possession. (21)

rajasiiyamakhakarmasiddhijam siddhagitisu nijam piban yasah |
Sakradarsitapathah prthiitsavo "nutsukah surasabham sa bhejivan [/22//

The calm [king] who was excessively joyous, whose path was displayed by Indra,
joined the assembly of the gods, feasting upon his own fame caused by his

success in the ritual of the Rajasiiya sacrifice, amidst divine songs. (22)

tatra samprasaradapsaroganapreksaniyakamahan sahodaran |

tan vibhavasuvibhabhibhavino bhasitamarasabhan nyabhalayan [/23//

There, he beheld his brothers, whose assemblies were immortal and resplendent,
victorious among close kings and friends, their might [clearly] visible [as they

were] propitiated by troops of apsaras. (23)

arke karnabhimanyii harimahasi harim tatra gandharvardje

gandharisam krpisam guruvapusi vasavastame sindhusianum /

yesam anye ’pi yem 'Sah*® ksitibharahataye 'vataran martyalokam

linams tan esa tesu tridasapatigira dharmaputro dadarsa [[24//*

There, the son of Dharma saw Karna and Abhimanyu [merge] at the invocation of
the Lord of Heaven [i.e. Indra], into the sun; Hari [merge] into the splendour of
Hari; the husband of Gandhari [i.e. Dhrtarastra], [merge] into the king of the
Gandharvas; the husband of Krpi [i.e. Drona], [merge] into the form of the guru;
and the son of the Sindhu king, [i.e. Bhisma], [merge] into the eight vasus. [He
also saw] others whose portions descended into the world of mortals for the sake

of the annihilation of the earth, merging into their respective [original parts]. (24)

5 Although it appears identically in both published editions of the text (the Kavyamala and the
Pandit), the expression yem ’sah is unclear here. A better reading would be ye 'msah.
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bhuktakhiladvipadiliparamabhagirathadyadbhutavirasevyah [

ayam svayam tatra rardja rajacandro hariscandrapadocitasrih [[25//*

This lunar king, whose glory is suitable for king HariScandra’s abode, shone there
himself, attended by wondrous heroes as Bhagiratha, Rama, Dilipa and others

who possess the entire peninsula. (25)
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Appendix III

Agastya Pandita’s Balabharata*

Canto 20*

krsne gate jivitamuktatrsnah paiicapi patnya saha panduputrah /

prasthanam urvyam mahad dacaranto dehan vihatum samayam vitenuh //83//

After Krsna departured [from the world], the five sons of Pandu had given up the
hunger for life. Undertaking the great departure from the earth along with their

wife, they agreed to abandon their bodies [i.e. their corporeal state]. (83)

pariksitam cakrur anantaram te rajyabhisekambubhir ardramiirtim /
valkani vasamsi tato vasana baspambubarsena ca pauralokam [/84//
Immediately after that, they made Pariksit [their successor]| by [sprinkling] the
coronation water on his fresh body. Assuming clothes made of barks of trees,
[they consoled] the townsfolk [who followed them] with showers of tear drops.

(84)

vrkodaradyair anujaih kramena patnya ca kenapi Sunanuyatah /
pradaksinikartumand dharitrim pracim narendrah prathamam pratasthe //85//
Intent upon making a circumambulation of the earth, [Yudhisthira], the best of
men, first set forth eastward, followed successively by his younger brothers

Bhima and the others, his wife, and a certain dog. (85)

sasakracapadhvajapankajani manahpadaih suddhatarikrtani /

padani tesam pathi pandavanam siddha nibaddhaiijalayah pranemuh [/86//

46 published as The Balabharatam of Agastya Pandita, ed. K. S. Ramamurthi, Sri Venkateswara
University Oriental Series No. 10, S. V. University Oriental Research Institute, Tirupati, 1983.

*“’ The translation consists of the verses relating the MhP and SA parvans in the work’s twentieth
canto.
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The Siddhas bowed with folded hands to the footprints of the Pandavas on the
path. These footprints which were marked by Indra’s bow, battle standard, and
lotus, were made more pure by the steps of thought. (86)

asrantam akrantamahibhrtas te nistirnananavidhavahinikah /

vatram punardigvijigisayeva kutrapy akunthaprasaram vitenuh [/87//
Unweariedly, they climbed mountains and crossed various types of rivers as they
[had once] defeated kings and scattered many kinds of armies. They carried out
their journey that never met any impediment, as if wishing to conquer again the

four quarters of the earth. (87)

miirtaya marge sa nisangayugmam krsanave gandivam arpayitva |

tatah pathenaiva payonidhinam pracim avacim prayayuh praticim [/88//

On this path, [Arjuna] cast away his Gandiva and the two quivers before the
embodied form of Lord Agni. Then, [the brothers] advanced toward the eastern,

southern and western seas. (88)

udanmukhas te tadanu prayanto vilanghya punyani vanasthalani /

srotahparitam suranimnagaya haimam ca Sailapravaram vyatiyuh //89//

Then, as they proceeded facing north, they traversed [various] sacred forests.
They crossed over the Himalaya, the best of mountains, which is surrounded by

the waters of the Ganga. (89)

athopavasavratakarsitangt papata pirvam pathi yajiasent [

tato yamau Sakrasutas ca pascad anantaram so ’pi samirasiunuh //90//

Since her body was emaciated on account of the vow of fasting, Draupadi was the
first who fell on the path. Follwing her, fell the twins, then Arjuna, and
immediately after [him] even Bhima [fell]. (90)

tesam kramat svasya ca patahetum bhimena prsto nrpatih sasamsa /

parthatisaktim matiriipagarvau rajiam avajiam amitasitam ca [//91//
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The king was asked by Bhima about the reason for their fall in that order, as well
as his own. Yudhisthira spoke of [Draupadi’s] excessive attachment to Arjuna,
[the twins’] arrogance [in their] form and intelligence, [Arjuna’s] contempt for

