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FOREWORD

This publication presents together the lectures
delivered by Professor T. G. Mainkar at Poona in
the Bhiau Vishnu Ashtekar lecture series. Under the
terms of endowment of this series the University
of Poona, invites once in five years, an eminent
scholar in Vedic research, to deliver a series of
five lectures dealing with some question concerning
Vedic research. Dr. Mainkar's lectures represent
the second set of such lectures, the first having
been delivered by Prof. G. V. Devasthali in 1950
from 26th December to 30th December. The
eminence of Dr, Mainkar in the field of Vedic
scholarship is widely recognized. " He chose as
the theme of his leclures a specialized aépect of
Vedic posetic art and has dealt with it thoroughly
and in an interesting manner. 1 feel sure that
this production of Dr. Mainkar will receive a
wide welcome from his fellow scholars.

May 2, 1966 D. R, Gadgil,
Ganeshkhind, } Vice-Chancellor.
Poona 7. University of Poona
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2 SoME POETICAL ASPECTS OF THE RGVEDIC REPETITIONS

delightful. In other words, the Rpvedic songs could be subjected
to normal literary criticism and there would be neither
profanation nor sacrilege in domg this. Ttis often held that
a pucncal composition has a ‘physical form® and a ¢ mental
form*, * The physical form has as its constituents, shythm,
thyme, intonation and various kinds of echo and repetition,
The mental form on the other hand, has for its constituents,
grammatical structure, logical sequence, the pattern of
associations, the use of a dominant image and the pattem of
jmage and emotion. Among these various comstituents of this
double form of a poetical composition, we are going to restrict
ourselves here to a consideration of what might be described, for
the sake of convenience as the pattern of repetitions in words,
associations and images in the Rgvedic poetry., Here a clarifica.
tion would appear necessary. Though we have spoken here of the
two forms of a poetical composition, of the physical apd the
mental form, it is very difficult to separate the two, for the two
forms are, by the poct’s Muse, inseparably welded into one whole.
The separtion is then obviously for the sake of convenience of
treatment and analysis.  The physical form of a poetical composi-

i tion, is mainly a pattern of sounds and has two aspects, the

thythm and the phoneuc form>, this Iatter consisting of

3 bl: i or sharp di of vowel and
consonant seunds placed in relation to one another. The pattern
of intonation forms the connecting link between the physical form
and the mental form. This consideration grins a special significance
in the examination of the Rgvedic poetry where intonation has
received so much careful attention. The Rgvedic stkta, thercfore,
as a rule, ought to stand before our mind’s eye, inits complete
form, only in its recited form. Naturaily, we will have to make
an effort to understand the value and importance of the Rgvedic
repetitions from the point of view of this intonation. Again, here
we will not enter into a full scale and detailed discussion of the
metre, the. basic pattemn of stressed and unstressed syllables,
thythm, the pattern of these strésses and their subtle variations,
thyme-schemes if any, yet we will have o note in passing ina
very general way the contribution made by these repetitions to the |
physical form of the stktas. In a similar manper, the various
fepetitions will have to be analysed from the point of view of the
contribution they make to the cxcellence, of otherwise, of a
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composition on account of the poetical embellishments Iike
Onomatopoeia, Alliteration, that is, to the internal pattern. In
the framing up of this physical form Repetition is seen to play a
very significant role. It is, no doubt true, that the mental form
of a poetical composition is what really matters, but it is also
equally true that its excellence does depend on and is vitally
related to its phonetic from, the physical form. Repetition is,
though obvious also to the ear and the eye, a very subtle poetical
method that lends charm and a special power to the physical form
and can be used in several ways with a view to producing a variety
of effects. As a matter of fact, thythm, rhyme, alliteration and
internal echoes are all repetitions of sounds. But even the whole
words and phrases are often repeated and these repetitions are a
vital part of the mental as well as of the physical form ofa
significant poetical composition. Repetition has several desirable
results: it gives mastery, it produces understanding, and also
conviction even in matters untrue, absorption in others and finally
emotions like anger, happiness and distress are also eloquently,
reflected in clever repetitions. The chorus and the refrain are also|
repetitions and lastly the most obvious effect of a repetition is '
emphasis. Further, a single word is repeated for the sake of
emphasis and emtional climax and so also is repeated a phrase and’
often, not an exact phrase but the structure of a phrase, A word
is often repeated with a slightly different meaning each time, For
still greater and more subtle effects repetition can be linked with
the other artistic devices like the inversion of the word-order and
the slight variations in the placing of the different words, A poet’
for the sake of effects might repeat even the whole structure of 2
verse with only a few words changed. Folk-songs and traditional
songs that develop in communities and songs that are compositions
of groups and not of individuals often have their entire
structure repeated with only slight variations.

In addition to these effects, which mi .
*‘intelfectunt efieets’, repetition might be usedgh tto b;rg;iccnbedhas'
might be described as ¢ magical effects®, It js common k o 1w o 1
t}xat magic la}-gely depends on and makes very free use :‘)l;_)\v edg_e X
tions, as for instance, when actions and words are Te) eatcd"elllatfh- !
or seven times. In religious rituals too, as i Prinf't' thrice |
repetition plays a great part as can be seen in the pm;'el:',se !{:: %;lc, ‘

e
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primitive, in patterning in magical formulae the event which he
wished to take place or the names of the powers of mature he
wished to control, produced life-patterns; produced what we
should now call poetry. His primary endeavour was to pattern
1he wished for event, to name it in detail, to bave every part placed
in correct relationship to every other part. The necessity of the
magical pattern’s being correct imposed a degree of traditional
observance upon him. The formulae, once discovered or created
had to be observed with complete fidelity to detail. This was
natural at a period when the religious background of socicty was
comparatively stable and when the presence of gods, and devils,
was accepted by all. The Gods did not change; therefore the
charms patterning those gods should not change, The facts of
Jife and death appeared unaltetable; therefore charms dealing with
the bringing or taking away of life did not alter; so we get magical
charms being written, after the initial *discovery’, in abstract
rather than in organic form. * In this context it is to be remembered
that according to HERBERT READ {p. 19) the organic form
results when a work of art has its own inherent laws, originating
with its very invention and fusing in one vital unity both structure
and coatent; but when an organic form is stabilised and repeated
as a pattern, and the intention of the artist is no longer related to
the inherent dynamism of an inventive act, but secks to adapt
content to a predetermined structure, the form that results is
Abstract Form. SKELTON concludes ( p. 44-45) by observing
that the history of magical writings and of early literature is
fargely a history of people discovering a new organic form and
then imitating it again and again. ‘This discussion should throw
a good deal of light on the composition of the Rgvedic snktas
that have a double nature, a magico-religious song and a poetical
composition, a new song as well as a traditional one.

Very interesting light is thrown on the functioning of the
primitive mind by Professor and Mrs. FRANKFORT in their book
* Before Philosophy*. According to these scholars, to the primitive
man the world is primarily a * Thou’, while the world to 2 modern
scicn‘ﬁﬁc manisan *1t’, The primitive man does not know an
inanimate world. In his highly personal world he sees events in
personal terms, in terms of the *Thou * rather than in terms of
the “It’. The events, thercfore, are described in stories about
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gods in myths. These stories are not the explanations of the
phenomenon of the drought or the rain, or the arrival of the Sun
in the sky, but these do seek to tell us that these events have
occurred, by telling us about the personalitics involved in these
actions and of their exploits. There was no distinction between a
fact and fancy and causality was altogether unknown. Because
the primitive man cannot explain a phenomenon rationally, he,
therefore, has several explanations or myths for one and the same
fact of nature and he believed in all of them. To him, the
phenomenon consists of personalities, of personatities having all
thei i ies as well as lexities, and he accepts confiicting
mythological explanations of an event presented to him. His mind
is mythopoeic. This important fact should go a long way in
explaining the use of words, symbols, metaphors and the like by
the Rgvedic poets. Another equally important point to be
remembered in this context is pointed out by JUNG when he
suggests that certain psychic patterns or events can be regarded asg
being common to a family tribe, or race, rather than to the whole
of humanity. This is not to suggest that the tribs or race possesses
certain archetypes as a kind of collective possession, but that
certain groups, because of common inherited or environmental
characteristics, will tend to be moved by similar events within the
psyche, and will tend to describe those events in terms appropriate
to the experience of those groups. Members of these groups may,
of course, tap the spring of the Unconscious at deeper levels ,.150:
the family unconscious is not exclusive of, but is based upon 1hc'
tribal, the tribal upon the national, the natiogal upon the racia)
and the racial upon the Unconscious of our primitive hum:; .
n
ancestors, (SKELTON, p. 154), This should enable us (o unde,
stand the full significance of the repetitions of all kinds lr'
Rgveda which after all is racial and family poctry, if onl ﬂkl e
our eye open for archetypes which sy ggest that (;nc o )tlh::co( 'clg,
of the different layers of the Collective Unconscious has been usedd,

Repetition s, one might say, a poet’s

of producing poetic diction, for postie dicti recognised method :

on is nothing but wonls

be readily conceded that one of ¢ importan:
3 f the i i 5
; f oy 1 ‘ I p' tant eflicient canses of
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manner in which the thythm and music are inscparably related to
the sense.  Dandin has shown real and’ critical understanding of
poetic diction when he shows preference for ‘malatidama lafighitam
bhramaraih® to *lolalikalilamila® and in his general discussion in
his very first chapter of the Kawyddarsa. The reading of the
Rgieda reveals that the Rgvedic poets also had their own notions
in this very important aspect of poetry. *

In the matlcr of their composition, on account of the
:‘ recurring turns of ion, certain tricks
! of metre, repetition and marrative, the Rgvedic siktas can be
} compared to the Ballad poetry, which too is communal in origin
1 and possesses all these characteristics. The Rgvedic stkta, to my
mmd, is just like a ballad, a composition of an individual
poet no doubt, but of one deeply steeped in communal thought
and expressi The song, has its own individuality,
but alse it has its general likeness with the other products of its
class, SANTAYANA has signficantly remarked that * half of our
standards come from our first masters and the other half from our
first loves’. It is, therefore, very natural that the junior race of
the Rgvedic poets should have looked so often and so profusely to
their senior races for guidance and inspiration and should have
been influenced by them to the extent they have been. The
golden age of poetry, is belived to be in the infancy of society
for at that time every author is a poef, because Ianguage
itself is poetry. The early language being entirely made up of
.words descriptive of sensible objects, it became, of necessity,
extremely metaphorical. MAX MULLER while speaking about

| these metaphors, divided them into two classes, the radical meta-
‘phors and poetical metaphors, and explained them thus: T ealt
{it a radical metaphor when a root which means to shine is applied
Ito form the names not only of the fire and the Sun, but also of
!ths spring of the year, the morning light, the brightness of thought,
\or the joyous outburst of hymns of praise. From this we must

V inguish the poetical h namely, when a noun or verb,

i rcady-madé and assigned to one definite object or action is
3 { transferred poetically to another object or action. For instance,
+when the rays of the Sun are calied the hands or the fingers of the
-Sun® (p.451). The Rgvedic poctry would show that the pocts
freely used both these types of metaphors. MACAULAY, in his
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essay on Milton (p. 3) observes, ¢ Nations, like individuals, first
perceive and then abstract. They advance from particular images
to general terms.  Hence the vocabulary of an enlightened society
is philosophical while that of a half-civilized people is practical*
thus asserting that half-civilized nations are poctic simply because
they perceive without abstracting, and absolutely regardless of
what they perceive. For the Aryan people, the poets of the
Rgvedic age, the myth is very intimately connected with the early
history of meaning, Most of the words have a mythical content
and the Rgveda reveals the very wide scope of this historical
phenomenon. BARFIELD has aptly observed (p.80) that
¢« Mythology is the ghost of concrete meaning’. We find EMERSON
also observing { Ch. IV. Nafture. © On Language’) that ¢because
of this radical correspondence between visible things and human
thoughts, savages, who have only what is necessary, converse in
figures. As we go back in history, language becomes more
picturesque, until its infancy, when it is all poetry; or all spiritual
facts are represented by natural symbols’, Further, all literatures x
are, in their infancy, metrical, based on a more or less regularly
recurring thythm. It can be assumed that just as the early
meanings were given by Nature, so also these early verse-rhythms |
were given by Nature, For Nature herself is perpetually rhythmic.
The metrical form is then the traditional preservation of the
rhythmic consciousness of Nature. The origin of metre is, therfore, '
in the man’s consciousness of the beating of his own heart, the '
pulse of his own blood.

The Rgvedic poetic diction, on account of its numerous
repetitions of every sort, might be described as *conservative’,
But on this account we need not presume that the minor or inferior
pocts who imitated or did try to echo their masters were either
insincere or lacked genuine poetical experience.  The minor poet
appreciates and so imitates and therefore, doesnot create. In this
connection BARFIELD (p. 173) has to observe that * he imitates,
because he ‘must have his idiom established, acknowledged, lebelled
in his own consciousness as ‘poetic’ before he can feel that he
is writing poctry.' He is always trying to give himself the sensations
\ﬂ.\ich he has reccived from his originals. The anxiety of the
minor poet is 1o clathe his thought as neatly as possible, and in the
cstablished poetic moulds if possible. The first pocet wrote under the
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direct influence of passion, being excited, by real events and this
fact is amply reflected in his language which is daring and figurative.
In the age that follows there is an artificial effort to produce the
same effects as the ancients, the first poets, an attempt to catch the
passion that they had and hence a sort of mechanical imitation
‘Tesults, The first poets imitate Nature and the second poets imitate
the first poets. The minor poet thus brings in addition to creation,
a contemplation of the earlier methods and a consciousness in the
use of the same. He, on this count, has an architectural pleasure
in his compositions and therefore is likely to look with satisfaction
and pride at what he has produced. In these respects he differs
from the great poet who is all concerned with the creation only
which he produces under a spell or being divinely. inspired. We
can, therefore, distinguish the second ion of the poets from
the first in the Rgveda, though often the pocts themselves refer to
such generations. The almost iritating number of repetitions in the
Rgveda, about 8,000 padas in about 40,100 padas, is thus due to
the fact that the genius of the Rgvedic poets is essentially a bardic
one and their poetry has a vital relation with community, religion
and magic. In this respect, these early poets are the forerunners
of the bards of the Mahabharata and in its repetitive aspects the
Mahabhdrata does very much resemble the Rgveda.

I have d:scribeci the Rgvedic poetry as bardic in character,
for indeed, it has many close resemblances with the heroic poetry.
“T'o be brief, heroic poctry is that which deals with heroes, This
kind of poetry is very natural to man, even to the primitive man,
since the very idea of a hero is very natural to man and evolves
out of the very life that he lives. A hero is one in whom a very
remarkable assemblage of qualities is seen and who therefore is
greater than other men (visvasmit uttarah). Heroic poetry
comes into existence when the poets concentrate not on the
supernatural qualities of the hero but rather on the human virtues
as well as frailties. Pre-heroic poetry deals with the magical
powers of man and the poets sing glories of the magician who
controls everything, and brings about any desired result through
his magical powers, craft and special knowledge. As the society
advances, heroic poetry is seen becoming free from this ideal of
the magician and then the hero is one who is 2 man of strength
and courage, an immortal amongst the mortals. { amartyah
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martyesu a). Encounters in which strength and courage over-
come magic become themes for the new poetry, Once the idea
of a hero takes firm roots, the poets become interested in singing of
his story from cradle to grave. | The hero’s career begins early and
shows the kind of man he is to be. He has in him the gifts of
body and mind, strength, swiftness, resourcefulness, force and
energy, and primarily he is 2 man war, His temper is high and
his thoughts turn to deeds of extraordinary greatness and distin-
ction. By his mere presence even, desired things are scen to take,
place. The hero is, in an attempt fo indicate his strength and;j
vitality, often compared to wild animals, the commonest being,
tions, tigers, bears, leopards, wolves, hyenas, vultures, boars;
and also to images from nature like rivers in spate, flaming stats, |
vulture swooping on its prey, fire burning a wood or a city and an |
eagle dropping to seize its prey. This naturally brings to our mind
the ‘mrgah na bhimal, $yenah, vajl, visabhah, tirksyah’ ete. from
the Rgvedic poetry. For the hero, desire for prowess is an end in
itself. He is a leader of men, @ king (r2ji) and has a sense of
obligation towards his people. Another worthy cause for the hero
is religion and the next is country. A critical reading of the Rgveda
shows that all this is applicable to the deities like Indra, Agni,
Soma, Varuna and others and this fact would further indicate that
the Rgvedic poets did conceive of their gods as heroes. The age
of the magician is seen here receding and the age of the hero
dawning. Miya is seen giving place of pride to Saci, which both
in an age to come, are to be replaced by Vayuna. Indra, therefore,
though spoken of as assuming different forms through his maya,
Indrah mayablnh pururfipa lyate, yet soon and more commonly he
is ¢ Satamuu saclpati’. His birth is. unusual (IV. 18) and he
thinks of wonderful cosmic feats. His chief exploit is his war with
Vrtra and his tribe and he fights for the religion of gods and
sacrifices and for the inhabitants of the land of the seven rivers.
How many times are the various Rgvedic gods spoken of as ¢ saro
na gosu ' ! Since all these gods are more or less conceived as heroes,
and the Rgvedic poets sing of their glories and exploits, the Rgvedic
poetry has to come to possess many important characteristics of
the heroic poetry, as can be seen from the repetitions themselves. |
The Henotheism in the Rgveda, which MAX MULLER asserts!
and BLOOMFIELD doubts, is I believe, to be understood thus,
in the light of the hero- -concept. In the evolution and develop-
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, ment of these gods three phases are to be discerned,’ for Magic,
' Strength and Knowledge, in a successive manner bestow greatness
i and distinction on them and this process has its logical conclusion
tn the Upanisads, where these gods are represented as being
! ardent students of philosophy. The process, was, therefore, onc
-of humanization. The Rgveda, as has been already observed,
shows that the age of Magic is a past and that of the Strength and
of the hero has set in and is merging 1nto that of Knowledge.
How often the aspect represented in ¢ vidva vayunani vidvan® is
emphasised upon in the context of the different gods! But then
it is also true that the bulk of the Rgveda reveals the second phase
of the hero and Jience it is that this poctry has many characteristics
which it has inherited from the age of magic and also those which
heroic poetry inevitably possesses. BOWRA has shown that the
heroic poetry as a rule, abounds in repetitions and formulae ind
this he has illustrated by examples from the heroic poctry of the

$ Russians, Jugoslavs, the Kara-kirghiz, the Yakuts and the
‘ Kalmucks. These repetitions are mostly of the form of repeated
" lines, phrases and Noun-adjective combinations. Homer also is
full of these noun-adjective combinations and formulae. A poet,
jt can be said, has new clements of his making with which he

the ditional 1. These petiti of
combmaucns and formulae have the purpose of maintaining
ing easc in prehension and preserving the

(radmona‘xsm and the innate conservatsm of the primitive taste.
‘Where a tradition is powerful in such poetry we have combinations
and formulae for almost every occasion and every detail, like the
sun-rise ( sore udite ), battle, rivers in spate, death and so on. It is
not being suggested here that the Rgvedic poctry is heroic poetry
in its technical sense, but only that it has very close similarity with
this kind of poetry and has the germs of the same. On these
structures and tendencies as well as the myths supplied by the
Rgvedic poctry was to stand the entire structure of the later Indiant
Heroic poetry, the culmination of which is to be seen in the two
epxcs, the Mohabharata and the Rdmdiyapa. The very early

of the li joned as *itihdsa, purana’ in the
early Vedic literature itself, are not before us, but it could be said
that this literature must have looked back to the Rgveda and must
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have prepared the ground for the Mahizblxﬁmln: and the Ramayana.
The later Epic literature is primarily a continuation of the religious,
philosophical and literary traditions of the Rgveda.