[the other] kings, and [Bhima’s] immeasurable eating. (91)

sardham Sunaivanugatena yantam subhamyucaritram ajatasatrum /

avocad agre namucer vijeta rathena marge krtasannidhanah [/92//

As Yudhisthira, whose good conduct is splendid, marched on followed by his dog
alone, [Indra] the conquerer of Namuci, came in his chariot to his presence on the

path, and spoke before him: (92)

svanam nrpa svargativighnam enam santyajya yanena divam bhajethah /

tato 'nujams citrapadapadanan divyakrtin draksyasi parsatim ca [//93//

“O king, abandon this dog who is [nothing but] a hindrance to attaining svarga
and obtain heaven by this car. Then shall you see your younger brothers, whose
noble work is marked distinguishly, [who have attained] divine bodies, as well as

your wife.” (93)

sa cainam aha sma cirdasritena suna sunasira vinamund me [

na rocate nakaviharasaukhyam slaghyam param bhratrsamdagamo va [/94//

He [Yudhisthira] spoke to him: “O Indra, without this long dependent dog, the
most praiseworthy enjoyments and pleasures of heaven, or [even] the re-union

with my brothers are undesirable to me.” (94)

vihaya tacchaunakaripam agre miirtena dharmena saha ksitisah /

aropito matalicoditasvam ratham maghona divam aruroha [/95//

Along with Dharma, who cast away his dog-form in front of him and was [now]
in his natural form, the king was raised on a chariot whose horses were driven by

Indra’s charioteer — Matali. [Thus,] he ascended to heaven with Indra. (95)

andolayann abhranaditarangan madodayo nandanagandhavahah /

nrpaya kalpadrumapuspagandham upayanatvam gamayam babhiiva [/96//
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An intoxicating wind arisen from Indra’s paradise, swinging the waves in the
water of the celestial Ganga, made the fragrance of the flowers of [svarga’s]

Kalpadruma tree a present for the king. (96)

parcalya samam utthitair nirayatah karnadibhir bhratrbhih

svam svam dhama gatair abhistutayasa divyais ca tair bandhubhih |

sindhau diggajadanadigdhapayasi tyaktva vapur manusam

sarvasam divisaddrsam sa vidadhe Sarmani dharmakrtih //97//

[Yudhisthira], whose glory was praised by Karna and the other brothers, who
arose from hell with Draupadi, each of them returning to his natural abode, as
well as by other relatives who returned to their divine origins, abandoned his
mortal body in a river of water anointed by elephant rut. He, whose form is

dharma, caused delight to all the eyes of the denizens of heaven. (97)
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Appendix IV

The Svargarohanaprabandha*

harih
Srikrsne trananisne gatavati bhagavaty ambujakse nijam dhama-

449

krstas™ tatpadambhoruhayugalamahabhaktipasair apasah /

bhiilokavasthitim svam rahitamahitasauryasrayam tam apartham
alocya hanta partha matim atha vidadhus catmadehan vihatum //1//*°

O dear (a hanta)!*" Subsequent to the departure [from the world] of the lord of
lotus eyes, Krsna, who is skillful in protecting [the earth], to his natural abode;
drawn by nooses of great devotional attachment to his lotus feet, the Pandavas
[became] devoid of [human] ties and bereft of hope (apasah). Considering that
their own staying on earth was pointless and devoided of their Partha identity
(apartham), and lacked any basis for celebrated valour

(rahitamahitasauryasrayam), they made up their minds to abandon their corporeal

state. (1)

48 The following reconstructed edition and translation of the text are based on the Devanagari
manuscript T 489 B (henceforth: Dev). In cases where Dev is unclear or missing passages, I have
also consulted the Malayalam manuscripts C 1220 B (henceforth: M1), and C 2343 A (henceforth:
M?2). It should be noted however, that M2 consists of fragments (beginning and ending folios) of
the text, and was therefore consulted only at the concluding sections of the narrative. All of these
manuscripts are found in the University of Kerala Manuscripts Library, Karyavattom.

I wish to thank several people who generously helped me prepare this translation. First and
foremost, my supervisor, Prof. Christopher Minkowski, from whom I gained invaluable
knowledge about the study of manuscripts, and the preparation of an edition of a text (a training I
never acquired before). His suggestions regarding this text’s translation and reconstruction were
nothing short of immeasurable. I would also like to thank Mr. Shaji from the University of Kerala
Manuscripts Library, for the professional assistance he provided, as well as his hospitality and
good will toward me; Dr. Nagaraja Rao, for an outstanding initial reading experience of the
DevanagarT manuscript in Mysore; Prof. David Shulman, for the time and dedication he invested
in reading the Malayalam manuscripts with me in Jerusalem; and finally, Dr. Csaba Dezsé for his
brilliant ability in deciphering the Malayalam, and his generous help in editing and polishing the
translation from Sanskrit. I am grateful for each of these encounters from which I profited
immensely.

9 Dev reads akrstah; 1 adopted M1’s reading akrstah.

#0 Sragdhara metre.

#1 1 thank Dr. James Benson for bringing to my attention that according to Panini @ hanta is an
idiomatic expression for remembering something with regret. According to Dr. Benson, this may
be the poet’s signature at the beginning of his work.
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tavad dorvikramavarjitabhuvanatalah panduputrah svapautram

Santam svantena ndardayanacaranaratim pusnata visnuratam [

rajye prajyanubhavam sumahitam abhisicyatha jatatmayoga

gehan nagahvayad valkalavasanadharah prasthitah krsnaya te //2//**

The sons of Pandu who conquered the surface of the earth with the strength of
their arms, then consecrated for kingship their own free-from-passion grandson
[Janamejaya], of great nobility and honour, who was given to them by Visnu.
They did this with hearts filling with delight at [serving] the feet of Narayana.
With self-discipline arisen in them, they set forth from their home in Hastinapura

dressed in bark garments, along with their wife, Draupadi. (2)

pauran baspayamanan galitadhrtisamam nirgatan duhkhitams tan

samnasvasya pravesya sphuritarucipurim visnuratena guptam /

pracim asam niraso vibudhanutayasah®® dharmajo bhimamukhyaih

sodaryaih krsnaya kenacid atha sa Sunda canuyatah pratasthe //3//**

They consoled the grieved townsfolk, who left [Hastinapura] contantly weeping
for their fallen joy (galitadhrtisamam), with kind words; while sending them back
to the town that was glittering with lustre, [for it was now] protected by [their
grandson, Janamejaya,] granted by Visnu. Devoid of hope, the Son of Dharma,
Yudhisthira, whose glory is praised among gods, set forth toward the eastern
region followed by his brothers headed by Bhima, his wife Krsna, and a certain

dog. (3)

cakrabjadhvajacapacihnaruciraih siddhavalivanditair

455

madhye bandhurasarameyapada™”vinyasatipitaih padaih |

krtva suddhataram dharam vratadharah piurvambudhim prapya te

— . C . .- ., 45 _ _
nirenaiva disam krsanulasita”*m apannatapamnudah [/4//*’

#2 Sragdhara metre.

3 Dev reads yasah; I adopted M1’s reading yasah.

#* Sragdhara metre.

35 Dev reads padam, but it would seem that the anusvara is redundant and anyhow makes the
verse unmetrical.

6 Apusvara in the Dev Ms on top of krsanulasita seems redundant.

47 Sardilavikridita metre.
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Resolved in their vow they made the earth purer by virtue of their footsteps, that
were praised by flocks of Siddhas [semi-gods], and were beautiful due to the
[regal] signs of disc, lotus, flag, and bow. [These same footprints] were
themselves well purified by the assemblage (vinyasa) of the dog’s curved
footprints in their midst (madhye bandhurasarameyapada). [Finally], they
reached the eastern ocean. There, they dispelled the heat which they received
(@panna-tapam-nudah) at the quarter of blazing fire (disam krsanulasitam) with

water alone (nirenaiva). (4)

tatradrsyata visvavanditavapur drsyam tanum dharayan

devo vayusakho mukham makhabhujam tasyajiaya gandivam /

ciksepambunidhau dhanur viratakarma svam ca taniyugam

jisnur vad varunahrtam sa bhagavan asmai dadau khandave [/5//*"

There, god Agni, whose form is praised by the whole world, who is the friend of
the wind and the mouth of the enjoyers of sacrifice, assuming a visible body, was
seen [by the Pandavas]. At [Agni’s] order, [Arjuna] threw his own bow, Gandiva,
whose duty came to an end, and the two quivers into the ocean. The victorious
lord (jisnur sa bhagavan) had given this bow to him having received it from

Varuna [at the time of the burning of the] Khandava [forest]. (5)

saritpatipariplutam jaladhitirato dvarakam

vilokya krtavandanah kim api jatasokankurah /
pradaksinam atha ksiter iha vidhaya codanmukha
gata manasi visnubhaktikrtatandavah pandavah [/6//*°

Seeing Dvaraka, which had been submerged by the lord of rivers [the ocean -
saritpati], on the shores of the sea, the Pandavas prostrated, but were rather
afflicted by sprouts of grief rising [in their minds]. Having made a

circumambulation of the earth at that place, they faced toward the north, and kept

on walking while performing dance in their minds in devotion to Visnu. (6)

4% Sardilavikridita metre.
49 Prthvi metre.
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asrantam akrantamahibhrtas te nistirnananavidhavahinikah |
yatram punardigvijigisayeva kutrapy akunthaprasaram vitenuh [/7//*"
Unweariedly, they climbed mountains and crossed various types of rivers as they
[had once] defeated kings and scattered many kinds of armies. They carried out
their journey that never met any impediment, as if wishing to conquer again the

four quarters of the earth. (7)

mahdgirim umagurum dadrsur unnatam te tatah
privamadhuragitahariharanrttasrngaritam |

pranamya tam atitya ca sphuritayogavanto gata

drsapur atha valukarnavam udirnakautithalah //8//*"'

Then, they saw the great high mountain [Himalaya], father of goddess Uma, that
was made loveable by Siva’s dance and captivating on account of melodious
songs of his beloved [Parvati]. Having bowed to that mountain, they, who were
joined with radiance, crossed it, and went along. Then, their eyes reached an

ocean of sand and their curiosity was very much aroused. (8)

adarsan durdarsam kumatibhir athami sukrtinam

puroga niroga haripadanisevarasavidah /

sumerum svastrainam ranavinihatan yatra sudrdham

parirambhaih sambhavayati kila rambhadi satatam //9//**

Now, they, foremost of meritorious people, free from disease, knowers of the
sweetness emerging from the adoration of Hari’s feet, saw mount Meru which is
difficult to be seen by fools. As is widely known, local women of the mountain,
such as Rambha and others, continuously adore with firm embraces those who

have been killed in battle. (9)

drsyam visvamanojiiasaurabhamilatpuspapravalavali-
vibhrajadvanamalikavilasitam pitambaram bhasvaram |

tungam sangatavenundadasubhagam divyair nisevyam girim

40 Upajati metre.
461 Prthvi metre.
42 Sikharini metre.
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drstva te harim atmavallabham iva prapta mudam pandavah //10//**

The mountain was luminous by wild jasmine flowers glittering on account of
series of tender leaves mixed with flowers that produced a fragrance attractive to
the whole world. It was so high that it nearly drank up the sky. It was lovely due
to the melodious sounds produced by the rattling of the bamboo reeds (sarngata-
venu-nada-subhagam). The mountain was frequented by gods. Seeing that
mountain, the Pandavas became joyous, as it appeared to them like their beloved
soul friend Hari himself, who is served by all the gods, who is dressed in yellow
robe, who is luminous on account of a garland made of wild jasmine flowers
glittering with series of tender leaves mixed with flowers that produce a fragrance
attractive to the whole world, who is tall and resplendent, and who is attractive by

virtue of the melodious sounds [he produces] by playing the flute. (10)

tatas tesu punyaranyanadinadadharanidharadyalankrtan manujadurgaman
adhikavismapakan bahiin desan darsam darsam mrgayakautukad iva visrnkhalena
durlanghamargdakramanavicaksanena satvaram anugatvarena tena sund saha
nirmalamatisu dharmajamukhesu gacchatsu pandavesu [1/

While the Pandavas, whose minds were pure, were walking, headed by the Son of
Dharma, Yudhisthira, they repeatedly saw many countries. Those were adorned
by auspicious forests, different kinds of rivers, mountains and so forth. Those
countries were greatly astonishing and inaccessible to human beings. A dog
followed them with great haste, as if [driven] by an eagerness for hunting. It was
unbounded by a lead, and clever in crossing [quickly] even those paths difficult to
jump upon. [1]

l—464

candopavasavratakarsitatmasaktir adhidharani taruni maiijari" paicalatanaya

465

vigalitayoga nipapata.” tatpatananisamanadinamanasena bhimasenena

463 Sardulavikridita metre.

44 According to Dr. Csaba Dezsd, although there is no iva after tarunt maiijari in M1, judging
from the close similarity of the letters ‘va’ and ‘pa’ in the Malayalam alphabet, it is likely that the
letter va of the word iva subsequent to maiijari and preceding paricalatanaya was omitted by the
scribe (a mistake which was copied in the Dev Ms as well). This supports the reading offered
above which is consistent with the contents of the narrative. For surely, Draupadi could not have
possibly been young before her death. Therfore, the translation “l/ike a fresh flower”, makes better
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prstapatanahetur drstasakalayogavibhago vrkodara satt seyam asmaddayita
samadayitapi dhanaiijayatisaktyah phalam idam avaptety udirya sudhir imam