There was a time when any such approach towards the

Rgvedic poetry would have been comsidered as uncritical and
audacious, especilly at a time when OLDENBERG and
HILLEBRANDT had declared the Rgvedic poetry to be primarily
sacerdotal, both in its purpose and inspiration. OLDENBERG's
view of the Rgveda is that it is in its inspiration, in the main,
ritualistic and from the point of view of quality, almost primitive.
Describing the Rgveda (pp. 3-7; 8-14; 591-597) as *the oldest
document of Indian literature he speaks of the ¢ sacrificial litanies,
with which the priests of the Vedic Aryans on a templeless place
of sacrifice, at the sacrificial fires strewn around with grass, invoked
their gods-barbarian priests the barbarian gads, who with horses
and chariots come driving through the sky and air in order to feast
on the sacrificial cake, butter and meat, and to imbibe, with the
intoxicating Soma juice, courage and divine strength, The singers
of the Rgveda, in a manner inherited of old, composing for the
great and pompus. . Soms sacrifice, do not want to tell us of the
god whom they are honouring, but they want to praise this god..
so they heap upon him all glorifying epithets which are at the
disposal of the grossly flattering garrul of an imagination
which loves the bright and the garish.. such poetry could have
arisen anly in the exclusive circles of the priestly sacrificial experts.”
The poetry of this art could only have a priestly ritual technique
in those times; it is the poetry of the ritual songs, clothed in ritual
technique ; and the poetic form is only a secondary process. The
whole text breathes with ritual songs and litanies and the thought
is entirely religious, The Rgveda speaks of the religious thought
of India, which shows us the oldest poetry of the ritual in the light
of its priestly thought and expression! About the Usas hymns,
however, he has to say that ¢ these hymns steer clear of the mystic
sophistries of the sacrifice technique; and they have a charm that
is wanting in the sacrificial hymns proper’. (p. 237) In his Die
Literatur des alten Indien (p. 20) he has to say that *this poetry
does not ragk in the service of beauty, as this religion does not
serve the aim of enlightening and uplifting the soul; but both rank
in the service of class interest, of personal interests of the few’.
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BLOOMFIELD's view regarding the origin of the songs of
the Rgveda is slightly different. He has to say : *On the whole
and in the main, the Rgveda is a collection of priestly hymns
addressed to the gods of the Vedic pantheon. The chanting of these
hymns is ied by libati of the intoxicati
drink Soma, and of the melted butter or ghee. Enduring interest
of the Rgveda as literature lies in these old priestly poets® vision
of the beauty, the majesty, and the power of the gods, and in
the myths and legends told of them, or more often, merely alluded
to in connection with them. But the paramount importance of the
Rgveda is after hll, not as literature, but as philosophy .. The keynote
and engrossing theme of the Rgvedic thought is worship of the
personal powers of nature. The Rgveda presupposses a tolerably

lat d not uni ing ritual, or sch fpriestly practi
In these sacrificial hymns we have the sacrifice treated poetically.
In otherwords, these poems are incidental té the sacrifice. In the
Rgveda there are dithyramblic hymns, often turgid and intentionally
mystical and this Lind of poetry too, hugs the sacarifice closely.
E i and hetic delight are much the same
thing to the soul of a Rgvedic seer. Never has sacrifice had such
genuine poetry to serve it. But the reverse of the coin is, that
never has poctic endowment strayed so far from the wholesome
themes to fritter itself away upon the ancient hocus-pocus of the
fire-pricst and the medicine-man. Of course, what finally saves
this poetry from banality is the presence in it of these same
Juminous gods whose brillince is obscured but not extinguished by
such childish treatment. The poctry of the Rgveda is in the main
also really dull and mechanical, but in good part it is leavencd by
true beauty of conception, fineness of observation, and all the
i of a literary iti If we cut out the foolish
sacrifice, and pare down a pretty thick crust of conventionalism,
there is feft in the Vedic hymns, enough of beauty and character
to secure them @ place in the world's literature. Forget but the
string that tics the thought of the Vedic Rsis to the sacrificial post,
and you shall see that the thought flit far away to great heights,
where birds do not fly. (vayasasea ma patayanti patatrinah
1. 155.5). For the time being, at least, it becomes what we call
inspired, and anyhow, it breeds the germs that shall flower out to
great things in future days, when the Hindu thought finally
emancipate itself from sacrifice along with many other trivialities




PoETRY, REPETITION AND RGVEDIC POETRY 15

of life. In its esscnce the Rgveda is not liturgy but mythology.
The essence of the Rgveda is poetry, or rather, more precisely,
poetic cxaltation, or the pride and joy of poetic creativeness. The
twin factors of devoted fervour and its successful utterance in
hymns and stanzas create sensations of satisfaction which are easily
taken for sanctification. At first the article is not genuine but it
goes on being the receptacle of better thoughts until it grows into
what we may consider real religious feeling.' (BLOOMFIELD.
Religion of the Veda. 29-31; 64, 65; 66-73, 80, 81; 198 etc. )

Far greater enthusiasm and sincerity are seen in the remarks,
of ADOLF KAEG!I who expresses himself thus in his Der.
Rgveda, die alteste Literatur der Inder ( pp. 33-36): ¢ the wonderful
pimagery of the language shines out in transparent clearness and
and exhuberance of sparkling brilliancy ; its forms of expression are
poured forth as from an inexhaustible spring; everywhere origiaality,
richness of diction, rapid development and buoyant life meet us.
Here are to be seen fixed epithets, formulaic expressions confined
to certain connections, rhetorical adomments, idoms and whole

which r dly ur 1 d or with slight
variations, The great majority of the songs are invocations and
adorations of the deities respectively addressed; their keynotc
throughout is a simple out-pouring of the heart, 2 prayer to tht
Eternals, an invitation to receive favourably the piously dedicated
gift. The hymns recognise nothing of the later theory of inspira-
tion. To that which a god placed in his soul and caused him to feel,
to the impulse of his heart, the singer wishes to give eloquent
expression. Like fair and well made robes the powers composed the
hymns as a skilled workman makes a chariot (5.29.15). There
are unimportant, tiresome, and over-burdened compositions in the
Rgveda by the side of the splendid productions of divinely inspired
pocts. In the Rgveda there is fresh beauty of vigorous poetry of
nature. Were any one to take the trouble of transforming himself
to the religion and moral thought and action, the poctry and the
working of a people and age, in which the first spiritual develop.
ment of our own race is placed before our eyes as its best, he will
himself be attracted in various, ways by many of these songs, here
through the childlike simplicity, there through the freshess and
delicacy of their imagery and feelings, and again by the boldness of
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their metaphor and by the scope of their fancy. Itis a document
of great aesthetic value. The poetry of the Rgveda belongs to the
religious lyric.,

GELDNER’s views about the origin and nature of the
Rgvedic poetry are also equally interesting and important. In his
Vedische Studien (11.pp. 150~155) he observes: “ OLDENBERG
draws attention upon a principle of innovation, upon the applica-
tion of individual verses-with the exception of a few-which
was foreign to the old ritual. It is against the spirit of old
poetry to raise the attached Stkta to a rulz instead of an art form.
By the time of the Brahmanas the religious poetic art, and not
poetry in general, is well pigh extinguished. The hotar has become
the heir and the privileged possessor of the old poetic treasure, as
he was from the olden times the proper person who uttered the
riks at the ritual activities; but the spiritual production of the old
poets has been at theosophy. Yajfiavalkya, for example, is a
poet in prose.. In the later ritual, the accompanying recitation
is a stereotyped one... But in the Rgveda the novelty of the
spoken~or sung-word counts much . The poet repeatedly assures
us that he has composed the poem after a famous example in the
manner of the classical ancient poets. ‘These show the regulations
of the art of the old Kavya.. With the decline of the poetic art,
novelty became the prime concern and with this disappeared the
aesthetic element from the rituals; the free art was lost through
the mechanical formulaic ways.. Hedid not sing along as the
Bard in the more worldly gathds and narafamsis’of fame and the

“ liberality of his patron alone; he was also the spiritual poet.
Often he composed new hymns for the sacrifical fire on the wish
and order of theJroyal Yajamana. The character of lhe Rg\cdxc
poetry is h courtly. The Magh: and
are, in all probability, cither kings or bers of the roynl families.
As the scholar lives on brahmodyas, soin the flowering times of
poctic art, the poetic tournaments were arranged for the most part
on the orders and under the pcrsonal presidentship of the royal

bers who could d art, in the Sabha.. they are
called Siri.  The Rgveda gives in its imagery a rcﬂ:c!ed image of
the Indian Court life. The life of the kings is expressed there for
all times in an unbridisd way. In the wealthy imagery of the
Rgreda there throng the hataera and the sportive Iife so strikingly
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in the foreground. As Rgvedic poctry was throughout highly
skilled and artistic, the poet must have learnt it from a teacher,
And most probably the father taught his son*. (IIL p. 109).

BRUNNHOFER expresses his thrill at the reading of the
Rgveda as ‘Inthe Rgveda Sarhhita we have a prince of poets}
towering up out of the mists of. primitive times. The Veda is the’
Jark’s morning trill, of h ity awakening to the i 3
of its greatness’. (Ueber den geist den Indischen Lyrik.’

pp. 15,41.)

In this manner practically every Rgvedic scholar, whatever
~may be his views about the poetry, has been impressed by the
clements of art present in the Rgveda, For even OLDENBERG
who took the Rgvedic poets to be sacrificial experts singing in
the traditional manner, also had to note that the Rgveda wasa®
collection of simple, plain moving Nature poetry, einfache !
Tuhrende Naturpoesic.” ( Vedaforschung, Stuttgart. 1905, p. 11ff) *
and had noticed cases of assonance and double meaning and’
ornaments in Vedic poetry and had talked of a gradual change, *
(Indices to his Rgveda, Noten, Berlin 1909 and 1912, 5. v. * Syntax
und Stilistik*, and his book ¢Die Literatur des alten Indiens®,
Stuttgart 1903, p. 208). So was HILLEBRANDT too attracted |
by the poetical traits of the Rgveda, like the alliteration, a lingual

iff the poetical que of sound pictures, the play with '
initial consonants and the delight in the consonance of the sylfables.
BERGAIGNE went to the length of regarding the Rgveda,an
independent body of literature, a mere string of thetorical subtletjes ,
and delicacies originating in milieus of priests, a product of rhetoric,
even of bizzare or eccentric rhetoric. He did notice the poetic
licence to be seen in the order and grouping of words, but at the
same time he was much impressed by the comparisons, metaphors,
it to mythical pts 2nd correspond between rites
and the celestial phenomenon. GUERINOT in his Latin ¢ De:
Rhetorica Vedica® dealt with and discussed the various figures of :
speech like personification, antithesis, amplification, paromoea that '
ate ial el of the traditional classical theory of art of *
poetry, 1t may be said with some justification that the French
scholars wrote about the Rgveda regarding it as written under the
influence of classical rhetoric.
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he is abandoning the natural style and he is using what may be
called stylistic ornaments. It is but natural that poetry, artificiality
in itself, should give a greater scope for these artificialities in
language rather than prose which often is matural, The Vedic
poets have used a considerable number of devices on which the
alamkaras of the classical period are based.

The word “ alamkara * deserves to be understood in a much
larger sense than is commonly understood. GONDA has well
pointed out that the term originally expressed the idea of ¢ some-
thing which gives strength required for an undertaking or
occurrence, or for meeting the requirements of a situation, hence,
an object which bestows a consecrated condition upon a person
as for instance, the amulet’; as amulets often were, at the same
time, ornaments in our sense of the word, the word came also to
express this idea. It is likely that the stylistic devices came to be
termed as ‘alarfikaras’ for these too on their part make the
product of the author’s genius fit to meet certain requirements,
either religious or aesthetic. In the use of these devices, the Rgvedic
poets might have been both indigenous as well as universal, that
is, the urges behind them might have been, both of their particular
race as well as of a universal nature and therefore to be seen in
other ancient literatures too. GONDA regards the style of the
early literature as ¢ Carmen Style * and seeks to establish a connec-
tion of the literary tendencies of repetition, balance, antithesis
with magic and as traceable in alf early literatures. In adopting a
very wide comparative outlook and method GONDA has much
widened the field of BLOOMFIELD who is content in restricting
himself to the Rgveda. If BLOOMFIELD indicates that the
Rgvedic families repeat themselves, GONDA suggests that in
doing so they follow an universal urge. ( Stylistic Repetitions in
the Veda. Amesterdam. 1959) GONDA regards repetition as
natural to magic, for it is supposed to give power, natural to a
primitive person, for he is anxious to preserve and use what hag
proved to be adequate before, useful in the early stages of human
development for securing easy memorising and understanding. In
these early stages an expression soon hardened into a conventional
formula, Posterity did not bother to create or find out a new
expression, a new mould of form, when a phrase that was successful
was already available. In the language of religion and magic, every
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thing about an expression, its rhyme, alliteration and words are of
absolute importance and any change is supposed to result in loss
of power and is therefore meticulously avoided. The phenomenon
of repetitions is very significant and has historical as well as o
psychological background. The style of the Rgvedic poets and
the of repetitions are to be und d against this
social and historical background. .

The approach here in the main is literary and an attempt
will be made to study some typical repetitions. Scholars have
pointed out the presence of rhetorical material in the Rgveda. The
Rgvedic poets themselves show and say that they are conscious
pocts, singers and that they are singing in the manner of old. They
sing, and sing deliberately and while singing imitate. It may be
true as GONDA points out, that magical elements may have been
responsible for such imitation and repetition, but a study of these
songs suggests that the reasons could well also be the conside-
rations of art and aesthetic beauty. The word * primitive’ can
be used in the context of the Rgvedic poets only in its chrono-
logical sense and not qualitative. For these poets do reveal an

ishing ideological and technical advance that the word
primitive, with its full implications, could be used in their context
only with much hesitation, We have seen what the Western
as well as Indian scholars have to say about the poets of the
Rgveda and their poetry, It would perhaps be more interesting
and of greater value if an effort is made to study the theory
of poetry of these Rgvedic poets before we proceed to a conside-
ration of the various repetitions in which they have indulged.
A knowledge of the Rgvedic views about songs and theory of
poetry will enable us to understand their practice of the art
of poetry. :




¢ TI—The Rgvedic Concept of Muse and Theory of Poctry.

What really was the attitude of the Rgvedic poets
towards their Muse and especialiy towards the processes by which
and the influences under which they composed their songs or
prayers ? What was the effect they did desire and how did they
themselves regard their own compositions 7 A study of the
Rgvedic songs, with a view to finding out the answers to these
questions, given by the poers themselves is bound to be fruitful,
for this will enable us to understand the Rgvedic songs in a
manner in which the poets of these songs wanted us to under-
stand them, In other words, it will be possible for us to be as near
as possible to the ¢ intentions * of the poets and thus understand
what they said or attempted to say. The word *intentions > has
been deliberately used here, for many times it does happen that
this vital part in a poetical composition is often forgotten and the
original thought is left out of consideration while the manner or
the language which is but a vehicle of this thought is given the
paramount importance., The first and main purpose and objective
of criticism and study of Poetry, worth the name, is and rightly
enough ought to be, the appreciation and understanding of these
intentions of the poets, rather than the language in which the
intentions are dressed. The importance of the language cannot be
denied, but after all, it is only a means to an end and a very
unsatisfactory means indeed. Language has been our means of
communication ro doubt, yet it has always been found to be
falling short of the demands made on it, for it has always been
found to be too weak, too poor to convey what a human being
has, after a deep consideration, found to be of real significance. A
poet, a lover, a devotee and an orator, all these are dissatisfied
with this means which each of them has to use. Life’s significant
occasions find a human being often dumb, true, on account of
the overwhelming emotions, but also to a very large measure, on
account of the inadequacy of the language to convey what is
innermost and keenly felt. Love, Gratitude and Devotion are
rarely adequately expressed. It is therefore that when we are
studying poetry, the intentions of the poets, what is felt inwardly
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and is desired to be conveyed by them becomes of greater import-
ance than the manner in which or the means with which it has
been yed. This very realization that 1 is an inade.
quate means of expressing what is most keenly felt, makes the
person who desires 1o use it, to endevour deliberately to make the
means adequate to his purpose, to make the means powerful
enough to accomplish the end desired, to alari-kr. Itis this
inadequacy that is innate to the language that is the cause of the
birth of the rhetoric and the various recognised embellishments of
the language. Ordinary language is not able, has not the power,
samarthya, is not alam, to convey what is thought to be significant,
and so an effort is made to make it able, to possess the power, to be
alarh, to convey the desired meaning and thus the ¢ alamkrta Vak *
or to use the favourite phrase of the Rgvedic poets, ¢Sukravarna
dhi’ (114 7; 111 34.5) is regarded as adequate to serve the
purpose. In this respect the magician and the poet are on the same
level and the Vedic times show that both of them desired to make
everything °® strong, alariknta® to accomplish the desired end.
The priest also joins these two, for he too makes the victim and the
means * alarhkrta or ararhkrta * before he puts them to use. The
poets, with whom we are primarily concemed here, therefore, are
seen to make a deliberate effort to decorate the lanpuage, to
perform certain rites on it in order to bestow on it the capacity,
the power of accomplishing, the desired end. This decoration has
certain vital psychological urges and needs behind it which ought
o be recognised and understood, for it is these factors that throw
illominating light on the various decorations and the methods
employed in them. The mere study of the decorations or of
methods employed for these decorations, howsoever useful and
interesting, is not likely to yield anything of much value to a real
student of literature. After all, philological and rhetorical studies
must in the very nature of things, in the field of literature in
general and of poetry in particular, ought to remain subordinate
to the study of the intentions, the significant things which the
poets want to conyey. As ELLIOT rightly points out, while
speaking about Dante, that the images and the deliberately
composed poetic diction are not a mere * decorative verbiage ©
but are something that we are meant to feel, ( Danie. p. 53 )
The Re\:cf!ic' poets are to be understoood and approacked in the
same spirit, if we are 10 do them justice. They wanted to utter
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deep thoughts, appeal to divine powers for well-being and safety
and wanted to converse with the majestic powers of the pantheon.
In a way, in that very early period they sirove to put the langnage
to its noblest of purposes. Out of love and devotion they created
and they devotedly loved what they created. How often and how
lovingly do they speak of their songs ! They seem to take a proper
pride in their accomplishments and therefore the simplicity of the
Rgvedic poets and of their life, need not comein the way of our
trying to treat them as we do the later poets like Dante, Milton,
Shelley, Keats, Wordsworth, Kalidasa, Bhavabhoti and a host
of other poets. For, all these poets form a tribe of their own and
therefore have much in common. By the commonly believed
¢ simplicity, naivety’ of the Rgvedic poets, is to be understood
only this much, that what elsewhere would be regarded as grotesque
is not to be here regarded as such. Theirs is a different universe
in this respect and their imagery and phraseology is to be under-
stood in the context of their life. Their simplicity does not and
ought not to mean an absolute unawareness of the sublime, the
beautiful, the sacred, the powerful, an unawareness of the supreme
purpose of language, religion and of the position of man in the
universe, his duty and attitude towards the surrounding universe
in which he is placed.