_ . . . 4
anavalokayann akalitamanodhairyo manujavaryo*®

niryati sma [2/

[While the Pandavas were thus walking,] the daughter of the Paficala king,
Draupadi, who was like a fresh flower, whose personal capacity thinned down on
account of fasting severely, lost her balance and fell down on the ground.
Noticing her fall Bhima’s heart became afflicted, and he asked Yudhisthira the
cause for her fall. Yudhisthira, knower of all types of yoga said to him: “O
Vrkodara, although our dear wife was common to us all, she now obtained the
fruit of her strong affection for Dhanafijaya.” Having said this, wise Yudhisthira,

best among men, did not look at her, held courage fast in his mind and carried on

walking. [2]

tato matiman atimatranubhavah sahadevas tadanantaram atisundarah
krsnasahadevayor drstva nipatanam atigaristhasokakulo nakulah [.] tadanu
tannidhanadarsanajanitavyasanajatamohasvetavahas ca vicyutayogavanto
nipatanti sma [3/

Right afterward, the wise Sahadeva of extraordinary powers [fell]. Seeing the fall
of both Draupadi and Sahadeva, the very handsome Nakula, exceedingly
overwhelmed by heavy grief [fell also to his death]. Then, Arjuna [Svetavaha —
‘one who drives white horses’], who was shaken up by the sorrow caused by
beholding their death, [fell too]. [Thus,] the three of them, who possessed a yoga
that had fallen apart, fell [one after the other]. [3]

matimadagrimatvadarpena sarvatisayisaundaryagarvena
dhanuskatabhimanadhikkrtasakalarajamandalatvat™’
prathamapratisrutaikadinanirvartyasatruvadhavaiyarthyakaritvac ca sampratam

ete patitd iti kramena tesam patanakaranam anuyufnijanaya bhimayakhyaya

sense in this instance. I wish to thank Dr. Dezs§ for his remark on this passage as well as many
others in this translation.

465 Throughout this transliteration the scribe’s dandas are marked with full stops. When necessary,
added dandas are marked in brackets.

46 Dev reads manuja-vararyo; 1 adopted M1’s reading manuja-varyo.

%7 M1 reads mandalat.
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slaghyamalacaritre gacchati vipascidapascime rajiii tasmin
atiprabaladuhkhabharataptacittah so ’'pi vrkodaras ca vivasacaranasaricaram
apatat [4/

Yudhisthira presently explained to Bhima, who was enquiring after the cause of
their fall, the reasons that they fell: Sahadeva fell because he arrogantly
[considered himself] the foremost of the wise; Nakula, because he took pride in
having a beauty that surpassed everyone else; Arjuna, because he mocked the
multitude of kings, priding himself as the best of archers, as well as for his failing
[to accomplish] the vow he took prior [to the battle] in bringing about the death of
his enemies in the course of one day. And so, as the king, whose conduct is
flawless and worthy of praise, who is foremost among learned men, kept walking,
Vrkodara, whose mind was scorched by the burden of unbearable grief, lost

control over his feet and fell too. [4]

bho bho maharaja nirupamakrpasagara sadaram tava sodaram atipriyam mam
pasya visvabandho kim nu me patananidanam iti prcchantam amitasitvan

nisthurabhasitaya*®

ca patito ’siti vadan apasyann eva tam avasyam bhavati
bhavitavyam iti cintayann antarnigithitasokabharasrantanisrtanisvaso
nihsaradasrukanamisritanayanaputah piirvam anuyata tena kauleyakottamena
saha mahamatir mahipatir ajatasatrur jagama [5/

[Bhima asked:] “O great king! O ocean of unmatched compassion! Behold me!
[Behold] your brother, who has much regard [for you], who is very dear to you!
O friend of the entire world, what is the cause for my fall?”

“You have fallen because of your excessive eating and due to your harsh
speech”. Replying thus to Bhima who asked him, and without even looking at
him, Yudhisthira thought to himself — ‘everything that has to happen, does occur’.

With continuous short sighs due to the weight of grief hidden within, and
as the folds of his eyes were mixed with flowing tear drops, this great minded

king who has no enemy, went on his way along with that best of dogs that was

following him from behind. [5]

8 Dev reads nisturabhasitaya; 1 emended this to nisthurabhasitaya.
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tejobharena rodovivaram atha rathodirnaghosais*® ca sampiiry-
avirbhiitas tadanim adhidharani narendragrabhage mahendrah |
rajan nakam bhajethas sukrtivasam anenadya tiirnam rathena
Srimann*" ity ababhase vibudhaparivrtah sadaram bhiipatim tam [/11//*"!

Then, on the ground in front of the king Indra appeared, having filled the space
between heaven and earth with great brightness by sounds emanating from his
chariot. Surrounded by gods, he respectfully spoke to that king: “O venerable
king, please enter today, quickly, into heaven with this chariot by virtue of the

force of [your] good deed”. (11)

svardjam dharmardjas tadanu krtanatih sokasantaptaceta

vanim ity icivan samprati mama patitah sodaras caiva darah |

naham nakam vind tair itha kim api Sunasira vanichami gantum

sakam vegad ami ca tridivam api maya yantu yusmatprasadat //12//**

Having bowed to him with mind afflicted by grief, Dharmaraja spoke in this
fashion to the King of Heaven: “My brothers and wife just now fell [to their
death]. O Indra, in no way do I wish to go to heaven without them. Let them also

come together with me speedily into svarga, by your grace.” (12)

draksyasi divyasariran aksayayasaso visida nrpa ma ma /|

agreyatan bhratin svarge putrams ca krsnaya sahitan //13//*"

[Indra:] “Grieve not O king! You shall see your brothers who have gone ahead to
svarga before you with divine bodies and endless glory, as well as your sons

together with Draupadi. (13)

sasariro yahi divam vismapitabhuvanam asu punyabdhe /

iti vadinam amarendram matiman iice dayalur avanindrah //14//*"*

46 Both Dev and M1 read ghausais ca, which seems erroneous; I emended this to ghosais.
470 M1 reads Sriman (in the vocative case).