The Rgvedic poets vie with one another in claiming the
gods exclusively and this exclusive possession is sought on the
basis of sincerity of emotion and excdllence of the composition.
The Rgvedic poets repeatedly assert that they are conscious
artists and that their songs have becn inspired by the powers
divine. Tt is but natural therefore that they should have developed
some kind of notion in respect of the processes of the composition
of poetry and its presiding deity or the Muse of poetry, As
conscious artists they might have, with great zest and enthusiasm
and with a desire to produce calculated effects in their composi-
tions, practised certain ways and methods intentionally, yet it is also
natural, if at the same time they had felt inspired, excited bya
certain power that they did not understand but regarded as divine.
Whenever and wherever is poctry composed and practised, there fs
also developed a theory of poetry as well as the concept of the
Muse of Poctry, The Rgveda does show the deification of few

b pts, valuable in themsclves, like Devi Nimi (vi137.7)
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Arammati, Anumati (X.59.6;167.3)and Sraddha (X.151) and
among such concepts is to be seen the concept of the Muse of
Poetry also. GELDNER while trying to interpret IX.72 ( Komm.
140) had to say something that is pertinent in this context.
According to him, expressed in modern terms, the Daughter of the
Sun is the Genius of Poetry and Song. * Modem ausgedruckt ist
die Tochter des Sarya die Genfe der poesic und des Gesanges®
The thought of the clarifying effects of Poesic on Soma, as stated
in IX.1.6." puniti te parifrutam somam siryasya duhiti/virena
¢avata tand’ are developed throughout the Soma Book, as in
¢ dhiyd pavate somah (72.4) indvl pavista cetanah priyah kavinam
mati / stjadasvam rathiriva { 64.10) and places like 96.15; 2.7; 20.3;
26.1; 63.20 also can be referred to in this context. The Sun js
also connected with the poetical thought and the art of the poct,
since the Gandharva, the father of the Songsters is none but the
Sun and the Yajurveda, the Sukla one, has been secured from the
Sun. Soma and the Daughter of the Sun are also closely refated
and the inspiration of the poets is to be traced to them. But
OLDENBERG does not appear to be inclined to agree Wwith
this suggestion of GELDNER. He is not prepared to accept
Sayana’s indentification of Usas with the Saryasya Duhita, for he
points out that Usas is * divo duhita” and not * Siryasya duhita’.
HILLEBRANDT, however, accepts the identification, at least
as supported by VIL69.4. Surya is spoken of in the context of
the Asvins, OLDENBERG points out, as being their bride and
having mounted their car; 5o also is Usas spoken of in the context
of the Advins but not in this particular relation and thus it may be
that the Rgvedic poets had two independent but closely allied
deities in Sury3, the Daughter of the Sun and Usas, the Daughter
of -the Heaven as the very words ¢ Saryasya' duhitd and Divo
duhita® would indicate,

The problem becomes all the more complicated, for we are
given in IT1.53.15,16, a mystical as_well as mystifying equation in
that Stryasya duhitd has been identified with Sasarpatl. tradi-
tionally regarded as Vak, and at IX.72.3. Suryasya duhita has been
identified with the Ugas, at Jeast by Sayana. Sayana, however, is
not able to explain the precise meaning of the *Soma drawving
the dear voice of the daughter of the Sun (aramamago atyeti ga
abhi sdryasya priyam duhitustiro ravam 1X.72.3), Even if we under-
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stand the voice of the Sun’s ddughter, Usas, to be the songs sung
at the dawn, even then the meaning is not clear, BHAWE is
inclined to agree with OLDENBERG in thinking that the Rgveda
does not support the identification of the Sun’s daughter and the
Usas, the daughter of the Heaven. Sayana himself is not consistent
in i'nterpreting the ¢Saryasya duhita’. At IX.1.3. Stryasya duhita
is Sraddha, according to him and for this he turns to a ¢ Brihmana
passage: * Sraddba vai soryasya duhita, Sraddha hi enam punati’
Yet the Sraddha hymn, X 151, makes no suggestion whatsoever
of such a relation. It is apain to be noted that the Taittiriya
Brihmana 2.3.10.1, makes a distinction between Sraddha and
Savitri, or more correctly Sita Savitri. Tn this account, Savitri
secures from Soma, her lover, the Vedas, thus once more indicating
some relation between the daughter of the Sun, Savitri, with the
literature, poetry, the Vedas. It need not be argued that Savitri
and Sarya cannot be regarded as identical for, one is the daughter
of the Strya, while the other is the daughter the Savitr; for in the
celebrated hymn that sings of the marriage of the daughter of the
Sarya, Suryd, the name of the father wishing to give away the
daughter is given as Savitr. (X.85.9). If all these facts are put
together, then it appears that GELDNER's suggestion that
Saryasya duhita is really the Rgvedic genii of poetry has much to
d itself for pt The fact that we have another
goddess Sarasvati connected with the poetry and the thought of
the Rgvedic poets need not present us any difficulty, Sarasvat], to
the Rgvedic mind, is primarily a river and then a protector of 'u]
songs. BHAWE would like to regard Sarasvati as ¢the guardi e]
deity of poetry’ and Saryasya duhitd as < poatry persm-li{ie(xia:J H
Sarasvati is a river in VIL95 which is a song in her honoyr i Al
dually came to be ted with the prayer; thys in Vi35 <1
her good will along with the prayers, *saha dhibhih is 5q ht "
then at VL.61.4 she is regarded as the protector of lhf azd
*dhinam avitei®, and at 1.3.10.12 she is inciter of al }5052'5
songs, inspirer of all gracions thought, brightener of & Dufm
thought, ¢ codayitri stnrténam, cctanti sumatinam, gy, Ty
rajati . In the unstable and developing my'hO’Og'yoréo. Viz 3
Sarasvati perhaps on account of her more Prominen ,_",'Ré—’i%
Speech, Vak, soon displaced Stryasya Duhity, g Tty sz
amalgamated her personality itto her owy p, 2 00z ptne,

the exceedingly white, Sukra or sukla, compl ke for 7. 2

exion of (2. _r,:»;
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daughter.  Sarasvatl is all white as the classical expression of
Dapdin and Vijjakh « Sarvadukla sarasvati * affirms.” The Rgvedic
coneept of the genii of poetry, therefore, might be said to have
*developed from the two concepts of <Stryasya Duhita® and
+Sarasvati®, and finally settled on the latter. Soma as the drink
' of inspiration for sacred thoughts and strength, might have also
i been thought of by the Rgvedic pocts as having something to do
with poetry, but it would be safe to assert that they thought of
the Stryasya Duhita and of Sarasvati as primarily connected with
. poetry and in this respect what the later classical tradition has
" preserved is nothing but a logical development of these two
concepts, no doubt, artived at by a process of amalgamation,

1t would be worth our while to look into these two
concepts a little mote closely, for that will enable us to appreciate
in a better manner the Rgvedic notions and knowledge of the
processes of poetry, which are presented to us in 2 symbolic
manner.  According to IX. 113. 3, it is the Saryasya Duhita who
has raised the Soma and carried it to the higher regions where
the Gandharvas seizing it have placed the juice in it.  <Parjanya-
viddam mahisam tam soryasya duhitabharat/tam gandharvah
pratyagrbhpan tam some rasam Adadhuh, indrayendo pari srava.’

Further the Asvinau are called ¢Sfryavasa’ those whose
wealth is Stryd at VIL 68. 3, and she is said to have chosen the
splendour of the Asvinau at the early hour of the dawn in
VIL 69. 4. * Yuvoh Sriyam pari yosavroita *, soro duhita paritakm-
yayam °. The same Yosd, Soryasya duhita is again referred to in the
samc'comext in VIIL 8.10. *A yad vim yosand ratham atisthat
vijinivasa’, Since Soryd has chosen Advinau as her lords, 'lAhcy
are ashed to hear the songs of the poct for her in VIIL 22, 1.
« A Sorydyai tasthathuh. This association with Serya is, for the
Rpvedic pocts, o prominent characteristic of the Asdvinau, and is
therefore, mentioned as such in VIIL 29. 8. *Vibhih dvd carata
ckayd saha pra pravaseva vasatah . Are we to see here o symbolic
reference to the poeticlal fancies that roam on winged horses and
are In & sense eternal travellers 2 This Seryasya duhita i -
‘buutitdly vonnetied with Yre Usas, and npp::rs )tlo be I:(::Anés f:l:n
of the Usas, the Daughter of the Heaven, for it is said that the
* Divah duhita * is born at the 1ime of the yoking of the wonderful
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chariot of the Asvins that the Rbhus had fashioned., ¢ Yasya yoge
duhita jayate dfvah’ X, 39,12, and it is s0 to be noted that the
wife, ‘patni’ of the Advinau is foned in the just preceding
verse ¢ purorathrm kruutha patnya saha’, X, 39.11. But the
most important and interesting hymn in this respect is X. 85,
the celebrated Marriage Hymn, where we have good deal of fine
symbolism about Strya. Keeping in mind that Siryd, the
Daughter of Savitr, is the genii of poetry the following lines
deserve a close scrutiny :
¢ Raibhyasidanudeyi narasarisi nyocani /
« sOryaya bhadramidvaso gathayaiti pariskrtam, 6.

cittird upabarhanam caksura abhyafijanam /
dyaurbhomih kosa asid yadayat soryk patim. 7.
stomd asan pratidhayah kuriram chanda opasah /
sfiryayk asvina vard agnirasit purogavah 8.

somo vadhayuh abhavat asvinastimubha vara /

dad:

sbryam yat patye Samsantim manash savit? 9.

mano asya ana asid dyaurasiduta cchadih /
$ukravanadvahavastim yadayat stiryd grham. 10,
.

by itau givau te
$rotrom te cakre astam divi panthascaracarah, 11,
suct te cakre yatya vyano aksa ahatah /

ano mansmayam stryd arohat prayati patim. 12,

™ Itcould be suggested that the Rgvedic poetic imagination
has created here a very lovely image of Poetry and its movement.
Soma and the Advinau are the themes to which poetry or the
goddess of Poctry often turns and in singing songs to these lovely
auspicious themes, it itself is elavated: this is, in fact, the marriage
of the song with its theme. How appropriate it is to say that mind
was the car and thought was the pillow of her couch, and sight the
ungent of her eyes. 1t should, indeed, not be necessary to
comment at length on the appropriateness and significance of the
ideas such as the earth and the heaven were the treasury, kosa, of |
the Spirit of Poetry, the metres were her decorations and fric'nds N
weaving her very attractive and auspicious garment, the ears we; !
the wheels of the cars and the bullocks were controlled by :}:: !
Rk and the Saman.  Very rightly has it been said that the royal
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bridal car of Sty was ‘ manasmaya®.  All this gorgeous descrip-
tion creates before us a lovely and delicate imaf® of the Musc
of Pottry, exceedingly brilliant, inspired, embracing the whole of
the universe for its themes, moving in an ideal car, decorated
by the metres, herself brilliantly attired and resting on thought.
Song and the Theme, Word and the Meaning are typical marrriages
for the Indian poctic itivity, on which are modelled the human
marriages and the divine too, as Kalidasa would appear to suggest
in his ‘vagarthau iva sariprktau’ in the conmtext of *parvati-
paramesvarau® in Raghuvariéa 1, 1. This lovely and delicate
image becomes complete if we add to it some of the brilliant and
holy colours of the Usas, for as we have seen Serya and Usas are,
to the Rgvedic mind, very closely related. The poctic inspiration
becomes active at the time of the early dawn and therefore Usas
also has a pretty close relation with poetry. Vasistha tells us in
VIL 68.9. that he sings his fair hymns as he has been awakened
with glad thoughts at the break of the dawn. *Esa sya karuh
jarate soktaih agre budhana usasam sumanma’, a poetic experience
preserved in later classical tradition by Katidasa in his exquisite
¢ pascimad  yminiyamad d cetand . 7S
XViL, 1. The Rgvedic concept of the Muse of Poetry, therefore,
appears to have three elements in it supplied by their concepts of
Sarya, Usas and Sarasvati. In this their concept of the Muse, the
Rgvedic poets have touched the archetypal pattern, since it offers
a striking parallel to the concept of the Muse of poetry to be
seen in the poets of the West, Homer, Milton, and many others.
The Muse of Pocetry is a feminine figure and the poets have a
fecling of companionship with her. The hours spent with her are
an experience to be enshrined in memory, for during those hours
¢ thoughts that voluntary move Harmonious numbers® are felt.
This figure of a lady, is the supreme embodiment of the beauty felt
in the visible world and is a power quickening man’s sensibility to
that beauty, and linking it in love to all nature. Mountains and
rivers awaken such splendid poetical thoughts in man and it
is therefore that Vatsa Kanva tells us that *There where the
mountains downward slope,” there by the meeting of the streams,
The Sngc was manifest with song.* ¢ Upavhare giripam sariigathe
ca madinam/dhiya viprah ajayats.®  VIIL 6.28.
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Repetitions in this context, therefore, will have to be under-
stood in this light. Here is something that comes from the deepest
Iayers of the human mind.

If in their concept of the Muse of poetry the Rgvedic poets
show a kinship with the rest of the poets of the world, in a similar
munner they in their view of poetry offer a parallel to the thoughts
to be met with clsewhere. We really need not be surprised if we;
find an agreement in the views regarding art, poetic art in parli-’
cular, between the ancient Greeks and the Rgvedic poets. Itis
only to be expected that an early society like the Rgvedic society
looks upon the poetic art asa craft. Amongst the Greeks, the
School of Socrates and Atistotle developed the philosophy of craft
and this is indeed a very significant contribution that these
thinkers have made to the study of art and craft It is significant
in this context that in Plato’s Timaeus we find a view stated,
according to which God is a craftsman and the world is.an
artifact, a view rejected by Aristotle. Though Aristotle rejected
this view in metaphysics, he appears to have accepted it in the
field of art and aesthetics, for both Plato and Aristotle speak of
the poet's craft. According to this view, the poet is just a skilled
producer, just like a cobbler,”a carpenter or a weaver, the
recognised craftsmen in the society. The poet, again, like any
other crafisman, learns by experience and practice and further,
like them js aiming at producing certaln effects, effects which are

ived in ad as being desirable states. The craftsman is

deliberately working and is conscious of the excellence of his
artifact., There is always a plan that the craftsman has in his mind,
the one which he tries to exccute with his technical skill. Another
theory of art that developed side by side of this craft theary is the
aesthetic theory of art and art<critics like COLLINGWOOD
always speak of these two theories of art as prevalent in the field
of literary criticism. Thesc are theories that have been developed
not only by the critics, but are views to which the literary artists
themselves have made a great contribution; for among the literary
artists themselves we find some rcgarding their artas 4 craft

while others appear to hold the aesthetic view, In g socicry.
primarily devoted to crafts, the craft theory of act is qhe natura)

one to be developed, while by a process of a subtle development,

the aesthetic theory is bound to come to the foreground ovcr:
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throwing the craft theory, This is exactly what has happened in
Sanskrit literary criticism as we witness its development from the
Rgvedic times to the times of later writers like Visvanatha and
Jagannatha. The Rgvedic poets, therefore, must be taken as
hing in their own here when they 1 the craft
theory of poetic art. Itis possible for us to collate the views of
the Rgvedic poets in order to be able to understand their position
in this regard. There ‘are some who hold the view that the Rgveda
really does not offer much material for a coastruction of some-
thing like 2 theory of poetic art, but as a matter of fact, there is
much material in the Rgveda, a critical study of which enables us
to understand the views of the Rgvedic pocts regarding the
technique of composing the songs, their poetry, function of words
and their significance in poetry and poctical processes jn general.
Originiality or newness is an element that is highly valved by
these poets and time and again they appear to speak with pride
of their new song, navyam brahma. There is a spirit of competi-
tion, of rivalry between the poets and naturally there is a
deliberate effort to make one’s song the best, more original than
that of the rival poets. .

‘We find Gauraviti Saktya in his song (V. 29.15) speaking

of his p in the words ing Indra:

Indra brahma kriyamand jusasva ya te savistha navya
akarmajvastreva bhadra sukitd vasayo ratham na dhirah svapa
ataksam'/V. 29, 15.

In very clear terms we are informed that the song has been
produced much in the same manner as a carpenter produces a
chariot or a weaver produces an excellent and auspicious garment.
The words *navyam, bhadra, sukrta, svapa, ataksam® are all
very significant. Maitravaruni Vasistha in his song, ( VIL36.1)
seems to suggest the sublime origin of his composition when he
has to say that * Pra brhma etu sadanat ytasya vi rasmibhih sastje
suryo gah °, and about which he has also to say that ¢ Sz’xvrktim
isam na krove asura naviyah . Vasistha's desctiption of his song
appears very significant, for the word “zah” hasin the Rgveda
different yet allied meanings like rays, light, cows and :pce(;h' and
it is likely that Vasistha has all these in his mind when he says *vi
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rasmibhih sasrje sorye gah’. The Sun has with his rays let loase
the cattle, the rays and light on the universe and at the same time,
the speech or poetical thoughts in the mind of the poet. The
mind of the poet is holy and filled with sublime thoughts and he
feels inspired to create a new song, let loose the speech, and hence
observes ‘ let my song, holy prayer, proceed forth from the seat of
the Rta.” Vasistha, again in VIL94.1. appears to suggest the
ponteneity as well as copi of his song in a very eloquent
menner. He observes ‘iyam vamasya manmana jindragni
parvyastutih abhradvrstirivajani’.  The mind of the poet is just a
cloud, full of material to be delivered and ready for a discharge
and from such a surcharged mind, the song has emerged just
like the showers from a cloud. It could be said with justification
that profundity, spontencity and irresistability or the inevitable
character of a song are adequately conveyed by Vasistha in his
admirable simile ‘abhradvrstivajani’. Further, Maitravaruni
Vasistha tells us in yet clearer terms about the divine origin of the
songs in VIL.97.3 and 5. Vasistha observes in this song addressed
to Brahmanaspati and Indra ¢ Indram sloko mahi daivyab sisaktu
yo brahmanah devakrtasya raja’ where the words ¢ daivyah slokah’
and ¢ brahmanah devakrtasya ® are quite transparent. It is, again
the earlier Tmmortals, poets of the earlier gemeration, that have
given the song to the younger generation of the poets, for
pleasure immortal, as we are told in ‘tama no arkam amrtaya
justam ime dhasuh amrtasah purajah’ (5).  We have in Devapi,
the poet of X.98. a poet whom Brhaspati favoured with poetical
speech that reached the ears of the gods and that won the shower,
as he himself describes in ¢ devasrutam vrstivanim rarano brhaspati-
vacam asmi ayacchat’ (X. 98.7). The poet requests B[h;xspati to
grant him speech that is lucid, vigorous, free from weakness and
that is brilliant: ‘ Asme dhehi dyumatim vacamasan brhaspate
anamivam isiram’. It would also be interesting to mote how
Parucchepa Daivodasi speaks of the production of a poetical
composition. He echoes the idea of Gauraviti Saktya in ¢ ratham
na dhirah ‘svapa ataksisuh * but adds a very significant idea of his
own i}; ¢ Imam te vacam vasﬂy_anta ay.avo ratham na dhirah svapa
afakg\gu}_'\ sumnaya tvam ataksisuh éum}:hmto jenyam yatha vajesu
vipra vajinam *. L130.6. I do not shink it would be proper t.o
understand that it is the decoration of Indra that is referred to here
in *Suhbhanto jenyam yatha® as GREFFITH does; more

correctly,



32 SoMmE POETICAL ASPECTS OF THE RGVEDIC REPETITIONS
it must go, along with ratham na dhirah ctc. with ‘imam vicam’
and therefore the d i d is of the speech and
not of Indra. Ina similar manner wherever the word *suvrkti® is
used with reference to a song, we have the craft theory of poetry;
for the word so often used by the Rgvedic poets in the sense of a
good poem in all probability comes from Vriij to cut and has a
reference to the skilful cutting of the sacred grass, barhi, or the
. kusa. ROTH understands the word as ‘su and rukti’ to be
derived from ¢ arc’ but as GELDNER has rightly pointed out it is
a past participle and the form is *wrkti®. So it has the seose of
swell cut® or ‘excellently finished” a sense which Sayana has
correctly brought out in his *susamaptih’, From this primary
sense of the word as given by Sayana, it is easy to understand his
other renderings of the word ¢suvrkti® as *sobhana stutih’
referring perhaps to its fine form and holy contents and ¢ fobhana-
varjakam stotram ’ referring to its beneficial effects. In the craft
theory of poetry, not only is poetry regarded as skilful production,
but it has also a purpose, anend to serve, and this end, for the
early Rgvedic poets was the winning of the favour of the gods, the
winning of the good things in life, in fact, of all that is good and
auspicious, sobhana. The basis of the relation between the art of
the poet and the arts of other craftsmen was the technical skill
required of both of them. It is interesting to note how the ideas
regarding poetry and its processes underwent a change and
gradually gained in depth in the Rgveda, which indeed, can be
regarded as a record of such develop and hence it is p d
in what follows to attempt a brief survey of these ideas, familywise
and also stratawise, for suth 2 method has a double advantage of
being able to throw light on the concepts not only of the poets but
also on those of the times,

Among the different Books of the Rgveda, ina very rough

and broad manner, at least four stratas could be spoken of. The

' first strata would be of the Books II. IIL and IV, the books of
« Grtsamada, Vidvamitra and Vamadeva respectively. The second
strata would consist of the Books V. VI. and VIIL., the Books of
Atri, Bharadvaja and Vasistha respectively. The third strata

! would be of the Books VHI and IX, the Book of the Kapvas and
| that of the Soma Pavamana. The last and the final strata would
* be of the Books I and X. giving us the new urges and developed
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thoughts. 1t is not necessary to add that this is but arough
picture, an outline of the general picture of the different stratas
of the Rgveda; for a student of the Rgveda knows very well how
the bewildering complications of the problem and the cross
influences to be seen in the text, make any definite or final
jud almost impossible. The present inquiry about the
ideas of the poets regarding poetry and its processes will, therefore,
be along the line of the stratas just now indicated.

The various references to be found in the Grtsamada hymns
(Book 1L), if put together, suggest that according to them, Agni
is the lover of poetry * girvanasa’ (6.3); songs are natural and
sponteneous just like those of the birds ‘avocad brahmani veru
tat’ (5.3); they also affirm that their songs are mew and great,
¢ vidhema navaya maha gira® (24.1); that their very earnest and
swelling songs have been fashioned anew, * udyata vacarsi ataksan
ayavo navyase sam’, (31L7). They believe that the song or the
well thought out prayer, mantra, comes out of the heart and is
well fashioned ¢ hrdah 2 sutastam mantram vocema * (35.2); they
affirm that they are the makers of the ¢ nourishing and strength-
giving songs.’ The Visvamitras ( Book I1I) hold ideas very similar
to these ideas of the Grtsamadas. According to the Visvamitras,
the songs are nourishers, ‘vardhanini® and decorations to the
divinities, ¢ upa bhusema dama 2 suvrktibhih * (3.9); the singers are
contemplative and holy in their minds when they produce their
songs, ¢ kavayah svadhyah manasa devayantah® (8.4); the songs
arc faultless, * giral anavadyah® (31,13 ); the song renders an old
subject new, ‘tam angirasavat namasi saparyan navyam krnomi
sanyase purdjim® (31,19); the songs are old as well as modem,
¢stomebhih  vavidhe porvyebhih  yah  madhyamebhih  uta
nntanebhili* (32.13 ); the song is decorated for the praise of
the immortal “iyarmi vicam amptaya bhosan® (34.2); the song
is contemplated and fashioned out in the manner of a carpenter, *
*abhi tasteva didhyayd manisam* (38.1); the song flows out of the
heart and then the fashioner of the song produces it, * matih hrda 2
vicyamiad acchd patim stomatasty jigdli* (39.13; the paternal
rostry of the Visvamitras is brilliant, holy, auspicious and of great
antiquity, *divascida porvya jayvaman), vidathe S’asyam:m:;, bhadra
‘asudni arjund vasand, seyam asme sanaji pitry dhih'(392)
The gods are desired to love the song 2s docs a lover .hi;
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beloved, ‘Josayase girasca nah vadhayuh iva yosapam® (52.3).
‘The Vamadevas ( Book IV) appear to be, in comparison with other
families, somewhat reticent to speak about or describe their poetry,
yet like their brothers, they affirm that they are the makers of the
songs *akari brahma* ( 6.11); the songs arc fashioned out just as
the Bhrgu carpenters carved out the chariof, *brahmakarma
bhrgavona ratham® (16.20 }; the songs are new, ‘akari brahma
navyam dhiya’ (17,21 ) the songs are messengers, ambassadors to
gods, * dotam iva vacam isye’ (33.1); the songs, when united with
a divinity become glorious and rich like the Soma when mixed with
milk, *$riye na gavah upa somamasthuh indram giro varugam me
manigab* (41.8)

The Atris (Book V) clearly say that the song has been
fashioned out, carved out like a chariot by a skilful carpenter, ‘etam
1e stomam tuvijata viprah ratham na dhirah svapa ataksam’(2. ll),
the song is the of meditati ¢ stomam
(13.2); the songs strengthen and decorate the gods, *stomailt
vardhayanti atrayah, girbhih Surhbhanti atrayah'. (22.4); the songs
intoxicate and gladden, *girbhih madema (36.2): the song is
beautiful, dear to hean bringer of happiness and god-sent,
¢ stomam hrdyam suSevam, brahma priyam devahitam* { 42.2); lhc
song is a fresh and new one, ‘medham giram bhare mavyasim
jayamanam*® (42.13); the songs are, so far as the singers are
concerned, saviours and purifiers in that they take them beyond
sins, “aya dhiya syama devagopa aya dhiya tuturyama atyarhah *
(45.11); the song has depth as it is dear too, *brhad gabhiram
brahma priyam’(85.1). The Bharadvajas (Book VI}fallin line with
the rest of the poets in accepting the craft theory of poetry. The
Bharadvajas inform us that the rik, the offering to the divinity is
carved out by the heart, * * 4 te agoe rcd havih hrda tastam® (16.47),
They too affirm that theirs are new songs, *brahma navyam’
(17,13). The inspiration is divine and this is suggested in an
address to Indra as * tvam kavim codayah arkasatau’ {26.3 ) where
Sayapa understands ¢ arka ’ as ‘anna ' food, but it should rather
mean a song, since the word has that sense almost everywhere in
the Rgveda, These poets too affirm that their songs have been

new and carved out with skill, ‘apfirvya purutamani santamani
vachidi asa taksam® (32.1), ‘mavyasibhih girbhih * (49.1),
* navyasah jaramanasya manma® (624 ). All these songs, powerful
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in their expression, enter Indra to be united with him and in him
just as the rivers pour themselves in the ocean, ¢samudram na
indhavah ukthasusma uruv: m gira & visanti®. (36.3). The
purpose of the songs, obviously and frankly enough, is to get the
wishes fulfilled from the divinities, ¢ brahmapam brahmavahasam
gitbhih sakhayam rgmiyagam, gam na dohase huve’ (45.7); in
fact, the songs flow in a natural manmner to Indra as the water
does towards a slope, “ava tve indra pravato na urmih girab
brahmani niyuto dhavante,’ (47.14). The Bharadvajas bring
Sarasvati into contact with inspiration and songs when they look
upon her as purifying and lovely, one of wonderful life, the beloved
of the herocs, and invoke her to inspire them, ¢dhiyam dhat
paviravi kanya citrayuh sarasvati virapatni® (49.7) and further,
this goddess, the protector of inspiration is invoked for protection,
< devi saragvati dhinam avitri avaty’ (61.4). They claim that
their songs are based on truth, 2ad vam bravama satyani uktha’,
while about others they say that *vi yadvacam kistaso bharante
sarsanti kecid nivido mananah, (67.10), The holy song is a
sure and best protection for the poet, *brahma varma mama
antaram® (75.19). A Bharadvija poet has given us a beautiful
song, VL9, which incidently throws interesting light on the inner
urge of a poet trying to fructify itself. GRASSMAN imagines the
song to be giving the thoughts of a poet about to enter a poetical
contest, but it is clear that the song has a deeper mystical signifi-
cance. If the craft theory of the Rgvedic poets is borne in mind
and also the fact that they think of poetry as an artifact like a
chariot or a piece of fine cloth, then the imagery of the threads,
tantu and otu, used here should be clear to us. Sayana with his
usual ritualistic urge, understands the *tantus® to be the metres and
the “otus® to be the saerificial actions, but it could well be said that
the ‘tantus’ are the metres as Sayana understands and the ‘otus® are
the words. The poet speaks of the tradition as wel as of the
inspiration that are always behind such poetical compositions.
Hence it is said that whose son shall here speak words that must
be spoken without assistance from the father near him, * kasya svit
putra iha vaktvani paro vadatyavarena pitra® (9.2) and then the
reference is made to the protector of the Immortal who knows
c\.tr.nhing, “ya im ciketa amptasya gopa® (5.3). The lightis
R et st
! . me, and the poet is almost
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inafrenzy and therefore he observes *vi me karpd patayato vi
caksuh vidam jyotithpdaya Rhitam yat, vi me manasearati
dora adhih® but be fumbles and comes out with ‘kim svid
vaksyami kimu nu manisye' (9.6), what shall I say and
what shall I think? Without doubt, the song has a metaphysical
import but that fact does not go against the present interpretation
proposed here, for the poet here, like the philosopher
and the mystic, tries to catch a vision of Truth and his experience
is almost identical with that of the others in this respect. It would
appear from this song that this poet from the Bharadvaja family
has seen something beyond the craft theory of poetry and art.

According to the Vasisthas ( Book VII) the songs are pure
and holy, ‘matim supttam’ (4.1) and they long for the gods,
* devayantih giro matayh® (10.3). The songs are imperishable,
¢aksara® (15.9) and hen the gods *tubk i
vardhana krpomi® (22.7). These songs have been composed by
old sages and new poets, *ye ca purva rsayo ye ca nutnd indra
brahmani janayanta viprab® (22.9), are well fashioned and cut,
<suvtktih mam@' (242). The Vasisthas are perhaps more
particular in affirming that their songs are new, manmani rease
navani krtani brahma jujusan imani* (61.6), new songs are being
produced for the delight of Indra, ‘uktham janaye naviyah (26.1)
and these songs decorate Indra, ‘kate asti ararnkritih saktaih’®
(29.3). Another point of interest is that perhaps it is these poets
of the Vasistha family, who among all the Rgvedic poets are much
conscious of the excellence and quality of their songs; for they
assert that their songs are beyond imitation, *na anyena stomo
vasistha anvetave vah' (33.8); their songs are best, ¢upamam
arkam® (39.7); these songs are unparalleled ard spread in all
directions like the branches of a tree, *yestm brahmani asamani
viprah visvak viyanti vanino na $ikha’ (43.1); the song produces
pleasure, “stomab sagyah® (66.1). The Vasisthas, further,
appear to be inspired by the dawn, for they say that they sing,
awakening with happy thoughts with the Dawn *karu jarate agre
budhana usasim sumanma* (68.9), in fact, the Vasisthas awaken
the Dawn first with their songs, *stomebhib usasam vasisthah
girbhik prathama abudhran® (80.1), the song is we'l thought out,
slokam manamahe” (82.10) and is new and pure, “sucim m.|’

* stomam navajatam adya’ (93.1). The Vasisthas appear to derive
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inspiration from three sources, namely, the goddess Sarasvau, -
the divinities and the ancient immortals. The Sarasvati, to the
Vasisthas is a river, no doubt, but is holy and -pure, Suci’,a
goddess extremely white and pure, * $ubhra® and she is requested
to awaken them, sa no bodhi’, for the river to them is auspicious,
bhadra’, The songs are divinely inspired, * brahmanah devakrtasya
rja’ (97.3). We are informed that the inspiration for the songs
has been given by the ancient immortals, ¢ tama no arkam amrtaya
justamime dhasuh amrtasah purajah’ (97.5).

The collection of the Kanvas (Book VIII) with that of
many others also has many observations which are relevant to our
present investigation. These poets also believe that the songs
strengthen the gods, ¢ gird vardhasva,* ( 1.18 ), Of course, there are
songs that are produced at the orders and behests of the rich
patrons, stuhi stuhi it ete” ( 1. 30) The songs are extremely sweet,

tama giralt asah’ (3.15) and move like conquering
chariots, ¢ vajayanto ratha iva (3‘15) and the gods are expected
like lovers to hear them, * veno na Srunudhi havam* ( 3. 18). Deco-
rated songs arc made out in the ancient manner of the Kanvas,
‘aham pratnena manmana girah Sumbhami kanvavat® (6.1).
Poetical thoughts aad urge are keenly felt in the vicinity of 1%=
mountains and by the side ol' the confluences of the rivers and grns
is a poet bomn, ¢ upavhare girinAm sangathe ca nadinam dhivi sizo
ajayata® (6 28). The songs so suggested arg worked omt 5=
efficiency in the mannet of a carpenter ‘uta’ brahmazyz 122
viprah ataksma jivase® (6.33). The Poet’s song iz £ &
words,” * vatso vam madhumadvacah asarhsit kavyah knit (1113
and the song moves quickly tike a joyous wave of the prez=. 2
urmih madanniva stoma indrajirayate* ( 14, 10). Jogzssre =
long for and delight in the ocean, so do the songs £ »:;m
“yasmin ukthani ranyants apimavo nasamygdrs 5 (152} "Z:L
dhrtavrataya te samudrayeva sindhavah giro vii-z, =
The songs are new, ‘naviasyz me stomasya ol e
brilliant, “Svetayd dhiya® (26.19), The (B34 22 o
2 8032 202 Fron
just as the Sun does his rays and these sonz5 £orr o .
do the waters on a slape *siryo radmiz yarts v ‘:‘:sz
girab, nimnamapo na sadhryak * (32.23) L&’a‘?’ﬁm::
Varuna who is a poet, kmj, mpyt be PO T T ety
. T o et

wisdom, for he knows the hiddey ad e
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moming beams and he, like the heavens, blossoms irto various
forms, ¢ ya usranam apicyd veda nimani guhya, sa kavih kavya
puru ropam dyauh iva p\xSyzm (41 5); with the songs the deities
arcd d, ¢ agnim hih* and the

songs spced forth as do the rivers to the sea, *samudrayeva
sindhavah giro vasrasa irate * (44.25,26), The songs are ancient
and these strengthen the gods, ¢ astavi manma parvyam brahma®
(52.9 ) and ¢ brahmani vardhana * ( 62.4 ). The songs are produced
at the time of and in the din of the war, “ava svarati gargaro godha
pari sanisvanat, pinga pari canishadat indraya brahma udyatam®
(69.9). The songs are thought out and are unsurpassed, ¢ brahma
kriyante anatidbhuta y& te amanmahi’ (90.3). It is interesting
to note that these’pocts have made some observations regarding
speech also, and this indicates how the phenomenon of speech
also had engaged their attention, and this is to be regarded a
significant development, indeed.

In the Soma Pavamina hymns { Book IX ) we meet with the
ideas that the songs are active and are decorated so that the deity
is adorned with them, * girah te indra 0jas) marmrjyante apasyuvah
yabhih madayz $urbhase’. (2.7); the Soma guards the ancient
song, *3tmd yajnasya pratnam nipiti kavyam® (6.8); the Soma
js clothed in manly songs, *‘Lkavya kavih nmmpy vasino’ (7.4);
the Soma prepares and makes newer paths for the songs, ‘nft
navyase naviyase stktiya sadhayd pathah, pratnavat rocayd
rucak* (9.8) and bestow on them the ancient charm. The Soma
is the mover of speech, and is clothed with songs,  girbhih vacam
jfikhayan puninam vasayamasi® (35.5); the Soma is decorated
with songs, ¢Susibhanti vipram dhitibhib * (40.1) and he is the
begetter of the speech of the poet, * vaco jantuh kavindm® (67.13).
1t is here perhaps for the first time that we find Sarasvati, songs
and ‘rasa”, the essence, brought together and a reward promised
to a student of the ancient poetry, pn\-nm:mxr)o adhyeti ysibhilt

sambhrtam rasam, tasmai sarasvati duhe hsiram sarpih madha-
dakam® (67.32). Whatever views ono might hold about the age
and relation of the two concluding verses of this song (67) with
the mam song, it has 1o be conceded that the author by the term
‘rasa’ understands the very cssence of the Songs as the verb
adhyeti and the accusative of the word ‘rasa* would conclusively
prove. It is but proper that Sarasvati, belng the guardian deity
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of the songs and poetry should bestow the promised rewards, This
can be regarded as the earliest germ of the later literary concepts
regarding Sarasvati and ‘rasa’ in relation to poetry. To my
mind 73.9 is also very significant in this context.” Pavitra Angirasa
tells us that ¢Rtasya tantuh vitatah pavitra & jivhaya agre
varupasya mayaya, dhicadcit tat saminaksanta 24ata atra Kartamava
padati aprabhuh | 73.9. -

In the interpretation of this verse I find it difficult to agree
with cither Sayana or GRIFFITH. In the first line, I believe, it
would be quite inappropriate to connect jivhayah with varunasya,
for this latter phrase ought to go, as elsewhere it does often go,
with mayayd. ‘The * tantu”® js the word, speech or the metres, In
one of the immediately preceding verses we read *sahasradhare
vitate pavitra 3 vacam punanti kavayo manisinah’ (73.7) and so
it would not be altogether wrong if the ¢ tantu jivhaya agre’ is
understood as the word, the speech that is placed on the tip of the
tongue of man. It is, perhaps as the poet would like to point out,
Varupa's supernatural gift to man that the thread of Truth, Rta,
the word the speech, is placed on the tip of a man’s tongue. The
second line then would seem to say that the wise who realize this
cthical significance of specch are happy and use it in the proper
manner, but those who do not have the power, aprabhuh, being
unable to use it in the proper manner and thercfore, fall into a pit,
The supreme greatness of speech is that it is wedded to Truth and
its expression is the noblest of purposes of the speech. Further,
in B6.17 it is asserted that the songs are tuneful, exhilarating and
these utter the praises of the divine, ‘ pra vo dhiyo mandrayuvo
vipanyuvalt panasyuvali®. It is happily said that the songs kiss
the deity as if she were a Child, *Sisum rihanti matayab panipnatam’
(86.31). The songs are the waves of speech, just like the waves
of a river and the divinity is the soures of the surge, ¢ pravivipa-
dvicah urmim na sindub, girah somah pavamino manjsih®
(96.7). Through mastery over speech, in fact, through the so'nés
one is a poet, *kavih girbhik havyena kavia® (96.17), The songs,
lrgquiring and so full of longing and affection, proceed to u,c’
divinity as the cows go to their master, *gavo yanti gapatim
prechamandh somam yanti matayo vivasinih® (97.34) and
the Soma, the divinity, the songs and the mq o

" ctres unite, * .
arkastristubhah sam navante’ (97.35). nite, ” soms
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may be that Sayana understands this lady with the Maruts to be
the lightning, but to me the reference to Vak and the adjectives
that are deliberately and cleverly used are more important and
significant, * sudhita, ghrtaci, hiranyanirpig, guhd caranti manuso

. na yosd, sabhavati vidathyeva sam vak, 2 saryeva, and tvesapratika
nabhaso netya. GRIFFITH remarks *Sayapa thinks that here
1. 167.3-6, the lightning is spoken of, moving in the clouds, as if
in sccret like the well-attired wife who remains in the women's
apartment, but sometimes showing herself, like thehymn or prayer
recited at religious ceremonies, The comparisons are scarcely
intelligible>, The poet is here as a matter of fact deliberately
thinking of lightning and the speech as his ¢ vidathesu pajeam (6)
would 'clearly indicate. The references to the goddess Sarya and
speech are clear enough and further there is a deliberate attempt
for comparisons as can be seen from the wording ‘asuryd visita-
stuka stryeva’. The song to the Rgvedic poets is wondrous and
fair, vapurvapusyd sacatam iyam gih®(183.2) and is fashioned
by the mind and the heart, *esa stomo hrda tasto manasi’
(171.2). ‘This is what the posts of Book I. have to say about
songs, inspiration and workmanship,

The Book X. marks a similar and considerable advance jn
concepts about song and speech. These poets, though of the Tatést
strata, assert that the songs are new, * iyam te agne navyasi maniaa®
(4.6). Sarasvati is deified and invoked with the Fathers in 17.7-9,
Vimada boasts that his song is both original and unparalleled,
« stomam te indra vimada ajijanan aparvyam, * (23.6). Sarasvati
is requested to bestow life on the singer, * sarasvat! tadgrpate vayo
dhat” (30,12 also at 65.13).  Esen the poctess Kaksivati Ghosa
states in very clear terms the craft theory of poetry when she says
that these songs have been fashioned like a car, *etam vam stomam
akarma ataksama bhrgavo na ratham’; these have been decorated
like a bride that meets the bridegroom, * nyamrksima yosapim na
marye® and are an etemal production like a son, ‘mityam na
snnufn“. (39.14). To Saptagu Angirasa, the songs are envoys,
auspicious thoughts, touching the heart of the listencr and coming
out from the very spitit of the speaker, * vanivino mama dataso
indram stomadcaranti sumatih jyanah, hydispréo manasy vacya-
minA’ (47.7). Thesongis a strengthener, brahma vardkanam *
(49.1) and the poetic art is traditional, for the songs are composed
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like those of the fathers, °vasisthasah pitrvad vacam akrata,
(66.14). A great hymn is seven-headed, born of Truth, discovered
by the father and given expression to by the son, ‘imam dhiyam
saptaitsnim pitd na rtaprajatam brhatim avindat, turiyam svid
janayat visvajanyo ayasya uktham indraya $arisan, * (67.1). Divo
Duhita, the poetic Muse, is along with Night and Dawn, described
to be ¢ susilpe® (70.6 ) skilful. ‘The gods created the hymns first
and then the rest, i. e. Agni and the Havi. ‘suktavakam
prathamam adidagnim ..(88.8). Renu Visvamitra thinks his
song to be holy, incessant, matchless, new and his songs flow in
an unceasing manner like water from the depth of the ocean
¢ samanam asmi anap.wrdarca ksmaya divo asamam brahma
navyam’ and indraya giro anifitasarga apah prerayam sagarasya
budhnat’ ( 89.3,4). The ancient poets are referred to in ‘tvam
porva rsayah girbhih ayan’ (98.9). Here is now a realization that
the songs are not for the various divinities, for the divinity is only
one and to be realized by a pure mind ‘pakena manasi’ and it is the
poets who shape this One into many forms through their songs,”
¢tam pakena manasz apayam’ and ‘suparnpam viprah kavayo
vacobhih ekam santam bahudha kalpayanti.® (1!14.4.5). Itis the
rik and the saman that make the car of the sacrifice move onward,
¢ kavayo manlsa rksimabhyam pra ratham vartayanti.’ The songs
are a thousandfold, in fact, as many and vast as the heaven and
the earth and these songs are the complete manifestation of the
Specch, * sahasradha paficadasani uktha yavad dyavaprthvi tavadit
..yavad brahma tavati vak* (114.7). The wise poct knows the
application of the metre and the full and proper use of speech.
¢ kah chandasam yogam a veda dhirah ko dhisnyam prati vacam
papdda * ( 1£4.9 ). Under the influence of Soma and the inspiration
therefrom, the poet Aindra Lava has produced the song by
his heart as the carpenter fashions the seat in a car, ‘aham
tasteva vandhuram paryacami hrdd matim* (119.5) and to him
the relation between the song and a poct is that between the
cow and the calf, ‘upa ma matirasthita vasrd putmmn.’: priyam*
(119.4). The songs are mwgorntmg, ¢ girak Svatryd® (160.2).
The Patariiga in songs 177 and 189 is the human soul and the Sun
as well, and the speech is brought into a special relation with these
two in *\ak patarigiya dhiyate™ (189.3).  This Patariga js
decorated with the magic might of Asura and is seen by the wise
with their spirit and mind. The poets, the wisc desire to diye
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constantly use with reference to poetry, is also used in the context
of metaphysical inquiries as in ¢ kim svid vanam ka u sa vrksa 2sa
yato dyavaprthivi nistataksuh * (81,4 ). 1It, therefore, should not
be too difficult for us to understand hew speech came to be
regarded such a sacred entity with great granduer, Here is a
definite realization that language achieves its purpose in the service
of the sacred divinities and that it could not be put to any better
use, this being its one and most sublime purpose. .