471 Sragdhara metre.

472 Sragdhara metre.

473 Giti metre.

47 Giti metre.
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O Ocean of Good Deeds, go quickly with your human body into heaven
astonishing the whole world.” Compassionate and wise Yudhisthira, king of

earth, addressed the king of the gods who had thus spoken to him. (14)

ayam $va visvasan mayi samuditasnehabharito
mahaprasthane ’sminn api ca samavarti'” bhuvi maya |
na samtyaktum Saknomy ayi paramasammodajanakam
tad icchamy etena tridivam abhigantum surapate [/15//*"°

[Yudhisthira:] “O Lord of Gods, this dog is filled with affection toward me on
account of [his] trust. Furthermore, during this great journey, he was with me on

earth. O, I [simply] cannot abandon him, who has given me supreme happiness!

Therefore, I desire to go to heaven along with him!” (15)

hi hi kauleyakanam nahi nahi suraloke gatih krodhananam
amhojalaspadanam tyaja nrpa sahasa svanam enam vinindyam /[
evam devam bruvanam narapatir avadat kukkuram vasuram va
naham bhaktam visrjya tridivam abhilasamy asritatyagapapi [/16//*"
[Indra:] “Oh no! Entry into svarga is banned for dogs who are irritable and the
site for a net of troubles. O king, abandon this dog who is worthy of rebuke, at
once!”

King Yudhisthira said to Indra who was speaking thus: “Let it be a dog or
an asura [demon], I do not desire heaven as one who deserts his bhakta with the

sin of abandoning his dependents!” (16)

dustyajyan’” sahajams capi privam ca tyaktavan asi |

kim na muficasi papistham kukkuram sadgunambudhe [/17//*”

[Indra:] “O Ocean of Virtues, you have abandoned both your brothers and your
beloved wife who are extremely hard to leave behind, why do you not release this

most sinful dog?” (17)

75 Dev reads samavarta; 1 adopted M1’s reading samavarti.
476 Sikharini metre.

#77 Sragdhara metre.

478 Dev reads dustyan; 1 adopted M1’s reading dustyajyan.
4 Sloka metre.
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mrtanam katham atyago ghateta vibudhadhipa /

te na jivayitum sakyas tena mukta mayanujah //18//*°

[Yudhisthira:] “O Lord of Gods, would it have been sensible had I not abandoned
the deceased? They cannot be brought to life. Therefore, I abandoned my

[younger] brothers.” (18)

kirtim prapto ’si Suddham tribhuvanamahitakalpadusprapam anyair

agramyam camaratvam tridivasukham asesam tvadayatam™' asit |

svanam svasthanahinam tyaja nrpa sahasa tena te naiva dosah

svargam satkarmagamyam bhaja vibudhavadhiigiyamanavadanah™* //19//*
[Indra:] “Already you have gained pure fame that is celebrated by the whole
world as uneasy to obtain by others, even till the end of this age. You have also
obtained godliness [immortality] unfamiliar to humans, as well as complete
happiness in heaven. All this has come to you. O king, abandon this dog who has
no place in heaven and who is devoid of a place of its own [casteless] at once! By
doing so, you will not incur sin. Enjoy svarga which is attainable to the virtuous.

Your achievements will be sung by the women of heaven.” (19)

mocaniyo na nico ’pi bhakto me vrtrasiidana |

svargo ’pi bhratrsamsargo rocate na suna vina [/20//**

[Yudhisthira:] “O killer of Vrtra, my devoted servant is unfit to be abandoned
even though he may be of low order. Without this dog, even heaven, in which I

would meet my brothers, does not appeal to me.” (20)

itivadini dharmanandane ’smin muditatma sa suno vihaya deham /

nijam eva sametya ripam agryam sutam abhasata tatra dharmadevah [/21//*

40 Sloka metre.

1 M1 reads tvadayatam.

82 Dev reads apadanah; 1 emended this to avadana. Since a close similarity exists between the
letters ‘va’ and ‘pa’ in the Malayalam alphabet, it is likely that they were mixed up in the Mal Ms
and copied erroneously to the Dev Ms. See also n. 464 above.

3 Sragdhara metre.

48 Sloka metre.

45 Aupacchandasika metre.
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When Dharma’s son spoke thus, God Dharma became happy. Having forsaken

the dog’s form, he took on his own excellent form and spoke to his son. (21)

prito "ham sarvabhiitesv anupamakrpaya suddhiyuktais ca vrttaih

satyodyatvena Sastresv avihatagamanasphitaya medhaya ca |

anyais cananyalabhyais tava vimalagunair virarajendra manyo ’sy

asmabhir yat tvam adya tridasaratham aho tyaktavan bhaktahetoh [/22//*
[Dharma:] “I am pleased by your unparalleled compassion toward all beings, your
pure conduct, truthful speech, and full wisdom [stemming] from unobstructed
passage into all sastras; as also by other pure virtues which are not easily
available to others. O best among heroic kings, you are worthy of respect by us
since you have abandoned today the heavenly chariot itself for the sake of your

devotee. (22)

prthvyam tvatsadrso na kascana nrpah samdrsyate bhiipate
sarvesam uparisthito gunaganaih svarvasinam adya nah |

bhagyabdhe sasarira eva bhuvanam kirtya samudyotayan

487 488

gaccha™’ svacchamate rathena mudito lokan sukhenaksayan [/23/
O king, no other king is seen on this earth who is equal to you. With an
abundance of virtues you rise above all of us, the denizens of heaven. O ocean of
Good Fortune, even in your corporeal body you are illuminating the whole world
with fame. Delighted, go easily, O man of pure wisdom, to the imperishable

worlds by [this] divine chariot.” (23)

ityticuso viracitanjalir esa rdja
dharmasya catimuditasya tada niyogat |
arohad indrakaradattakaravalambo

divyam ratham gaganasambhrtadiptatejah //24//*

86 Sragdhard metre.

87 M1 reads gacches.

4% Sardilavikridita metre.
9 Vasantatilaka metre.
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At the command of Dharma, who had spoken to him in this fashion and was
extremely happy, king Yudhisthira, with his hands folded in respect, climbed onto
the divine chariot supported by Indra’s hands, while filling the entire sky with his
lustre. (24)

aropyaradhyasilam nrpatim atha ratham dharmadevas ca Sakro

vayur nasatyadevau nabhasi sakaladevas ca devarsayo ’pi |

sarve sammodamands tridivam abhiyayuh sanghasah Sankhabheri-
sanghosonmisravaimanikanikarajayodghosanaghiirnitasah® //25//*"