Such a position is the outcome of a long process of
development of thought and practice of poetry, that is to be
witnessed through the four layers of the Rgveda, from the ‘pratna*
to the “nutna’, from the ancient to the modern poets and their

. creations. These poets have understood the phenomenon of Speech,
its supreme purpose, the processess of literary creations, have
created the concept of Vak, the personification of speech and have
brought it into relation with Sarasvati and have in Divo Duhita
and Saryasya Duhita created an image of their Muse. They speak ¢
of poetry born on the lap of a mountain and by the side of a ,
confluence of the rivers; of poetry that proceeds from the chambers *
of Truth, rtasadana, and of poetry that rises along with the beating
of the battle drums and lastly of poetry that proceeds from the *
heart and mind of man. When all this is taken into consideration,
it becomes clear as to how the Rgvedic poets ate primarily pocts
and not priests as many would like to take tHefi 70 be. According
to them, a song is both inspired by a divinity and fashioned out by
the poet. The ¢ barhanz gik * appears to be the magic word, while
by ‘purdci’ is to be understood as a significant speech having deeper
and manysided meaning. ¢ Vipah sacya” perhaps refers to the
dexterity of the tongue and the father of the speech is the teacher,
The Rgvedic poets, thus, are seen to bring man’s speech into
contact with the divinely Real and the songs or poetry form the
devotional homage to or an intellectual effort at understanding this
Saprene Realivg., Moy bedal te immadiate paipess of teteria
gains are present in their minds, but that does not materially
detract the value of their thoughts about poetry in general. They
appear to recognise three elements in art, the tradition, the inspjra.
tion and the craft. Repetition, with which we are concerned here
is a part of the craft of these poets and therefore is delif)erat:ly
resorted to. It could be said without any exaggeration that when
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the Revedic pocts sperk of *vidvapedas * and + ducipedas 2 4 dhd
they appear fo hase sery neatly caupht the true element of preat
pottry. Similasly even though they speak of eraft in art of postry
comparing it $o the craft of a campenter, or of n weaver, jet when
they sdd * hpd2 mannd tattam * they are speaking of poctry proper
and not of verses merely, The repetiton, then, that is to be found
in the Rgveda is to be understood against this background of the
concept of true poetry and of eraft in poetry,
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deration, the historical and text-critical point of view, and this
has received a very thorough treatment at the scholarly and
mature hands of BLOOMFIELD; for whenever he has noted
a repetition of any sort, he has made an attempt to offer his
view regarding the inferior and the superior text, to find out
the original and its secondary imitation, thatis, to find out
the chronologically earlier and the later text. As a result,
BLOOMFIELD’s monumental work has an immense value from
the point of view of the study of the history of the text of
the Rgveda. Here, however, the main interest is the study of
the thought aspects of this Rgvedic poetry and its repetitions as
well as the tracing of the formation of the poetic diction, imagery
and methods. BLOOMFIELD and GONDA have offered some
comments that are also useful for such a study and my dcbt to
both these scholars is i and is lly ack
BLOOMFIELD has presented all the relevant material in a very
well classified form and in what follows is also to be undertaken a
discussion of sorae of the repetitions noted by him, as alsoa
discussion of some aspects that have impressed me.

The classification that BLOOMFIELD has proposed in his
study of the repetitions is very useful and therefore deserves
notice. ,He has divided the Rgvedic repetitions into ten patterns,
and these are as under :—

1. Repetition of groups of stanzas,
2. Repetition of single and unchanged stanza, as refrains
at the end of hymns.
3. Repetition of a single stanza ina hymn and notasa
refrain.
. Repetition of substantially identical stanzas with slight
changes.
. Repetition of similar stanzas.
. Repetition of unchanged distichs.
. Repctition of changed distichs.
. Repetition of single padas with an added word or
words.
. 9. Repetition of two or more unconnected padas in the
same pair of hymss or adjacent hymns,

10, Repetition in a stanza of four, three or two padas in

different places.

»
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This is a very good classification no doubt, but it will be
seen that this classification takes into consideration primarily the
structure, the pada, the distich and the stanza where the repetition
occurs gnd therefore one would be justified in describing this
classification as the ¢structural classification * of the Rgvedic repeti-
tions. Another way and one more suited to the present inquiry
can be proposed, a classification that takes into consideration the
syntax and therefore to be described as the *syntactic classifica-
tion” where instead of the pida or the distich, the point of interest
and importance is the idea, the poetic idea and the effect that
is secured through the repetition. The syntactical arrangement is
but a direct reflection of the idea sought to be expressed, hence its
very great importance in the study or analysis of a composition,
whether a sentence or a line in poetry. The repetition of a pair of
an adjective and a noun, of an éntire sentence with some significant
idea, or of an arrangemeht deliberately resorted to in the place-
ment of words, and this imitated, are really very important from
the point of view of our present inquiry. In other words, the
syntax or the syntactial position of a word or of a group of words,
and their aesthetic value and not merely the length of the phrase
where the repetition occurs, will be our guiding principle for the
classification of these repetitions. This classification will naturally
cut through and across the classification proposed by BLOOM-
FIELD, for it is quite possible for a poet to achieve his desired
effect in two words, in a line or @ half of the line ot in a complete
stanza, An idea significantly connected with a god, an exploit
significantly described, an idea important from the point of view
of cosmology and philosophy stated in some characteristic manner

and with distinction, all these have attracted the attention of the
Rgvedic poets, and therefore will attract our attention here; for
repetition results when a minor poet, always in search for
significant phraseology goes to the superior poets for inspiration
and imitation. This classification and 2 study along those
tines, it is hoped, will enable us to understand the various devices
through which the Rgvedic poets did achieve their efiects, the
precise manner in which they thought of their deities, and also
their motives in their repetitions and thus perhaps will enable us
to have an interesting peep into the working of their poetic ming

when in the act of creati.on. This will shed some light on the’
poetic art of the Rgvedic times, its practice and developrent,
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This discussion of the structure and the nafure of the
Regvedic repetitions, naturally leads us to the discussion of the |
themes of these repetitions. Here too, BLOOMFIELD offers us
great help, for he has already given us a list of the themes of these
repetitions in a classified form. (Ch. IV. pp. 57{-633). The
themes of these repetitions, according to BLOOMFIELD, cover
practically the entire range of the Vedic thought and expression.
Statements about the deities, broader and general cosmic activities
of the gods, the relations between the pious sacrificer and the gods,
the prayers and requests addressed to the gods; the solemn declara~
tions of piety and the account of the favours shown to the poet by
the gods, all these have become of the nature of set formulae. To
these is to be added the set imagery that appears in the various
songs and in the different figures of speech like the simile, metaphor
and the like repeatedly used by the Rgvedic poet. Invitations to
the gods to the different rituals have naturally become set in their
phraseology. The vatious themes catalogued by BLOOMFIELD
could be reclassified in three broad divisions as the religious, the

], hical and the ritualisti it The pts of gods
and the ideas of the relationship between the deity and the devotee
and the methods of winning the favours of the desired deity would,
to my mind, come under the category of religious repetitions, for
it is these facts that really constitute the Rgvedic religion, at any
rate the very basic facts of the same. Ideas repeated with reference
to the gods mainly tending towards the merging of the delties into
one another and those relating to the first cause of the universe
would come under the second category of the philosophical
repetitions. The third category of the ritualistic repetitions would
consist of all the itil d with the ritualisti it
like the pressing of the Soma, invitations to the drinking of the
Soma znd so on, frankly those which have an obvious refation to
the Somapiti, Sadhamada or the Adhvara. It will also be our
endeavour to find out whether in all these repetitions, the aesthetic -
or the poetical considerations are present or not. The classification
that is here proposed for the themes of repetitions is such that it
includes all the ten patterns of repetitions noted by BLOOMFIELD
fot it is quite possible that we have all these varieties of rcpeliliom’
in (the religious, phil ical and ritualisti itions. The
structure and.thc syntax are but the reflection in language of the

idea in the mind that secks to find an adequate and snitable expre-
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ssion.  As such, repetition would be a part of the craft of the poet
seeking to express himself. 'b\’l\ \_‘

It has already been shown that the Rgvedic posts had:®
realized the importance of inspiration, reflection and tradition and
also of craft in literary productions. Poctry, the song, was a
carefully produced product in which the heart, mind and skill all
played an important part. To them, language in poetry is?
¢ visvapesas and sucipesas’; pure and holy on account of being !
sifted by the mind, as if through a seive, ‘saktum iva titauna :
punank manasa vacam akrata.’ (X. 71.2). The words in poetry !
are chosen, and chosen deliberately, for here, the aim is to produce
something that is to touch the heart of the listener,  hedisprs o
If inspiration and reflection give the content, the mental form of a ¢
song, the craft gives its physical form, and thus only a song that !
is “ pesas *. beautiful in mental form, has got to be fashiozed out,

¢ taksa’, as if it were a product of a craft like a fine cloth or a
“beautiful car. 1t Is this excellence that is aimed at in the physical
form that gives rise to rhetoric as such; and the beauty of thought
and the inherent compelling necessity of finding out an adequately
beautiful or proper expression for the thought conceived and the
effect aimed at, give the rhetoric its rich significance. The different
figures of speech, of sense and of words, are the result of this
perfect marriage of the two forms, the mental and the physical, of
a poetical composition and of the harmony expected to be between
them. In a critical consideration of the Rgvedic repetitions we are
therefore, primarily concerned with this aspect of the Rgvedic craft
and with the importance that these Repetitions have in that crafy,
Repetition in the Rgveda is deliberate, being a part of their craft,
and also patural, being a very natural aspect of language that is
used by the early people in the service of religion, magic and poetry.
Later classical rhetoric never paid any proper attention to this
Rgvedic device, for it held that Repetition, * punarukti® wis
fault, while similarity bordering on and appearing as Tepetition,
¢ punaruktavadabhasa * was admissible.  But a critical study of the
Epics and Classical literature as well as that of the Prakrit fiterature
would easily show how Repetition in a larger sense is natyra) to
poctry and therefore difficult to avoid. Dexterously used, jt js 5
delicate device,  sukumiram praharaam * of & poct and a varjery
of effects could be achieved through it by a clever artise, The
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Ravedic poet used this device in all its varieties, from the point of
view of structure and also from the point of view of artistic effects.
Though it is perfectly possible that neither of the views, that of
BLOOMFIELD that * repetition is a rhetorical device * or that of
OLBRECHTS that it is merely of *aesthetic or mnemonic
importance* represents the whole truth by itself, it is more
than likely that the truth is that a repetition is both these as
well as something more. For repetition is natural to man
and to a poet. Resting places, stepping stones, emphatic
resumption as well as assertion, assonance, so many are the
varied objects of repetition. Repetition, further, is used in
an effort to link together the chain of the thoughts, as can be
illustrated from the catenary repetitions in the Rgveda that
extend not only to words, but to half stanzas and even to larger
parts of a composition. * A repetition due to magic is to be seen in
X.162 “ amiva yaste garbham durnim3 yonimasaye { 1b) and * yaste
garbham amiva durnama yonimadaye > ( 2a) and the repetition for
2 refrain is scen in * tamito nadayamasi® (3,4, 5,6,d). Emphasis
is perhaps the reason for the repetition in IX. 67, 31, 32 of the
identical ¢yah p i i rsibhih T rasam*.
Emotion and emphasis appear to be the reason for the repetition
in *viduste tasya karavah' and ¢viduste tasya medhirah’ in
1. 11, 6, 7, as well as in *ya jagrvirvidathe $asyamana® in 1. 39.
1, 2; 2 pavasva madi sa pavasva i *in IX.50.
4, 5. and these no doubt ensure a sort of continuity. A more
subtle consideration of a poet would be the display of his skill and
the production of a particular effect. The word is placed ina
particular position or Jinked to another phrase ina particular
manner to produce this desired effect. The Rgvedic poets have
indulged in all sorts of games with the words, with their positions
and combinations, and hence the concept of the * Wortspiel* of
the poets which GELDNER has stressed and also the view of
BLOOMFIELD that this game with words is a rhetorical device
for the Rgvedic poets. In this connection attention may be drawn
10 X. 80, an Agni Soktz of the poet Saucika Agni, otherwise
named Sapticvijasibhara.  In this hymn of seven verses and
thereforc of 28 padas, all the 28 p3das begin with the word Agni,
or its different case-forms Yike «agneh, agnim and agnaye ', \Vu;
the po.ct Saucika calted ‘Agni® because of this word«play? In
a similar marner one could study L34, an Advin hymn of
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Hiranyastupa Angirasa, for the effects he has tried to achieve
through a deliberate use of the word “tri * and also of the number
three denoted by it. It may be that the magical importance of the
figure three, like that of seven, is responsible for this word-play,
but the other reasons, of a mythological and factual nature, are
also equally striking motives present in the poet’s mind, Thus, the
two Asvins with Surya, their bride, .make up a team of three; the
car is triple with three wheels and finally the pressings of the Soma
in a day are three and the gods also are thrice-eleven. In a song
of 12 verses and of 48 padas, the word three occurs 35 times and
this should explain how the poet is not simply mechanicaily
repeating a word, but is trying to develop an idea that has
particularly struck him. Attention can also be drawn to Kutsa
Angirasa, a good reflective poet as his songs to Usas indicate,
who also indulges in this repetition as a word-play, a deliberate
word-play. He has been responsible for as many as fifteen songs,
1. 101-115, and it is not that in each of thesc songs he tries his
hand at repetitions. In his Asvin hymn (112) he has a refrain
¢tabhih u su ctibhih advina gatam’ repeated in 23 out of 2§
verses. In order to secure agreement with this “tabhih’ in
the refrain, he opens all his lines with *yabhih® and with
this one stroke secures a sort of balance and emphasis, for we
have * yabhih® at the beginning of the verse and its corresponding
¢tabhih” at the end. Secondly * yabhik® shows emphasis and in
a way some eulogy also of the powers of the Asvins having the
sense, ‘those celebrated powers and protections of yours with
which’. This idea of the emphasis would be obvious from the
fact that in verse 16 he is seen opening all the three padas with
“yibhih’. A bailad-like repetition in a narration with a good
deal of emotion, regard and emphasis would be the proper
description of the repetitions here. In his another song ( 106) he
attempts to construct a song over & refrain * ratham na durgat
vasavah sudanavah viSvasmanno amhaso nispipartana * which he
repeats as the second line in each of the six verses in the hymn,
the seventh and the last verse having his conventional refrain. In
his song 105 he revels in the repetition of ¢ vittam me asya rodas
in 18 verses out of 19, the entire song being composed in this
manner.  Sdyana’s understanding of the refrain  vittam me asya
rodasi® as *be aware of this my affliction® or the rendering
, mark, this my woe, ye Earth and Heaven * by GRIFF[‘;'", brings
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assertion ‘aham brahmasmi’.and such an expression is perfectly
natural whea the ego, conscious of its supreme existence and
greatness, expresses its self-realization. If self-realization would
express itself in ¢ aham*, supplication and requests for protection,
divine grace and for worldly benefits would naturally expect ¢ asme,
asmabhyam and asmakam’. So we find IV. 22.8-10; IV.31. 10-15
replete with these forms. Thus we have repetitions of the names
of the deities addressed, of the names of the poets composing, of
the personal pronoun *sa’ to indicate the person whose experience
is being described or the person who desires the bensfits or the one
who prays. This discussion would bring us to a discussion of the
repetitions of words and clauses at the end, the refrains. In this
case also, it is but natural that convictions about the greatness of
the deity praised, the ear behind the to the deities
for accepting the offering made, the urgency behind the requests
for the benefits to the poets themselves and to their families, the
great warmth behind the request for listening to the song of the
poet and the intensity behind the desire of the magician for the
desired effect, all these would urge the poet to resort to repetition.
Thus viewed, the refrains € visvasmat indra uttarah’ (X. 86)*sa
janasa indrah® (11.12), ‘sujate asvasinrte’ (V.79), ¢mahat
devanim asuratvam ekam’ (II.55) assert with emphasis the
greatness of the deities addressed; *ayahi agne atrivat sute rane’
(V. 51), ¢ subham yatamanu ratha avrtsata” { V.55), “ni barhisi
sadatam somapltaye (V.72), *ayam sa soma indra te sutah piba’
(VL43), “madhval somasya pitaye” ( VIIL8S), *piba somasya
vajrivalt * ( VI 37) are sincere requests for accepting the drinks
prepared and offered; further, the refrains, ‘isam stotrbhya 3
bhar2’ (V§6), *‘athemasmabhyam randhaya’ (VL53, 5-7),
¢ durita tarema (VL. 2.11) are prayers for prosperity; a prayer
for a long Iife would either take the form of a request for grammg
the sight of the rising suns, *pasy nu sgryam am *
(VL.52.5) or of arequest for the lease of many years, ‘jivema
daradal satam’ ( VIT. 66.16 }. The family refrains are nothing but
prayers for glory for the larger units as in ¢ vayam syama patayo
rayinim, brhad vadema vidathe suvirah, yoyam pata svastibhif
sada nah’. Cases are not wanting where a song has its own
internal refrain and is finaily rounded off by the family refrain
of by the poet’s own conventional refrain, or there is 2
new refrain fer every three verses, Requests for lending
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an ear to the song sung take the form of *madhvi mama
$rutam havam’® {V.75). The magical refrains, for effects
intensly wished for, are to be seen in ‘mano jagima
darakam, tat a  vartayamasi, iha ksayaya jlvase® (X.58),
¢ sastu mata sastu pita® (VIL55). A remarkable refrain would
be “ kasmai devaya havisd vidhema* (X.121 ) reflecting the doubt
that harasses the poet upsetting his devotion for a while. Such
) logy with a questi kbecomesa istic one of the
pocts who express their doubts about philosophical, metaphysical
and theological matters, of the poets whose songs reflect the
questions and doubts of the times and mark the beginning of real
philosophical thought and inquiry. Viewed in this light, it would
appear that these repetitions are not merely mechanical repetitions,
but there are different human motives behind each of these
varieties, It is the awakened ego, the suppliant soul, the earnest
fonging deep conviction, religious or devotional fervour, the
magician's devout wish or the poet’s sincere longing for o hearing
that are responsible for this peculiar style of these ancient Rgvedic
poets. More than often it is the sincere conviction and desire for
that are ible for this ition of a word or of
a clause in a verse, Thus a poct who is convinced of the greatness
of ¢Rta’ naturally tries to state it in as emphatic a manner as is
possible for him, by repeating the word at the beginning of each
pada in IV. 3.9-12 and also in TV. 23.8-10. A poet who is very
carnestly seeking protection from a deity, very naturally begins all
the four padas with the word * pahi® in VIIL, 60.9. A poet who®
wants to emphasize the fact of his knowledge begins all the four
padas in X.45.2, with the word *vidma® refiecting his pride and
boasting of his achievement, just as in a verse addressed to Indra
in 1V.25.8. a poet would begin all the padas with the word Indra,
A similar ingenuity would be shown in the matter of the refrains
and a reference could be made to VIIN.35. where there is a refrain
for every three verses, so also in VIIL 12.25-30. From all these
facts it should be clear to us now that in the matter of these
repetitions of single words and the refrains, the motives are more
psychological and poctical than mere mechanical or technical as
would be the case in what may be called ¢ conventional repeti-
\"m'.\s_' - This wouhd niso wuphain the reason why the Regveda gives
the ion of peating itsell even in a song jtself,
not to speak of the great mass of repetitions, where different poets
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imitate each other, the very mass so assidionsly collected by
BLOOMFIELD. ‘These repetitions therefore, are natural to these
Revedic poets, as these are to the later classical poets, and these
repetitions therefore deserve to be regarded as a part of their
poetical technique.