Having made the king, whose character is worthy of respect, to climb the aerial
car, the gods Dharma, Indra, Vayu, the two ASvins and all the other gods of
heaven, as well as the celestial rsis, went in groups toward svarga. As they all
went delighted toward heaven, the directions were echoing on account of plenty
of aerial beings crying “hail!” mixing with noise that was emanating from drums

and conches. (25)

udgacchati tribhuvanaprathite tadanim
arkacchavipratimatejasi dharmardje |
svargaukasam samudaye munir irdhvabahur
uccair uvaca muditah sa hi vainikendrah [/26//**

While Dharmaraja who is celebrated in all the three worlds was raising up to
heaven, his brightness was equal to that of the light of the sun. Then, amongst the
group of the denizens of svarga, sage Narada raising his hands, spoke aloud

delightedly: (26)

purve ye samupasthitah surapadam rajarsayo bhasvarah
sarvesam api kirtim adya sakalam pracchadya tesam asau |
raja dharmasuto ’dhitisthati divam punyambudheh pandavad

asmad anyam aho na Susruma pura praptam sadeham nrpam [/27//*"

0 Dev reads [...] udghosana [...]; M1 reads [...] utghosana [...]. 1 emended to udghosana.
#1 Sragdhara metre.

#2 Vasantatilaka metre.

4% Sardilavikridita metre.
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[Narada:] “Earlier, resplendent kingly sages have risen to the status of gods. Yet
this king, Dharma’s son, who resides heaven today, overshadows all of their
glory. Apart from this son of Pandu, who is an ocean of virtue, never before have

we heard of another king who reached heaven in his mortal body.” (27)

sa tu munigiram akarnyabravid gantum icchamy
api padam iha yasminn asate bhrataro me |

atha surapatir iice kim tvam adyapi rajan

bhajasi manujabhavam svargatim prapito ’pi [/28//**

But having heard the Muni’s words, Yudhisthira said: “Where my brothers are
staying, there alone I wish to go”. Then, Indra the king of the gods said: “Why, O
king, are you still engaging in human emotions even though you were brought to

heaven?” (28)

drstva tada kanakavistarabhajam agre
duryodhanam vilasitam divi viralaksmya /
rajavadat suravara na didrksur asmin

Iubdham khalam bahukrtapakrtim ripum me //29//*”

Then, beholding Duryodhana in front of him in heaven, occupying a golden
throne, shining with the glory of a hero, the king said: “O venerable gods, here in

heaven, I do not wish to see this greedy villain, my enemy, who has greatly

wronged me.” (29)

yuddhe hatatmatanur esa nirastabhitih
praptas ca viragatim ujjvala®*divyatejah |
svarge nisargamahite na hi piurvavairam

tat smartum arhasi nrpeti munis tam iice //30//*’

The sage [Narada] said to him: “O king, Duryodhana expelled fear and lost his

body in battle. Therefore, he obtained a hero’s domain and his divine lustre is

4% MalinT metre.

45 Vasantatilaka metre.

46 Dev reads ujvala; 1 emended to ujjvala.
47 Vasantatilaka metre.
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blazing. In svarga, which is celebrated for relinquishing [previous conditions], it
does not befit you to maintain previous animosity of that kind.” (30)
duryodhanasya vadi samprati divyaloko*®

mitradruho nikhilabhiitalakantakasya /

astam tad adya sahajan suhrdo ’pi balan

alokitum kutukasali mune mano me*” [/31//%

[Yudhisthira:] “O sage, if this divine world currently belongs to Duryodhana, who
is a traitor to his friends, and a thorn to the entire earth, let it be so! My mind is

eager to see today my brothers, friends, and my sons [who died in the war]. (31)

karnam prthatanayam udbhatabahuviryam
madbhrataram surasadrksam aham didrkse |
ajiianato yudhi maya bata phalgunena ha-

hanta™"

yah Sritaripur vinipatito "bhiit //32//"*

I desire to see my brother Karna, son of Prtha [my mother], of extraordinary
strength of arms, who resembles a god. On account of my ignorance, I had him,
by whom the enemy was joined, tragically killed in battle by Arjuna! Oh! Alas!

(32)

karnasya piurvam udakam kriyatam pureti

matur vaco bata nivapavidhau nisamya |

santapam eti hrdayam sadayam madiyam

nantum na tatpadayugam mama bhagyam asit //33/"

[It was only] during the nivapa oblation [in which water is offered to dead

manes], that I have heard the speech of my mother declaring: “May water be first

offered to Karna”. [Thus, learning for the first time that he was my brother,] my

48 Dev provides divyaloko as alternate reading of viraloko (M1: viraloko).

49 Dev reads: astam mune tad adya sahajan suhrdo ’pi balan alokitum kutukasali mano me. Since
this is unmetrical, I adopted the above quoted reading of M1.

3% Vasantatilaka metre.

' The word hahanta is unclear here.

%02 Vasantatilaka metre.

33 Vasantatilaka metre.
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compassionate heart was scorched with agony, for I did not have the good fortune

to fall prostrating at his feet.” (33)

vibudhapresitenatha nrpatih prayayau samam |
devadiitena dharmatma bhratrdarsanakautuki //34//"
Thereupon, the king, whose nature is dharma, went along with a messenger

appointed by the gods, eager to see his brothers. (34)

tatas ca visva-janina-Silo nara-patih sura-pati-presitena purato gatena tena deva-
diitena saha gacchann acchetaram adhvanam atuccha-tamas-caya-
samacchaditam prasrmara-bahutara-durgandha-durgamam bahala-kaisika-
pisita-sakala-rudhira-jhara-medah-kadamba-jambalitam papi’"-jana-sarira-
vidarana-vicaksana-tiksna-damsa-masaka-maksika-jhillikotkara-durgaham

utkata-vikata-krmi***-kita-patala-saiicitam sarvato jajvalyamana-jvalana-jvala-

7 canda-tunda-hindamanandaja-mandala-bhayankaram kaiscana

jalam
samutpatita-netrataya tata ito nipatadbhih kaiscana vilina-rasanataya
viracitaspasta-varna-pralapair nikrtta-nasikostha-bhayanakaih kaiscana
vicchata-duscavala’™-dos-caranataya vilunthanam®” kurvanaih kaiscana
vidaritodara-bhagaih Sonita-vasa-parkilaih tatra’™ duskarmi-jalakair duralokam
kam-api-desam udvela-pitya-rudhira-dhoranim vaitaranim taranginim avirata’*'-
viracita-duskrti-tanu-kartanam asipatra-vanam papijana-nirddhavanakulam
tapta-valukam kvathamana-taila-sambhrtani loha-kumbha-jalani duhsparsa-
kantaka-sanda-kavacitam kita-salmalim’ anyas ca kalpita-khala-jana-vedana-
yatana nirtksam-cakre [6/

Led by the messenger appointed by Indra, the king, whose good conduct is

directed toward the entire world, was walking along a filthy road covered by thick

504 Sloka metre.

3% Dev reads papi; I adopted M1’s reading papi.

3% Dev reads krimi; I adopted M1’s reading krmi.

37 Dev reads jvala-malam jalam; 1 adopted M1’s reading jvala-jalam.

3% The compound vicchata-duscavala is unclear here (vicchata probably stemming from the verb
viccha or viccho).

S99 M1 reads viluthanam.

1M1 reads tatra tatra.

S Dev reads apirata; 1 adopted M1°s reading avirata.

12 Both Dev and M1 read Sanmali; I emended to Salmali.
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darkness. The road was difficult to travel due to a terrible smell that was
spreading everywhere. It was muddy on account of clumps of bodily fat, streams
of blood, pieces of flesh, and thick heads of hair. It was impassable on account of
hoards of crickets, flies, mosquitos, and wasps expert in sharply stinging the
bodies of sinners. The road was infested by teams of aggressive and monstrous
insects and worms. All around was a net of garland-like flames of an incessant
burning fire. It was terrible on account of birds with fierce beaks hovering about.

There, he saw the Vaitarani river [separating the earth from the
netherworld] which has a continuous overflowing of pus and blood. And he saw a
place that was horrible to behold thronged by wicked people. Some of them were
falling here and there [on the ground] as their eyes were torn out [and they could
not see where they were going]. Others, who had their tongues cut off, were
speaking unintelligibly. Yet others were frightful looking on account of having
their noses and lips cut off. Some were rolling [on the ground] because their arms
and legs were severed. Some were smeared with blood and marrow having parts
of their bellies having been torn open.

He also saw a forest whose [trees’] leaves were like the blades of a sword
continuously cutting the bodies of sinners. He saw burning hot sand which was
disturbed by the running away of the sinners (papijana-nirddhavanakulam). He
saw rows of iron pots filled with boiling oil. He saw a thorny Salmali [tree]
covered with bunches of thorns that were difficult to touch. The king saw the
above cited sights, as well as other tortures and torments afflicted upon wicked

men. [6]

tatra camanda-durgandhanubandhatta-gandhataya miircchite rajii tasmin
nivartandaya krtatvare bho bho dharmardja nirmaldacara dharmajiia sarma-dayin
ksanam tistha nrpa-varistha tava punya-gandha-vaho gandha-vahah sukhayati
sarasam asman tvat-sannidhanad yatanas ca nadhuna badhante samindhana-
santapam iti pralapatam pratyekam atyakulam uccair niveditatmanam karna-

bhimadi-sodaranam akarnita-carani’” vacanani vyasana-misrany asrityanta |7/

13 1 wish to thank Dr. Nagaraja Rao for bringing to my attention that according to Panini, the
suffix cara at the end of a compound means — ‘that had been X previously’.
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As the king was fainting on account of having been made to smell the rapidly
growing stench, making haste to return back, he [suddenly] heard various voices
that were mixed with misfortune calling him, which appeared familiar to him: “O,
O, Dharmaraja of pure behaviour, knower of dharma, yielder of protection, best
of kings, please remain with us a while! The wind that carries your auspicious
scents has eased our pain with delight. By virtue of your proximity, our tortures
of burning alive do not bother us as much now.” As they were all lamenting in
this way they identified themselves aloud one by one, in an agitated way, as

Karna, Bhima, and the rest of his brothers. [7]

atha katham ami sukrtino duskrtaphalam anubhavanti papakarma ndagaketur
naka-sukham anubhunkte kim idam kim nu supto ’smi kim va jagarmi athava
mama citta-vibhramah iti /8/°"*

[Yudhisthira:] “How is it that these good people are experiencing the fruit of bad
deeds while this villain, [Duryodhana], Nagaketu [i.e., ‘one whose flag depicts a
snake’], is enjoying happiness in heaven? How is it possible? Am I dreaming or

am [ awake? Or else, is this an error of my perception?” [§]

M1 (Ms C 1220 B) ends:

janitacintasatamanyuh Satamanyum amaran dharmam ca garhayan devadiitam
surapati-samipam prasthapya narapatis tatraivaste sma. [9/

[Yudhisthira] in whom anger and a hundred worries arose, damned Indra [the
God of Hundred-fold Wrath], Dharma and the [other] gods. Having sent away the

messenger of the gods to Indra’s vicinity, the king remained at that very place. [9]

akarnya ditad atha tasya vrttam
sakam suraughais tam upetya modat |
akhandalo bhiipam uvaca nirdhiiy-

akamradiptya narakan asesan [/35/°"

314 The Dev Ms ends here. From this point onward the text is reconstructed based on the readings
of M1 and M2, as well as on the Dev Ms based on A Descriptive Catalogue of Sanskrit
Manuscripts in the Curator’s Office Library, Trivandrum, 1939, pp. 3232-3234 (Ms No. T 489 B).
315 Indravajra metre.
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Then, having heard the news about him from the messenger, Indra (akhandalah)
along with multitudes of gods approached the king and spoke to him with delight,
having expelled the netherworlds by means of [his own] splendour which is very

lovely. (35)

tat piirvam bhuiijate martya hy alpam yat punyapapayoh /
bahupapo nagaketur iha bhurkte sukham purah //36//°*°