Yet by another very clever device the Rgvedic poets’ secure
the effects of assonance and the like through the repetitions of two
words which appear to be inevitably related, one of the two so
naturally suggested by the other, almost forming a binary, to use,
the celebrated vaisesika phrase. Here also we do not have a.
mere repetition, for many are the effects achieved through such
phrases. In combinations, where the same word is repeated like
¢ padepade, grhegrhe, visevise, divedive and so on, the Rgvedic
poets have established an usage, almost in the later classical style,
with a view to bringing out the meaning of, * cach and every’ and
of * totality * as well. Alliteration, music, eloquence, association,
poetical effect and contrast are some of the effects achieved
through these repetitions. In the combinations just now referred to,
of the type ‘damedame’ the word is repeated, glued to itself, but
then a word might be repeated in a verse, 2 number of times, as it
denotes some significant idea. For instance, the word Visa conveys
a very significant idea with reference to Indra, and so we find poets
often playing with this word in their compositions. Thus in
11.16.4-6, there is a deliberate play on the words “ Vrsa, Vrsabha
and Vrsana® all these together occuring 17 times in 12 padas;
again, in VIIL33.10-12, the word * Vrsa® occurs 13 times with the
forms, < vpsajoti and Vesana’, also in X.66.6~7 the words ¢ Vsa
and Vsana® occur 11 times in 8 padas and in VL44.19-21, in 12~
padas the word ©vrsa® occurs 16 times along with the words
* Vysapa, Vrsaratha and Vrsaraémi’.  This certainly is not a mere
idle play or toying with the word * Vysa’, but it centres in and
moves around the concept of the superior strength of the god, the
very escence of the Rgvedic Indra as well as the lurking idea of

¢ wish-fulfilling > ability, as it appears later in ¢ Vrsalt hi bhagavan
dharmah’, Vpsa being explained as kamanam varsanat vrsah’.
Another instance that.could be cited here is that with reference to
the Advins. The Asvins are vitally connected with ¢ madhu’, The
very epithet * Madhvi® as occuring in the refrain ¢ madhvi mama
$tutam havam’ in V.75. would cleatly indicate such a relation and
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therefore the repetition of the word * madhu’ in a song addressed
to the Advins is only to be expected and so we have in 1V.45.3-5.
the word * madhu * with its kindred * madhumanta and madhupa’
used  times in 12 padas. On the other hand, when the poets want
to emphasize the holy nature and purity of their gods and of their
own songs, it is matural for them to use words like ¢ suci? or
«$uddha’. It is hence that we find in VILS.12. the word *suci”
used 6 times in 3 padas where the poet emphasizes the purity of
the offering, the purity of his invocation, the purity of the Maruts,
the purity of the sacrifice and finally the purity of the fire. Similarly
in VIIL95.7-9. the word ‘Suddha’ is repeated 13 times in 12 padas
in order to emphasize the purity of the Siman, the songs, Indra,
his protections, blessings and wealth. Another variety of such
a repetition to emphasize an aspect is the device of repeating in 2
compound the word denoting this aspect while changing the other
‘member of the compound; thus this device keeps up an appearance
of a change in the words, though in esseace it is a repetition.' In
X.B1, a song addressed to Visvakarma, it is but natural that the
universal, ¢ vifva®, aspect of the divinity should be emphasized
upon and so we find the word * visva * repeated 12 times as * vidva,
then visvatah with caksu, mukha, bahu, pat, karma; or again in
an Agni song the lustre; ¢ varcah, ' is emphasized in words like
p h, Suk b b X.140; and this is
only to be-expected. The same is the reason for the words,
¢ ptavana rtajata rtavedhah® for the Adityas in VIL66.13.A poctic
metaphor also would be responsible for such a repetition as is to be
seen in V1.70.4. and 5 where in the song the fertilizing rains are
looked upon as * ghrta and madhu* as the very opening phrases
¢ ghrtavati and madhudughe® with reference to the dual deity
Dyavaprthivi would indicate. It is therefore that in 4 where the
idea of * ghrta® prevails, the phrases *ghrtasriya, ghrtaprea and
ghrtavrdha® appear, while in 5 where the idea of *madhu’ is
loped, the phrases y are ¢ madhus: dhud
dh *, Such repetiti ) 1 arises, it is clear,
on account ofan inner conception and results in emphasis,
altiteration, music and poetical quality. In the case of the deity
Savitr, the word *hiranya’ would naturally be favoured by the
poets in describing the god that showers gold on the universe, We
may, therefc with justification say that the ph logy of the
Rgvedic poets is, as we have seen in the instances cited, primarily
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controlled as well as inspired by some fundamental, basic
mythological pts, psychological motives and poetical effects.

A reference was made to the ¢verbal binaries’ of the
Rgvedic poets. In such phrases, that often include more than
two words also, the words arc repeated but in different cases so
that they appear like the same word repeated and construed with
itself in a different case. It is again seen that thesc phrases
include all the possible varieties, that is, two nouns, a noun and
an adjective, 2 noun and a verb, two adjectives and so on, To
mention a few, for the sake of illustration, we can note the follow-
ing expressions in the different books given again according to
the different chronological stratas of the Rgveda as outlined
earlier: thus in Book Il. we have *pita pitrbhyah ( 5.1)," sucind
sucih (5.4), girbhih girvanasam, dravinasyum  dravipodah,
saparyema saparyavah (6.3) vardhayanti vasayavah (11.1)
amanusamyanmanuso ( 1110 ) mandantn mandioab { 1111 )
devo devan (12.1) satyd satyasya ( 15.1) Sucim sucayah (35.3)
yuvatayah yuvanam (35.4); in Beek I11L we have * mahan mahibhih
( 1.18) sakha sakhin (4.1) jato jayate (8.5) sakheva sakhye
pitareva sadhuh ( 18.1); in Book IV. we have devo devesu (2.1)
pitrtamah pitypam (17.17) $acya <acisthah (20.9 ) vapuse vapamsi
(23.9) sakhyam sakhibhyah (23.5) trAtd trayatam (44.7); in
Book V. we get marjalyah- mrjyate (1.8 ) girbhih grnantah (8.4)
Lavitamam kaviadm (42.3 ) maghaih maghoni(79.4 ) in Book
VI, we have tokaya tanaydya (1.12) vana vananti {6.3) havyzh
havante ( 21.1 ) purah puroha sakhibhih sakhiyan, kavibhik kavih
{32 3) grnanti girvanasam ( 34.3 ) tokasya tanayasya ( 44.18); in
Book VII. we get *bharati bharatibhih, sarasvati hib
(2.8) rudram rudrebhih (10.4) daksam dadhati (32.12) pita
putrebhyah (32.26 ) savitd suvati (40.1) rbhuh {bhubhih vibhvo
vibhubhih $avasa saviisi (48.2) tanayam tokam (5620) toke
tanaye (67.6) satyd satyebhih (75.7) mahat mahadbhib devi
devebhih yajata yajatraih; (75.7) tokasya tanayasya (82.9) .
suhavd havamahe (82.4) dhisd dhivanto (83.8) jatojato jayate
(90.2): in Book VHL we have giyatram giyaminam (2.14)
facivab dacibhih (205) mahdn mahibhih (2.32) maghaih
maghonah ( 24.2) vrsnya vesan, favistha savash (70.6 ) vasasanam
vastjuvam (99.8). We leave Book IX. for a discussion at a
later stage but suffice it to say that it also has many such typical
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formations, In Book I. we get ‘devo devebhitt (1.5)daksam
dadhate (2.9) wajcsu vajinam ( 4.8 } ugra ugrabhih ( 7.4) mandim
mandine (9.2) girbhih groanta (9.9) glyanti gayatrizah ( 10.1)
rathitamam rathinam (11.1) agnind agnihy (12.6) somapa
somapitaye ( 21.3) apade pada ( 24.8 ) sakha sakhye (26.3) devo
devanam (31.1) devo devesu (31.9) tokasya tamaye (31.12)
hayate haviy (34.10, 36.6) bhahi bhanuni (48.9) $ukrepa focisa
(48.14) sakha sakhibhyah (53.2) rayipati rayinam ( 60.4) daduse
dadasyan ( 61.11 ) sakh3 sakhibhyah ( 75.4 ) kavibhih kavih ( 76.5)
vidhyata vidyuta { 86.9 ) gthata guhyam ( 86 10 ) daksaih sudaksah
(51.2) vid vis bhavah (91.2)
tokam ca tanayam ca (92 |3) sidhaya dhl)nh 94.3) devo devanam
vasu vastnam (94.13) vrsa vrsabhih sakhibhih sakhi rgmibhih
rgml (100.4) tokasya tanayasya  100,11) trata trayatam (106.7)
jamim ajamim ( 111.3) tokaya una)ayn (114.6) svadoh svadiyah
{ 114.6) vanuyama vanusyatah ( 132.1 ) bhadra bhadrasya ( 132.2)
mandantu mandinah (134.2) deva devaya ( 135.1) devo devesu
(136.4) pirbhib girvanasah { 139.6 ) marto martam (147.5) \akem
vakam ( 164.24) dasra damsisthah rathya rathitama (182.2);
Book X. we have ‘bhadro bhadraya { 3.3 ) yajfiiyo yajatu yajfiiyan
(11.1) de\x de\:m yajata yajatra ( 11.8 ) maghaih maghava (23.2)
sampate ¢acinam ( 23.2) Sucdyasca Sucasya ca (26.6) $amibhih
sufami ( 28.12) vyathiravyathib { 31.10) vapuso vapustaram (32.3)
tapani tapayisnavah ( 34.7) ugram ugrasah ( 44.3 ) rudram rudresu
rudriyam { 64.8) dyuman dyumatsu, didayo devayatsu (69.7)
posamaste pupsvan, gAyatram giyati, mAtram vimimita (71.11)
divita divitmata (76.6) mahato mahitvam, amartasya martyasu
(79.1) vicetih sa pracetah (79.4) dhata vidhata (82.2) vasi
vaam (84.30) dame damond, vibhuh vibhava susakha sakhiyate
(9L.1) trdila atdilasah (94.1) sakhyebhil sakhyani (113.9).
and so on.

This survey should reveal 10 us the method of the Rgvedic
pocts in their repetitions. That all these phrases have been delibe-
rately so formed should be beyond doubt. Etymology, cause and
effect relation, noun and its significant adjective, excellence, noun
and its homophomc verb, close and intense relation, totality and

dity are the ideas d to s through these formations
of which repetition is the essence. Yet another method of the
Rgvedic poets of securing these and similar effects is of forming




THE RGVEDIC REPETITIONS IN DICTION AND IMAGERY 61

words and compounds with one member or part, that is of greater ',
importance or denotes an aspect to be emphasized, constant, the
other being ¢k d as the ion wonld d d. Thus for
example, the word “Socisam’ is seen used as *citrasocisam’
(V.17.2) dirghayudocisam ( V.18.3) pavakadocisam (V.22.1)
sresthasocisam ( VIIL19.4) and “ajasrepa Socisa ( VI.48.3). To
give another instance, we get © visvajite dhanajite svarjite satrajite
nrjite urvarajite and asvdjite gojite abjite® in IL21.1. where the idea
obviously is to emphasize the fact of Indra being the Lord of all
the things mentioned by the poet. Similar formations with the
word *tuvi’ can be mentioned as ¢ tuvidyumna, tuviradhas, tuvi-
karmi, idesna, tuvimagh i a, tuvigarbha, tuvismin,
tuvimanyu, tuvijata and tuvinrmoa (IV.21.2; VI.22.5; VII[.81.2;
VIL58.1,2; VIL66.1; VI3L5). In a similar way can be collected
formations with the words * pury, citra and madhu, vaja and Soma’.
With this device the Rgvedic poets could maintain familiarity,
assonance and homophony in their poetical diction, Yet another
method of securing these effects is that of alliteration based on the
repetition of a syllable or on the repetition of a part of a word
extending over line or running into two padas and so on. Often
such a repetition serves as a link for a transition into the next verse
that follows, as could be seen in L1, where 20 d * janmanjanman
pihito jatavedah * is repeated for 21 a and thus the two succeeding
verses are closely related. Another case is X.6.1 and 2 where
¢bhanubhih paryeti parivito vibhava’ and ‘yo bhanu vibhivay
vibhati, are obviously counected ; or again in X.16.1 and 2 we have
the link in * yada srutam krpavah jatavedah’ and cdrutam yada
karasi jatavedah®, Yet another example is X.103.1,2 and 3 where
the words * sarhkrandanah animisa ” in 1 are repeated as * sathkran-
danena animisena’ and ‘isuhastena® and these words again in
their turn are-repeated in 3 as *sa fsuhastail®. The pronouns
*yasya, yah, sah® also are to be regarded as the links between the
various ideas, for through these words so many clauses are often
linked together, In & similar manner the words which are repeated,
like < hari, madhu, vrsa, aham’ also serve the same purpose. In
this manner the repetition of a word or of words or of pronouns
is used to indicatc a continuous development of an idea and the
transition of the same into other portions. The cases of * concate.
nation® noted by BLOOMFIELD and GONDA would mostly
come under this very category.
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From this repetition of words we come to the repetition
of syllable. The phenomenon of alliteration §s a striking
feature of the style of the Rgvedic poets and this effect is
secured by repeating in juxtaposition one or two syllables
or words having similar sounds. We may note here a few
examples just to get an idea of a feature that was to become
a prominent characteristic of the style of the Epic and Classical
Sanskrit and also of the Prakrit poets. Thus in 11, 25.2
¢ virebhih viran vanavad vanusyatah® 1IL4.1. ¢sammitasamit
sumand bodhyasme sSucaSucd sumatim® IV.51.8. *samani
purastat samanatah samana; IV.11.6. < are asmadamatimare amha
are’; 1V.254. *nare narydya nrtamiya nraam’; V.12, *vaco
vandaru vrsabhaya vrspe’; V.8.7. ‘sumnayavah susamidha
samidhire*; V.12.5, Sivasah santo asiva abh@van V.48.2" apo
apacxrapara apejate*; VL. 6 2. * pavakah purulamnh pumm pxlhﬂnl
VIL6.7.  sa citra citram
and again candram..candra candrabhih’; VLISA. ¢sahah sahi
stha, turatah turasya, ugram \lgt:xsya, iavas:xh taviyah ‘aradhrasya

d h'; VI24.4. d ;s VL34.2.
¢ puruhato yah purugorta. pumpmsnstah * VL48.16. 'ngha aryo
aratayah’; VII36.6. ¢sarasvati saptathi sindhumata®; VIL10.3.
Susamdréam supratikam svaficam *; VIL67.5. daktam Sacipati
$acibhih’; VIL67.6. and84.5. *toke tanaye totujanah®; VIL.73.1,
« purudadisa purutama puraja’; VHL215, * Siksa $acivah $acibhih
VIIL19.12. < Vaso vividuso vacah’; YIIIJO.G. * VIsma vysan vidva
$avistha $avasd’; VIIL22.18. * vamayine vajinivasu visya vim2ni’;
VIIL48.15. ¢ p.’.lhl pascﬁt uta \n purasmt *; VIIL8L.2, * tuviktrmim
i T VIII 102.1. dadhasi deva
das'ug:'; XIALL ¢ visd visne duduhe dohasy divah and aditeh
adabhyah yajniyo yajatu yajfiiyan '; X.14.7. ¢ prehi prehi pathibhih
parvyebhih. .pCrve pitarah pareyuh ’; X.22 8. akarma..amantuh
anyavratah amanusah’; X,29.0.2 ‘nrpam naryo nnnmah nrtau
syma nitamasya arnam °; X412 hi ma Sisayam tva $roomi %
X.40.1, ‘ubh‘am uscvxsc vaston':lstonnhnm:mam X.43.3. ‘vn)o
dhanti mah®; X471, < \asupate
vasonam " X.45.8. apnih amto abhavat ; X.64.8. rudram rudresu
rudriyam*;  64.9. sarasvati sarayuh; smdhuh' X.65.6. *dafuse
devebhyh da‘at, X.65.8. pariksita pitara porvajavari *; N.71.10.
. sabh:\snhcm_fakhy.’l snkhé)nh' X.85.26. “ grhan gacea gﬂmp;m,,
vadini tvam 1% K.87.5. « hishsrddanib harask hanty'
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X.94.11, “trdila atrdilasah adrayah aSramana aérthita amrtyavah,
andtura ajardh avispavah atrsita atpsnajah’; X,120.4. < mademade
anumadanti viprah X.122.2. ‘vaco viSvani vidvan vayupani’;
X.130.7. <sahastomah sahacchandasah sahaprama; I1.54.2. Cvrsy
visatva vesabhah’; 156.2. *samudram na sathearane sanisyavah
and so on. I have tried to collect constructions that strike even
acasual reader and a critical reader is bound to come. across
many more such cleyer constructions where the effect is secured
even in smaller pieces. Cases like < ahan ahim, nindanti anindrah,
savita suvati, kaya yati svadhaya, payasa pinvamand® are a part
and parcel of the poetical diction and phraseology of these poets.
It will be seen that most of these constructions use the sounds,s,
sh,r,v,p,m and n’, sounds that are connected with softness, smaath-
ness, soothing effects, light and easy movements, music and
sweetness. The repetition of these patterns so deliberately and
frequently, reveals that these poets used certain sound combina-
tions to produce certain sperific effects which they had corelated
with these sounds. Their aim was that the song should touch the
heart, hrdisprs, and every device in their craft that they used was
naturally calculated to contribute to the furtherance of that aim.
To these many repetitions are to be added the mass of repetitions
of stanzas and the lines that BLOOMFIELD has collected.

We have so far given our attention to the devices in
the poetical diction of these poets, but it would be worth our
while to sce how they repeat their imagery also. It has already
been observed that a song has two forms, the mental form
and the physical form. The verbal devices based on repetitions
which we have been considering so Tong, primarily contribute to
the decoration of the physical form, though it cannot be denied
that that they have a contribution to make to the beauty of the
mental form also, The imagery has a vital relation with the
mental form. It is the holy and beautiful thought, * Sucipedas and
vidvapesas dhi that is skilfully expressed in a well-cut and polished .
language, *suvrkta and sutasta’, purified through the seive of the
mind. The *dhi or the manma * aspect refers to the mental form
while the vrkta or the tasta aspect refers to the physical form,bot,
being sitally connected mutually. The imagery of the Rgvedic
pocts, in the first place, comes directly from their life and tends ¢4

ccome fived as their vecpsl diction does. The repetition gy |
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and therefore we find ¢ vasra arsanti payaseva dhenavah ’ (IX.77.
15 X.75.4; 1.32.2) used as an analogy for the sacrifices proceeding
to Soma, or for the floods of water pouring into a stream. But
Wwhen two rivers mingle and proceed almost vieing with each :
other, they are compaced to two spirited mares, ‘asve iva visite ;
hasamane’ and to two white cows licking their young one, ¢ gaveva !
Subhre matara rihane * (I11.33.1). A chariot running in a race was*
another impressive fact and so finds a place in the description of ;
the songs of praise rushing to and reaching Indra, *vajayanto
rathd iva* ( VIf1.3.15.) and in the context of the flowing Soma
too. (IX6717). - !

If it is remembered that we are dealing here with poets
rather than with mere ritualistic priests, then it could be easily
understood that they should naturally feel tempted to describe the ]
human feelings like those of delight, motherly love, desire that is.
intense and eternally springs up in human mind, success, power,
pre i majestic greatness, divine loveliness. A fes for
all these would naturally come from their own life and soon tend |
to become dard expressi: and it is therefore that we find |
‘ rapan gavo na yavase (V.53.16; X.25.1 ) or gavo na yavasesu 3
{L.91.13; VII1.92.12) as expressions for delight; ¢ vatsam givo na
dhenavah ( V1.45.28 ) vatsam jatam na dhenavah (1X.100.7 ) gavo
vatsam na matarah ( 1X.12.2) vatsam satiisvarih yatha ( VIIL69,
11; 1X.14.3) sami vatsam na matrbhih (1X.104.2 ) sam vatsa iva
matrbhih (1X.106.2) sam vatsaso na matrbhih ( VIIL72.14,)
vatsam na svasaresut dhenavah (I1.2.2.; VIIL.88.1) vatsam na
matarah ( VI1.45.17; VIIL95.1 }—all these used to express motherly
love and affection. When intense desite or longing is to be
expressed the expressions ¢ vadhoyuriva yosanam ( I(0.52.3; 1v.32,
6; I11.62.8) usasam na saryah (IX.84.2) jayeva patya wusari
suvasah (1.124.7; IV.3.3; X.71.4; X.91.13) are used and the
delicacy with which this subtler emotion of love and longing js
_differentiated from the other equally noble motherly Tove shoulq
tell us something about the quality of the Rgvedic poetry and ay
the same the reason why such expressions easily assume the nature
of dard expressi and are ref d. Orderly array of the
horses and of the sacrificial posts would be described as « hangy
iva Sreqido yatante in 1.163.10 and I1L8.9. The cagle in the peg,
+dyeno na yonim a (IX.61.21; 65.19; 62.4) is the analogy for the.
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Soma in the vat. * Ratham na dhirab svapa ataksan® (1.130.6;
V.2.11; V.29.15) is an expression that describes the poet’s craft.
The idea of divine brilliance is conveyed by *sdkam stryasya
ra$mibhih® (1.47.7; 1.137.2; V.79.8; VIIL101.2 ) and the divine
loveliness is expressed in vidva adhi Sriyo dadhe* (IL4.5; X.27.
13 X.21.3) But perhaps of greater interest would be the idea of
darkness, bottomless darkness to which the evil-doers are
igned, * & ne tamasi d * (1.182.6; VIL104.
3 ), for on these ideas the later concept of sunless worlds, ¢ asuriya
nama te lokah andhena tamasavrtah” (Isa.3 ) as well as of a dark
hell rest.  All over the world in every people and also in literature
enemies are consigned to darkness and the hell, a place to which
the enemies, the evil-doers and ignomnt men are expected to go
isa place full of dense darkness. Well might one compare the
Rgvedic poet's ‘Indrasomd duskrte vavre antah anararibhane
tamasi pra vidhyatam > ( VIL.104.3 ) with Milton’s celebrated lines
¢Him the Almighty Power/Hurled headlong flaming from the
ethereal sky/with hideous ruin and combustion down/To bottom-
less perdition * or his other line *eternal wrath burnt after them
to the bottomless pit.” The image of the abysmal depth every
where is the image of the hell and so here in this image of the
Rgvedic poets we have an archetypal pattern common to the entire
human race. As a corollary of such a view about the hell, is the
view about the heaven that it is full of light and therefore it is that
the Rgvedic poets who begin their lines regarding the heaven with
« yatra jyotih * etc. are seen associating the heaven with immortal
and supreme light, and we have here another archetypal pattern
of ideas.