[Indra:] “Indeed, people first experience that little [part] of their merit and
demerit. [That is why] the very sinful Duryodhana first enjoys happiness here [in

heaven]. (36)

srimann ameyasukrtambunidhe nrpendro

simatigam surasukham suciram bhajethah |

drono hato yudhi sa kim ca na jihmatas te

tenddya drstanarakas tvam iha cchalena //37/"

O venerable [Yudhisthira], you are an ocean of immeasurable meritorious deeds.
As best among kings you shall partake of the gods’ happiness, which surpasses all
boundaries, for a very long while. [The fact that] Drona was killed in battle is
furthermore not [considered an act of] your deceit. Therefore, you have witnessed

naraka today in this place due to [my] illusion. (37)

mayamaye ’tra narake patita vimuktas
tejasvino divi vibhanty adhuna tvadiyah |
rajan maya saha sukham viharasva moda-
pracuryavan suravadhiiparigiyamanah [/38/"

Having fallen into this illusory hell, your glorious brothers have been liberated
and are now shining in heaven. O king, enjoy yourself together with me. You are

one whose happiness is plentiful, you are one who is celebrated by the women of

the gods. (38)

516 §loka metre.
317 Vasantatilaka metre.
318 Vasantatilaka metre.
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hariscandrasya mandhatur’® bhagirathanrpasya ca |
upary api ca dauhsanteh sarvesam vicarisyasi [/39//*
You stand above king HariScandra, Mandhatr, king Bhagiratha, Dusyanta and all

[other kings]”. (39)

dharmo ’vadat tadanu putra pariksitas tvam

atrapi susthiramatir mahitasvabhavah /

prito 'smi gaccha sahajan paripasya divyan

mandakinipayasi mocaya martyadeham [/40//*

Right afterward Dharma spoke: “O son, having been examined [by me], you
[remained] resolute in mind and noble in nature even in this test. I am pleased
[with you]. Go, behold your divine brothers, and discard your mortal body in the

water of the celestial Ganga.” (40)

M2 (Ms C 2343 A) ends:
dharmena tridasesvarena ca samam sarvais ca vrndarakaih

522

sammodollasitas’ tada suradhunim samprapya punyodakam /

raja vasavasindhurendramadagandhodaiicite tajjale

so ’py amajjya Sive raraja’> sukrtt tyaktva vapur manusam [/41//*

Then, the virtuous king, exhilarated by great joy, reached along with god Dharma,
Indra, and all the other gods, the holy water of the celestial Ganga. Having
plunged to its waters, which were distinguished (udaricite) by the fragrance of

Indra’s elephant [Airavata’s] rut liquid, he abandoned his mortal body in these

auspicious waters, and shone. (41)

vidyotamananavadivyamanojiiadeho
vidyotayan dasa diso nijakantipiraih |

udyanamandapavanena nisevyamanah®

319 M1 reads mandhata-bhagiratha-nrpasya; 1 emended this to mandhatur.

520 Sloka metre.

32! Vasantatilakda metre. From this point onward M1 is relatively corrupt and unintelligible. As a
general rule consequently, I favoured M2’s reading of the text’s concluding verses.

32 M1: samodollasitas; M2: sammodollasitas.

32 M2: rajata (which appears to be a scribal error); I adopted M1’s reading rardja.

52 Sardilavikridita metre.
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sadyo jagannayanamodabharam®® vitene [/42//*

[The king] whose beautiful new divine body was shining, illuminated the ten
directions with floods of his own splendour. Propitiated by gentle breeze [arising]
from the garden, he then rendered straightaway (sadyo) abundant amounts of joy

to the eyes of the [whole] world. (42)

kiritamanikundalamgadavilolamuktavali-
suvarnarasanambaradi parisobhayann atmand |
sphuranmanisitatapatranavacamarodaiicito

babhau divicaravalinayanacandrama dharmajah //43/*

He beautified with his own self the diadem gem, earrings, armlet, swaying pearl
necklace and golden belt, robes and so on [which adorned him]. The Son of

Dharma shone [like] a moon to the eye of the rows of heaven’s denizens as he

was honoured with a new chowrie and a white parasol with sparkling jewels. (43)

surarsiganasevitas tadanu Sarnkhabherirava-
prakamabadharikrtasam™ avanisamaulis tada /
jagama sahajantikam™" kusumavarsaharsakulam
prasannasurayauvatollasadulitlunadaiicitah //44//>'

Worshipped by groups of divine sages, that crest jewel among the lords of the
earth, went, making all the directions deaf by loud sounds of conches and drums,
to the vicinity of his brothers, where flowers were joyously showered. He was

honoured by cries of hail ensuing from the young women of the pleased gods.

(44)

33 M2: nisevamanah; 1 adopted M1’s reading: nisevyamanah.

326 M2: nayana-moda-karam; 1 adopted M 1’s reading: nayana-moda-bharam.

327 Vasantatilaka metre.

528 Prthvi metre. From this point onward M1 is completely corrupt and undecipherable. The next
few verses are therefore based solely on M2’s reading, or the Dev Ms based on A Descriptive
Catalogue of Sanskrit Manuscripts in the Curator’s Office Library, Trivandrum, 1939, pp. 3232-
3234 (Ms No. T 489 B).

529 A better reading here would be badhirikrta.

530 M2 reads: sahasantikam.

33! Prthvi metre.
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svarvandigitacarito dhrtadivyadehaih

sarvaih svabandhubhir** ama sa mahanarendrah /
amlanakantir amaralayam adhyuvasa
dharmatmajo bhuvanamangalakirttilaksmih //45//%

That great king, whose feats have been sung by the heavenly bards, resided in the
world of gods along with all his relatives who possessed divine bodies as well.

Dharmaraja, whose brightness never faded, possessed prosperity and fame

auspicious to the whole world. (45)

iti mahaprasthanikaparvani svargarohanaprabandhah samaptah | om
Srimatparamagurubhyo namah | subhamastu |
Thus concluded the Svargarohana-prabandha in the episode of the Great-
departure [Mahaprasthanika]. Om, salutations to the highest illustrious teacher.

May good fortune be [upon you].

332 M2: svabandhubhir; Dev (according to cat.): sabandhubhir.
33 Vasantatilaka metre.
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