| The familiar ‘aran na nemi pari® (L141.2; 32,15)isan
. analogy for enfolding protection. This wheel, which indesd
; appears as a symbol for the manifold creation in the form of the
spokes and for divine enfolding protection in the form of the
outer periphery, assumes great importance in the later philoso-
phical and mystical literature. The Svetadvatara Upanisad enlarges
this idea considerably in its concept of the wheel of the universe.
The wheel symbolized to the Indian mind the universe and the
divine protection which always enfolds it. The Rgvedic poets have
in their very simple ideas given the later ages significant material
to work upon. It is therefore that one can understand PAUL MUS,
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pottical images of the Wind, Spirit, Sun and the Release of the
rivers. The rising and the setting of the Sun, the exultant rush of
growth in carly summer and then the fall of the year have been
intimately linked with human emotions and taken to reflect the
human destiny. Thus viewed, the myth of Bhujyu represents the
new birth of the Sun and with it the resurge of life of both, the
tribe and the individual. The various Advin myths in which youth
is again bestowed ona person also belong to this very class, the
class of rejuvenation myths, The later eclebrated doctrine of the
Paficagnividyy, the lore of the Five Fires, will be found on analysis,
to depend for its substance on this storm, lightning, rain and Sun
material, material with which the human race has connected its
idea of rebirth since its infancy. In a quite different manner the
images of the mountain, the mountain-peak, cavern, darkness and
dense darkness have become significant in poctry for these are, as
we have scen, vague representations of the Heaven and Hell. The
gods and Soma do often come from and are on the peaks of the
mountains, adhi sanu”. The image of ‘the cavern, *‘guh2® hasa
curious development, for the cavern has a reference to its depth,
fore to hability or i ibility and th to
secret nature, incomprehensibility, the deeper and unfathomable
recesses in man and ultimately his intellect. That is why the
Rgvedic poets repeat © guhayam or guh3”® in such contexts,

In this attempt to study the fundamental nature of the
Rgvedic images and therefore their repetition, it would be worth
our while to cast a glance at the Indra Vitra fight which the
Rgvedic poets are never tired of repeatedly describing. According
to the Rgvedic poets this is a fight between the God and the Ahi
a serpent and in its description they often use the image of the
storm, so much so that in an attempt to interpret the Indrm Vytra
myth, scholars have taken Indra to be 2 god of thunderstorm and
Vitra to be the cloud, the demon of drought. Indra has also been
taken to be the Sun god and Vrtra as the Winter giant and the
rivers that are released are the rivers that are dried up in winter
but refilled in summer, especiaily a fact, it is argued, obscrved
in the North-West of India. WINTERNITZ in this matter
is of the view that the Rgvedic poets themselves had no clear
consciousness of the original meaning of Indra and Vitra as
naturc-gods.  Attempts have been made also to give an historical
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1mcrpremuon of the myth. As a matter of fact, the storm and
its accompanymg phenomena occupy a very lmportant Pposition
in the human mind. As BELLOC puts it beauhfuﬂy in his The
Storm ( This and That. HILAIRE BELLOC) ° the great master,
that great friend, that great enemy, that great idol-for it has been
all of these things-which, since we have tilled the earth we have’
d, we have wel d, we have bated, we have unfortu-
nately worshipped *. In the early concepts of the storm, the outer
sense impression and the inly felt process appear undifferentiated.
JUNG in his * Psychological type’ (pp.25 et seq ) refers to the
Rgvedic prayers where the prayers, or the ritual firebering are
described as leading forth, or releasing the flowing streams of
Rita and observes *the ancient idea of Rita represented, in an
undifferentiated fashion, at once the cycle of nature of which rain
and fire are the offspring, and also the ritually ordered processes
of the inner life, in which pent up energy can be discharged by
fitting ceremonial®. Tt is this fact then that can explain how the
Regvedic gods came into contact with Rta and are regarded as
upholders and guardians of the same and also the reason why the
Indra Vrtea struggle also forms a part of the eternal struggle for
the establishment of the Rta. Vrtra is an interesting and impor-
tant figure in this struggle. The Rgvdic poets are constantly
describing Vrtra as a serpent and one who hemns in the waters
and Indra is, as a consequence, hailed as the liberator of waters.
{ BLOOMFIELD, p.593). Vrtra stands as the Devil and naturally
Indra as 2 God. The archetype or the pattern of the Devil {s that
his figure represents in the personal form the forces within and
without us that threaten our supreme values in our orderly
universe. In the varions abuses and the epithets used in the context
of Vrtra, the Rgvedic poet is almost giving a personal insult to
his foe, Vrtra is not an individual but has a party as the plural
Vrtrani would suggest.  Vitra is the great power that produces
discord and therefore has been named as serpent, ahi, seducer,
foul, infermal, hateful ctc. The serpent image stands at once for
sexuality and for the horror that both the actual serpent and
sexuality uncontrolled bave inspired in generations of men, and
the Rgvedic poet has repeatedly used this image for Vitra to
suggest that Vetea is a symbol of these evil powers and forces. [t
is in keeping with the general practice of the pocts that in their
attempt to depict this struggle, the usual paraphermalia of qhe
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images of the battering storm, fear-producing changes of light and
lightning etc. is also used by the Rgvedic poets. One hasto
fook to the later epics to realize how the pattern for struggles is
supplied by the Rpvedic poets. Fuarther, the river is often the
symbol of life and the obstruction of the rivers is then the sym-
bolic of the disorder that the Devil Vrtra has caused in the orderly
universe. It is indeed significant that Vitra is Ahi, a serpent, a
bhujafiga, a word that in later Sanskrit stands both for a serpent
and a man of bad character.

The Rgvedic imagery thus isa very interesting phenomenon.
Repetition as has been shown, has permeated not only the Rgvedic
diction but has in an equal measure permeated the imagery too.
This fact is really very significant, for many times the dictional or
verbal repetition can be traced to either a simple imitation, or to
a convention of the school or of the art, but the repetition in
imagery is ing of greater i since the imagery
leads us to the very springs of postry, the individual, the social
and the racial mind. Repetition thus considered would appear to
be a very significant phenomenon in Rgvedic poetry, a part and
parcel of the Rgvedic poetical craft, and of poetical inspiration.




IV—The Rgvedic Repetitions in Diction and Imagery. ( Contd.)

i We have so far discussed the repetitions in the diction and
imagery of the Rgvedic poets. It would be worth our while to
Pursue our study of these repetitions further as these are almost
compelled by reasons other than mere poctical. The causes of
. these repetitions with which every student of the Rgveda is struck,
are much deeper and are really rooted in the very thought, “dhi®
of the Rgvedic poets. These poets are composing songs, no doubt,
but these are addressed to divinities and therefore in their praise
of these divinities they have to speak of these divinities, their
nature, function, feats and personality. One doubts whether one
can subscribe to the view that the Rgvedic poets do not tell us
anything about the gods they worship. 1t is again natural to think
that once a god was conceived in a particular manner, he would
appear the same to all the other poets, and so many of the salient
features and aspects of this god would often be expressed in iden-
tical or very similar expressions, In this way would arise the
‘nivids’, the special expressions about the gods, individual in
nature and application. Tt is only when the theme has no rigidity
about it, or is absolutely new and therefore capable of being
handled in an original manner that repetitions may not be resorted
to, but etherwise they might suggest themselves to the poets, It
is natural if every poet would be tempted to use with reference to
Agni the phrases *Suci, pavaka, pavakaSocisam, Sukrena Socisa,
ajasrena Socisa, Socish Sosucinah’ with the verbs * didihi, didivah *
to describe the holy lustre with the occasional addition of ¢ vand-
yah, idyah; then Agni would be thought of as a mediator and o
messenger between gods and men and then *devan fha vaha,
havyavahana, devan & vitaye vaha, devin somapitaye’ would be
pretty common. Agni, further would be, ¢ duto visam, yasi dityam
"devaso dotam akpta, havyavahamam amartyam’ and through
these aspects the god would be on his way to be considered g5 5
priest and mythologically as a god. So he would be * hoty many-
thitah, both mandratamo vidi, hotd yajisthaly, hota devo amartygp®
further, he would be a * rtivj, 2 prathama purohita® gpd thus conie
into a very close relation with the sacrifice and we woulq get the
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used for Indra at IV.18.5 and at X.45.6, Similarly, ¢samrajam
carsaninam’ for Agni at V.21.4 is for Indra at X.134.1; ‘neta sindh-
Unam vrsabhah stiyanam’ for Agni at VILS.2 is for Indra at VL.44,
21.. One may note phrases like * tvam Hise vasonam, tuvidyumna
yasassvatah, krnvanaso amgtatvaya gatum, vrsabhaya ksitinam,
vrajam gomantam udijo vi vavrub, te sumnam imahe, $restham
viryam dehi, asme dehi dravo brhat, tvam vardhantu no girah*
which are Frequently used both for Agni aad lndra. Agni, again,
would be brought into relation with Soma in the Vedic ritual and
s0 the place in heaven, the shining form, friendship with humanity,
occupation of a seat in a sacrifice would be the common aspects
which would Tesult in the use of repetitions of the phrases like
‘sidann tasya yonim 2, rtasya yonim Asadam, tvesam rapam
krputa uttaram yat, sakha sakhibhyah idyah, yah carsaniti abhi,
devesu patyate® in the context of both of them. The quality of
Tustre and of light that pervades the universe would further bring
Agoi in a natural relation with Savitr and then the spreading lustre
of these two gods, pervasion of the worlds by both of them, both
being stores of energy and wealth, both having a thousand horns
and characteristics like these would receive emphasis and would be
das ¢ iteva adret, and savita devo

adret® (1V.6.2; IV.14.14.2; 1V.13.2; VIL.72.4), apaprivan rodasi
antariksam ( 1.73,8; X.139.2), rayo budhnafi sangamano vasinim
(196.6.1.139.3 ) vi rajarhsi amimita ( 6.7.7; 1.160.4 ) sahasrasrigo
vrsabhah ( 5.1.8; 7.55.7). This is how natural phenomenon on
the one hand and the development of ideas on the other lead to
such repetitions.  BLOOMFIELD points out other phrases which
Agni*shares with Vayu, Maruts, Tvastar, Pasan (p.613) but it
can be casily seen that they are mostly of the type tvam hi
ratnadhy asi, imam na Srpavad havam, 2 y3hi vitaye etc,  which
belong to all gods in general. While listing the similar phrases to
Agni and Soma BLOOMFIELD remarks that thesc do not point
to any general mythic identification, but all these repetitions
imply a development in the concepts of the different gods which

Itimately Ieads to their neS:

1t Bha

What has been said about the phraseology about Agni, jg

fally truc of the pk logy wsed for Indrm atso, Al the
tepetitions are significant for the mflmdual £0d, for these cmpha.
size the tno aspects of the god, his fight Wilh and succegs over
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Vrira in particular, and demons in general, and sccondly his
inordinate love for Soma. The exploit of his killing of Vrtra, the
Ahi, is linked with the release of rivers, waters and T have already
said something about this imagery, how it, as a matter of fact, is
an expression of felt perception of some disorder created and
order restored in life. It was but natural that Tndra, the chief of
the gods, should have been credited with this feat of killing the
Ali, and them, as other gods began to risc in eminence, their
cooperation was granted to Indra, in other words, the slaying of
Vrira and release of waters, the restoration of order, becamea
common feat of gods in general. In these Vrtra repetitions, the
structures would therefore revolve round the two aspects, killing
of the serpent, ‘ zhan ehim, or jagh&na vrtrani and the release of
the rivers; asgjat vi sindhan or aripat sapta sindhtn.® Postical
considerations would be present here also and we get alliterations
like *vadhid vrtram vajeena mandasanah’® or *avasrjah sartave
sapta sindhan® We can from this further imagine a repetition in
similar words of the other feats of Indra, killing of other demons
like Namuci, Bambara, the dasas and so on; that his terrible
might would be often deseribed, that he would be called upon to
come to help and listen to the prayer, for all this is natural even
if Indra is supposed to have been a mortal hero who won the
battles for the Rgvedic people. But the rise in Indra’s status comes
when mythological or cosmic feats are ascribed to him as in “sa
dharayat prthivim paprathat ca ( 1.103.2; 215.2) eko vidvasya
bhuvenasya 13ja ( 3.46.2; 6.36.4) anu tva rodasi ubke; vi antari-
ksam atirat ( 8.6.38;10.153.3 ) for in these thoughts and expressions
about Indra with Soma, the Rgvedic poets come out with fine
phrases that are emotional, alliterative and eloquent, *somasya
pitaye, somapatama, sutam piba, indram indo vrst vida and the
like indeed are too many to be referred to. The entire structure of
these phrases appears to have been built up round Somapa, Soma-
piti, sutah soma, mada, piba, vrga, 2 bhara and sakha  These
phrases in theic varicty always reflect the loving and sincere
invitation to a great saviour friend of the people, But greater
interest attaches to the phrases that are shared by Indra and Soma
or Indu. The Rgvedic poets deliberately bring the two words
together and play with them, This play with the expressions that
arc pretty similar and stand for two gods who are too closely
related is undoubtedly inspired by the perception of the close
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relation between the two, as well as by the realization of the
greatness of each of them, Indra is on his way to the highest
position in the panthcon, through his heroic deeds, one might
say, through the cult of the pcople, by processess of history,
while Soma is on his way to the same position through the religion,
the cult of sacrifice. This development is aided by the close
relation between the two. Naturally the Soma does not remain
the merc inspirer or drink of Indra but becomes a god who shares
his feats and helps him in these exploits. Cosmic acts are ascribed
toboth of them. Thus both are ‘janitd divah janita prthivyah
{8.36.4; 9.96.5) tvam saryam arocayah (8.98.2; 9.63.7) kysua
tamansi tvisya jaghana ( 10.89.2; 9.66.24 ) satyam ittha vrsed asi
(8.33.10; 9. 64.2) vifva bhuvanani majmana adha yo (2.17.4;
9;110.9) and next, Indra as the foremost of gods would share
Stirya’s epithets as in « susarhdréam tva vayam ( 1.82.2; 10.158.5)
ubhe 2 paprau rodasi mahitva ( 3.54 15; 4.16.5; 8.25.18) na
minanti svarajyam ( 8.93.11; 5.82.2) vibhrajan jyotisa svar agacho
rocanam divah ( 8.98.3; 10.170.4). I have elsewhere pointed out
that the Rgvedic mysticism is preminently Solar Mysticism and that
when a god reaches the highest position in the pantheon he shares
Sarya’s greatness. Agni, Indra, Soma all these ultimately share
epithets with Sorya and so Dirghatama would speak of only this
one single deity. Vrsatva, another Rgvedic concept, of strenght
and vigour would also belong to all the gods and therefore it
would appear almost everywhere. Thus all these repetitions have
a logic behind them, are not mere plagiarism or mere copying and

imitation. The rcpetitions are very important for they offer us !

the clue regarding the development of the idea of one god among 1
these Rgvedic poets.

It is generally held that the Rgvedic religion in its early /
phases was a Nature religion and as such the hymns to Varuna, !
Usas, Parjanya would belong to the early period of the Rgvedic
poetry. MAX MULLER and KEITH are inclined to place the
Usas hymns in the earliest period of the Rgvedic poetry. Varupa
also is a deity that belongs t0 the early period and it is often held
that the Rgveda is » history of the fiownfall of Varuna and of rise
in power of Indra, I is interesting to note that the repetitions
appear to suggest some such conclusion and in a way confirm the
views of MAX MULLER, KEITH and others who follow thery
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in holding these songs as belonging to the early period. It is seen
that in the case of those gods who rise into power and importance,
repctmons increase, become varied in character as these seck to
emphasize the different sapects of the developing personality of
the deity. The case would naturally be otherwise in the case of
those deities that decline in their importance, lose their picturesque
personality and tend to remain as gods in general. This does not
mean that the songs that we have are not eloquent or do not bring

out the whole significance and beauty of these deitics, Weare ’

of repetiti for to us repetiti imply interest, both
in the deity described ang in the art of description. We would be
therefore right in thinking that absence of repetitions can be
interpreted to indicate lack of interest and enthusiasm. Viewed in
this light, the songs addressed to Varuna, Usas, Parjayna tell
their own tale, These repetitions instead of bringing out the
different aspects of a deity as they do in the cases of Indra and
Agni or Soma, merely repeat the bare outline of the deity. Ina
song a poet might describe the beauty and majesty in words and
imagery all his own, beautiful and powerful, but this does not
‘become the commeon property of the poets and does not inspire
repetition, Thus in the case of Varupa, the repetitions always
think of him in the company of Mitra or the Adityas and mostly
speak of his relation with the Rta in *rtavana jane jane or rtavand
Samraja potadaksask, adabdhani varunasya vratani, pra ye minanti
varunasya dhama, simrajyaya sukratuh, varunam ca riSadasam.
Similarly regarding his protection, brhan mitrasya varupasya sarma
(dhama ), and Varuna's mention along with Mitra, Aryama and
s0.on, the phrases are rather colourless, in which Varuna is
thought of. In the songs directly addressed to him, well might he
appear as an imposing figure in his golden weil, a rival of Indra
watching men with his spies, Lord of morals and dreaded for his
punishment, but the repetitions reveal that the real granduer of
the god is on the wane and fading. These repetitions are to be
contrasted with the repetitions that appear in the cases of Soma,
Indra and Agni, where not enly the poets think of newer and more_
significant aspects but also naturally think of a phrase ta convey
the idea adequately. On the other hand 1( is significant that
the clause viyab tastambha rodasi cid urvl, (Varupa. 7.86.1)
is applied to Soma in 9.101.15; again ‘yah cakre asamy 2’
is shared by him and Indra (1.125.15; 10.22.2).  The-sharing of
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the feat and therefore of the phrase indicates the rise of the.
other deities.

The same is the story of the other deities, Usas and Parjanya.
The cult of Nature Worship and of the deities of light was gradu-
ally being superceded by the cult of sacrifice in religion in an
atmosphere of war and conflict These two factors influenced the
poetry and thought of the Rgvedic poets and this is reflected in
their repetitions too. BLOOMFIELD notes some 20 repetitions
about Usas and observes that these do not call for any classification
and these exhibit most of the features that make up her character.
(p.604). The first prominent aspect is the pleasant light and this
is seen emphasized in ava na citre arusi, asveva citrarusi; jyotig‘
krnoti sanarj (1.48.8; 4.52.2) vyucchd duhitur divah (1.48 1:5.79.2, 1
3,9) bhasvati netr] sonptanam (1.92.7; 1.1 13.4) usah Sukrena '
Socisa (148.14; 4.52.7); another prominent fact about her to be
noticed would be hor unfailing regularity, her ever youns nature
and ber aging effect on human beings and this is seen in praminati
manusya yugani (19211 and 1. 124.2) and aminati daivvyani
vratani (192.12; 1.124.2) rtasya panthémanveti sadhu (1.124.3;
5.80.4 ) iyusinam upama Sasvatinam vibhatinam (1.124.2;1.113.15)
and lastly would be emphasized her fair form :esd divo duhita
pratyadardi, prati bhadra adrksata and so on. A poet, while
deseribing her, may be urged to fine poetry but these are words and
lines that have been repeated, which only means that the colourful
deity of light had begun to fade in the pantheon and could only
appeal to the poets in 2 individual manner. The songs to Maruts
also would reveal the same story. ‘The repetitions touch their
. prominent aspects as in svayudhasa isminah (7.56.11; 5.875)
éiprah sirasu vitata hiranyayih (55411 :8.7.25) te bhanubhih vi
tasthire (8.7.836) and then their cﬂ'ec('s as in pra vepayanti parvatan
(1.39.5;8 7.4) pra cyavayanti yamabhih ( 1.37.11; 5.56.4 ) bhayante
vidva bhuvana marudbhyah (1 166 4; 1.85.8 ) and finally the invita-
tion and prayer to the Maruts to come anfi.ﬂccept the offerings,
Tn the songs to Parjanya the only repetitions are ‘sa retodha
vrsabhal $advatinam ( 3.56.3; 7101.6) and sa mah parjanya mahi
{arma yaccha (5.83.53 10.1692). Itis true that Usas, Maruts and
Parjanya share lines and expressions with other deilies as Indra
Agni, Serya and Sema, but these would naturally refer to cithe;
protection and wealth sought, or to the common aspect of light
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and would not appear very significant. The inference therefore
could be drawn that the pocts as a community had lost their
enthusiasm in these themes and that these deities were slowly
receding into the background. It is rather difficult to explain,
otherwise, the striking aesthetic pleasure and beauty seen in the
songs of the individual poets addressed to these deities and the
lack of significant repetitions in their context. It would be worth-
while to mention here before closing the discussion’of Nature
deities and poetry, the song X.146. of Airammada Devamuni
addressed to Arapyani, a beautiful picce of composition. As is
natural, the word Aranydni, the name of the deity, is repeated ~
in cach of the verses which go to make up the song. But the
repetition has an emotional aspect and has also poetical delicacy
about it. The langour and the awe-inspiring silence is reflected
in the repetition and the very opening shows how the poct wants
almost to whisper -in low tones to the goddess as a lover to
the beloved and is earnestly calling the vanishing goddess to
stop and answer his questions, hence the song opens* aran_yani
nyani.’. The alliterations ¢ vras vadate, sayam $akatiriva
sarjati’, the very skillful use of gandha’ and ‘saurabha’ in
<aiij dhi bhim and the vi in
akrsivalam® all these add to the artistic excellence of this great
poem. It is in the fitness of the things that X.146 stands by
itself and has no relation for phrase or idea with any other song.
Pevamuni is a poet of the later times of the Mandala X. but
he is following in the lines of the great individual nature-poets
who describe Usas and Parjanya in a real poetical manner,

In the Rgveda we find the polytheistic thought receding
into background and monotheism and monism coming to the
forefront. This would imply the merging of the several distinct
gods into one colossus or into an abstract principle. This is what
has precisely happened and is reflected in the repetitions too.
Magical powers ( asurasya Maya) Hero’s powers { Sacipati) and
Universal knowledge { Vidva vayunani vidvan) appear to be the
expressions that reflect this progress of ideas. The repetitions in
this field supply much of the material in language and thought
to the Upanisads and so these repetitions could be called
. p)lilos?ph\ca\ " in character. ‘Thus the Agni phrases like ©antar
mahanscarati (10.4.25 3.55.2) gopa rasya {10.118.7; 3.10.2;
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1,1.8) vidvani devo vayunani vidvan (3.5.6; 1.189.1) martesu
amrto ( 7.4.4; 10457 ); Indra phrases like  cko vidvasya
bhuvanasya raja (3.46.2;6.36.4) or Varuma'® s « apade pada
pratidhatave (1.24.8), the mystic * paficdre cakre pari vartamane

tasmin & tasthuh bhuvanani visva* (L.

164.13 ) dva suparnd sayuja

sakhaya (1. 164,20 ) viSvasya bhuvanasya gopth (1. 164.21) ya it
tad vidusta ime samasate (1. 164.39) ekam sad vipra bahudha
vadanti ( 1.164.46 ) guha hitam guhyam gulham (2.11.5)13 vidva
paribhArasi tmana ( 3.3.10) yadegeva dadrde tadrgucyate ( 5.446)
na sa jiyate maruto na hanyate na sredhati na vyathate na risyati
(5.547) gtena ptam apihitam dhruvam vam siryasya yatra
* vimuficanti advan ( 5.62.1) satyadharmani parame vyomani; maya
vam divi &rita ( 5.63.1,4) idam jyotilt amgtam martyesu; dhruvam

jyotib nihitam drfaye kam mano

javistham patati, vi me

karna parayato vi caksu (6.2.4,5,6) upa tva sataye naro Vvipraso
yanti dhitibhih (7.159) na te vigpo jayamano na jato deva
mahimnah paramantamipa (7.99.2) ama yajfiasya (9.68)
vidvasya nabhim caratah dhruvasyd (X.5.3) Ide yo vidvasya
(X.63.3) savita pascatat savita purastat savita uttarattat savitd
adharattat ( X.36.14 ) yena devaso amytavamanasuh (X.35.10) na

mardita vidyate anya ebhyah (X.64.2) sa pratyang vifva bhuva-
- nani tastha ( X.88.16 ) Puruga wvedam sarvam (X.90.1) sa idam

i M
visvam bhuvanam V1 caste; suparnam

ckam santam bahudha kalpayanti
vindate apracetah; kevald

vidva upasate prasisam yasy2 devah;
Jadcatuépadah (X.121.2,3) yatranu-

mrtyuh; ya iSe asyd dvipa

viprah kavayah vacobhih
(X.114.5) moghamannam

gho bhavati kevaladi (X.117.6) yasya

yasya chayamrtam yasya

Kkamam caranam, loka yatra jyotiymantah, yatra kama nikamasea,
svadha ca yatra trptisca, yatranandasca modasca mudah pramuda

asate, kamasya yateaptah
9-11) and express

xamah tatra mam amttam krdhi (IX.113,
ions’ like ‘ko addha veda ka iha pravocat

and ka jm dadarsa (3.54.53 10A129.6.10:l().6 ) kim svid vanam ka
u sa vrksah (103773 1.4 ) for cxpressing wonder, spirit of philo-

sophical inquity and the unk 2
expressions Jike® asirye tamasi,

nowable nature of the ultimate, or
s

yasmin  vikse madhvadah

suparpal (1.164.22) yatradh} sura udito vibhati (10}

Hohodh Guciiad (IV.40.5) asvatthe vo nisﬂdﬂnam((log;?)

Agnim _saptarsmitm (1.146.1) yab pranato nimisato ma.hit;za')
3 1

(10.121,3) paryapasyan MAtsyem A udake (10.68.8
1 (1.136.6) and 5o on, supply not o

prajayd sacemahi {

) jyogjivantah
aly the ideas
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but also expressions to the Upanisads. Tn this manner it, will be
seen, that the Rgvedic pocts created phrases as well as style that
were used by the later devotional poets who accepted one great god
and followed the cult of bhakti, In a similar manner they created
phrases and style that were to be followed by the later thinkers
who developed the phil hy of Brat and the cult of
knowledge. Magic, theology and aesthetics are the three reasons
why these poets repeat and magical repetitions indicate the intensity
of desire and the inevitable nature of the end while theological
repetitions bring in dignity and weight, and the aesthetical or
shetorical repetitions contribute to the poetical excellence of these
songs. The Rgvedic pocts are therefore artists with a deliberate
plan and a purpose, to whom repetition is a subtle and significant
device to be used for a varicty of telling effects.

A study of the repetitions in the philosophical hymns of the
Reveda should prove rather interesting, for on the one hand it
should revesl to us the from the mythological and
heological terminol to the ical or logical
terminology and then to the philosophical one and on the other
hand it should throw some light on the phrasecology of the
Upnisads. The Upanisads no doubt come after the Brahmapas, -
yet these philosophical treatises often look back to the Rgveda
for both their thoughts and the expressions, It is not only that
Jiterary compositions and tyle have conventions, even the refective
snd philosophical compositions scem to have and evolve their
own technique in these matters.

Tt is true that it would be difficult to be very precise about
the philosophical hymns in the Rgveda, though we canrefertoa
few celebrated hymns accepted on all hands as philosophicals
hymns. As o matter of fact we will have to consult many other
hymns as well. For it is on the Rgvedic poetical and philosophical
ideas and phraseology that the later poetry so largely depends.
Developed philosophical thoughts and subtle or appropriate
expressions are not accidents and are a result of long gradual
growth. Itis agreed on afl hands that for 2 proper understanding
of theideas ond philosophy of the Upansads, the importance of
the phitosophical material of the Rgveda and the Atharvaveda can
never be overestimated.  Yet in the Rgveda itself the poets have
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achieved miracles in the matter of thought and expression. One
can only refer in this context to the inspired appreciation of the
famous Nasadiya Sokta by a critical scholar like Max Miiller.
About ¢ Anidavitam svadhaya tadekam* he was moved to remark
that the language blushes at its triumph. Even granting the
exaggeration due to rapture on the part of the celebrated Indolo-
gist, one has to admit that the performance is creditable. Thus
even in this ficld the Rgvedic poets have much to their credit
and they have laid under obligation the poets of the succeeding
generations,

The philosophical hymns in the Rgveda form by themselves |
a very interesting and important group. This group, to put it
broadly, consists of the hymns X.90, the Purusa Snkta; X 81,
82 Visvakarman Hymns; X.121 the Hiranyapgarbha Sokta; X.129
the Nasadiya Stkta along with Hymns like 11,12, VIIL100, 1164,
and the like.

The author of the Purusasokta X.90 glorifies the Sacrifice ¢
as the cause and source of the creation and it is therefore natural
that ke is seen repeating ¢ tasmat yajiiat sarvahutat’ (X.90.8,9.)
but he repeats the entire verse Yajfiena yajlamayajanta devah etc.
(16) which is really identical with 1.164 50, a composition of
Dirghatamas Aucathya. Similarly we are ot surprised if the
authors of the hymns X.81 and X.3!1 express their metaphysical
curiosity in identical words as in ¢ Kim svid vanam ka u sa vrksa
asa yato dyavaprthivi nistataksuh and then the two poets, Kavasa
Ailusz and Visvakarma Bhauvana, go on to develop their thoughts
each in his own way. With his absolutistic tendency Kavasa
temarks * naitavad ena paro dasti’ while Bh with his
theistic tendency reaches the concept of Visvakarman, The words
“ena paro * find their counterpart not only in X.27.21. *Srava ida
end paro anyadasti® but also in the songs of Bhauvana in *paro
diva para ena prthivya *. In fact Bhauvana appears to start with
the line from Kavasa as would appear from *paro diva para eny
prthivya paro devebhih asuraih yad asti’ and he actually refers ¢
the visve devab ‘gods whom Kavasa addresses his song, in pis
words* kam svid garbham prathamam dadbra apo yatra devah
samapadyanta visve ( 10.82.5). The words paro ema, become a
set phrase for transcendence and, therefore, we see Yk Ambirn
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again wsing in her Atmastuti “pare divi para end pgﬂx{vxa'
cte, Similarly the phrases which Bahwvana uses ‘ yasmin vind
bhuvarani tasthub® and <24 id dyddpabisi aprathetam® have
their counterparts in VIL10[.4 and X.149.2, these cxpressions
apain going to the class of the Rgvedic familiar vidvani bhuvani.
bhicaste, vidumi aryo bhunand jajana ete. (L168.1; VILOLLG
. 35.2; 40.5).

In o similar manner the Hiranyagarbha Sakta X121, ss
has been already pointed out by BLOOMFIELD and OLDEN-
BERG ( Prol p.315), takes 1112 forits pattern (R.R.p.19 ), That
the hymn X.12! is a deliberate composition madz on the earlier
pattesns is clear enough on account of the internal vefrain * kasmai
devdya havish sidhemn’, and the last refrain ‘vayam syima
patayo fayinam®, a popular Rgvedic refrain seen in 1X.50.6; V.
55.10; VIIL40.12; VITLAS.13. The author of the X.12! has tried
1o reach o concept, perhaps far beyond the ken and capacity of
the author of IL12.. Gr da hasa very 7 i theistic
strain and it cannot be asserted with certainty that the cosmic
acts of Indra arc metaphysically thought of, for to him Indra is
the destroyer of the Dasyus, a leader in the war, an Aryan hero,
But the inquiry of the author of X.121 is purely metaphysical and
perhaps he is righton the threshold of the Upanisadi
and times, as the lines yah Atmada balada..yasya chiydmptam
‘yasys mrtyub, yatradhi sira and so on show. Even the concept of
universe as conceived by him is much larger than that of his
predecessor.  How much the poct of X.121 is deeply rooted in
the Vedic soil and with what ramifactions will be cler from the
following analysis of the opening vers: of the Hymn by a reference
to the Vedic Concordance :

() Hiranyagarbhah samavaratata agre: AV.4, VS 13.4;

23.1; 25.10; VSK 29,33; TS$4.1.8.3; 28.2; 5.51.2;
MS 275 9643 2.1323; 168.5; 31216 165.1;
KS.16.15; 20.55 40.1; KSA5.11;

(&) Bhatasya jitah patireka asit: AV.42.7; VS.I134;
23,15 25, 10; VSK.29.33; TS.4. MS.2.7.15

96.13; 2.13.23; 163, 5; 3.12.16; 165.1; }\SAIG.KS.; 40.1;
KSA.S1LL
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(c) Sa dadhara prthivim dymutemam: all these places.

(d) Kaesmai deviya havisa vidhema: all these and many
more,

Even the lines like *ma no hinsit janita yah prthivyah
(10121.9) (TS.4.2.7.1; MS.2,7,14; 95.1; KS.16 14) have their
impact and contact with lines elsewhere, 2 fact which indi that
even these concepts had their own settled phraseology and such
songs were composed by a deliberate effort. To note another
instance * yasya chdyamrtam yasya mrtynh* also is seen in many
places,

The same fact is evidenced by the contents of X.129, the
celebrated Nasadiya Stkta. Its echoes can be found in the MS
and the TB and the famous conclusion *sato bandhum asati nir-}
avindan® is to be found in TB. 2.4; 1.10.8.9.5; AT, 1.23.2. Yet
the fact that many of the lines except one * ko addha veda ka tha
pra vocat* (I1.54.5) have no contact with the other portions of
the Rgveda would indicate that the poet of this song was
for ahead of his times and was almost unique and original in his

pressi Such 2 tusion would almost be forced on us by
the evidence of the repetitions and also by the absence of them in
the songs of the Rgveda, and is as a matter of fact, more than
justificd aud no exapgeration in any way. The achievements of
this poet would be propetly appreciated if they are studied in
comparison and in contrast with those of the author of the Purusa
Sokta who depends so much on the earlier concepts and phraseo-
logy. W. NORMAN BROWN (JAGS.51, 1931 ) has discussed the
soutces and nature of the Purusa in the Purusastkta and observed
that ¢ the hymn contains a number of lexical and mythological
intcgers drawn from the sphere of the related deities, Agni, Sarya,
Vispu, Purusa is a blend of these derivative clements treated wmr:
a rudimentary personifieation faintly echoing an old folk-notion, *

The Song of Dirghatamas Aucathya L1634, longish hymn
of 52 werses, is n very jmportant philosophical hymn and ha
deservedly received a full and leamned volume from V. qx
AGRAWALA. It contains the visien of the poes apg i PR

frora many points of view, The author of this Posm 4 resting
T

ho has
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evidently before him a very long tradition, has dealt with so many
obtruse points. Hels cwdcmly interested in decp philosophical
and mystical Tubl and therefore has approached the
wise for instruction, We will first note his contacts with the rest
of the Rgveda and then will proceed to make observations regard-
ing his contribution. Thus his * sapta svashro abhi sam navante is
related to X.71.3. tam sapta rebha abhi sam navante’; again his
‘i ino vidvasya bhuvanasya gopah is arepetition of 2.27.4. Devz
vifvasya bhuvanasya gopah; his ¢ atho vayam bhagavantah syima
is to be seen at 7.41,5 tena vayam bagavantah syima; further
he_has internal repetitions too, that is, he repeats hims:lf in
*amartyo martyena sayonih * and ¢ tani dharmani prathamini 2san *
both rather significant observations and deserving emphasis through

ition, a famitiar ph ‘But there are other repetitions
of greater importance: thus the verse < Yajfiena yajiam ayajenta
etc. is repeated verbatim in the X.90, the Purusa-stikta and
BLOOMYIELD xs of the view that the verse in the Purusasokia is

d

. That Dir is likely to be the original
poet in morc probablc‘ l'ar tlus very verse contains the internal
ition * tani d} i2san’ a wording that was

to become common to the TS, VA etc. along with the verse itsclf,
But of greater significance to me are the other two verses: * apadyam
gopam anipadyamanam* etc. a verse that is verbatim repeated
inX.177.3.a position of Patamga Prajap BLOOMFIELD
regards the verse as a cosmic brahmodya, addressed to the Sun
and that in both the hymns, the verse is loosely connected, He
however thinks that the chances of it being carlier are in fayour
of Dirghatamas and the author of X.177 is the imitator. Apasyam
gopam is further repeated in AV 9.10.11; VS,37.17; MS.4.9.6;
126.3; AB. CB. AA. TA. JUB. AS. N.P. Apc. Sayama is very
clear in stating that the reference is to the Sun, the protector who
sets and rises again and illumines the entire universe. RANADE,
however, is of the view that the 1k in question refers to the
mlgrnnng soul and a look at the context in the verse preccdmg
jivo mptasya carati svadhabhih and the verse that follows ya im
caklira na 5o asya veda as well as the words amartyo martyend
sayonilt * would clearly indicate that some such idea as contempla-
ted by RANADE s present in this verse, The Sun, no doubt is
also meant here but the ultimate idea resulting from all the three
verses is that the Protector and iliuminator of the universe is the _
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same as the self of a being and thus is perceived the relation of
the Immortal and the Mortal. The realization is a unique
experience and is conveyed in apasyam and it is but matural that
another mystic of the age, Patamga, also echocs it and Atmananda
points out tightly perhaps that the Gopa here is used to mean
both Jiva and Paramatma. Ttis true that a reference to the later
literature fike the SB.14.14.9; AB.1.28; 6.10; GB.22.20; JUB
3.37.2. shows that the word Gopa has been used in the context of
the deities like Sarya, Agni, Indra and Prana. Later on, Bhuvanasya
Gopa b almost a ional phrase in the sense of the
Highest Reality, the Immortal, that protects the universe. The
poet in the sokta, his song, takes recourse to a number of
images that are to be found used commonly to explain the
mystery of the creation and its unknowability. Thus his ¢ya im
cakara na so asyz veda’ is finked with the Nasadiya sukta
10.129.6 * Ko addha veda ka tha pra vocat®’ and yo asya adhyaksah
parame vyomni so anga veda yadi va ma veda. Again in the -
manner of a mystic metaphysical post of the Rgvedic times he
uses the familiar symbols of the Ocean, Sky, Earth, Clouds, Rain,
Buli, Cow and so on. This imagery has a spscial meaning for
the Rgvedic poets, all.this being symbolic in character. The
celebrated Chariot also is described as also are used the familiar
mystical numbers three and seven. Thus the stkta uses and is
based on the repetition of the Rgvedic mystical material.

- The Rgvedic poets take delight in a subtle use of
balanced, alliterative as well as ctymological phraseology to
describe the gods or their associations with their exploits now
and then, Thus at IL13.7. Indra is called Ururtrvan where
the connection is sought to be conveyed between the wide and
broad God and the vast oceans which he spread.  Again we get
at IL17.5. ¢Sa pracindn parvatan dehatojask adhatacinam
akrpot apam apah® where pracinan parvatan’ sefers to the
aatiquity of the action while apim apah would refer to the
rapidity and activity of the flowing waters. At1V.55.5. we get “pat
patirjanyadarhhaso no mitro mitriyaduta na urusyet” where g
balance is sccured by opening the lines with phrases pat patih and
mitro mitriy3t and in *patih * sssuredly the post wanted to m;nv:y
the significance of Lordship. Kaksivati Ghosi sings of the Adving

in very melodious volce, for she, in an effort to describe the ever
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moving succouring chariot of the gods, bursts into an alliteratise
repetition pritarydvanam vibhvam vide viSe vastorvastorvahami-
nam dhiya Samim® X.40. Further for the sake of emphasis on
their exploits she opens as many as nine lines with Yuvam and has
three more internally opening with the same. The emotional as
well as rhetorical effect is only obvious, The effect thus created is
again heightened by allitarating bmunes m Jarexhc jarauwa,
vastorvasto, mrgeva

stanayantam, $ asa.  The close analysis of the
structure of the lines in the hymn would reveal in an unmistakable
manner the hunt after assonant, alliterative words that create 2
sense of repetition and through these that of familiarity. At V.43.12
Bhauma Atri is describing nnd praising B;haspah xn a h)mn
that js addressed to the Visvedevah <A

davadh el

brhantam sadane dadyonim dama 3
didivamsam hiranyavarnam arusam sapema® The deliberate
choice of assonant and alliterative words is so obvious as to need
no comments. But brhantam brhaspatim  here and ' brbad
brahma at V.85.1 gain significance in view of the importance of
alt these concepts in later philosophy and one wonders whether in
these phrases we are slowly yet surely moving towards the concept
of the Upanisadic Brahmanr, In the case of God Vispu istobe
seen a similar pheromenon uad the tendency of the Vedic poets
to indulge in what GELDNER described as ¢ Wortspiel *. Vishu has
teen explained as coming from vi and snu and has been connected
with periasivencss, power, protection, bencficence, showering of
heavenly blessings on the carth and so on. While describing
anything connected with Vi the Rgvedic poets reveal a remark-
able tendency to use compounds and verbs that have vi as the
prefix. Thus vikram and its derivative vikramana refer to his
three strides. At IV.1, we get * sakhe visno vitarem vi hramasva®
which is repeated at VIIL100.12. Later literature, Vayn Purana
V.36. introduces a new root in visnuh sarvapmyesanyt yet its
origin can be traced in the Yajurveda VS,23.49. yesu visnuh trisu
padesu estas tesu vidvam bhuvanam aviveda. In the case of Pasan
100, the tcndcncy is to use the root pus, to thrive, flourish, prosper.
ALV1.48.14 we get the idea that Potan brings nourishment and in
all likelihood Yaska’s explanation *yad ramiposam pusyati tat
pisa bhavati® is based on Rgveda IV.3.7, where of Pasan is
said 'lathd mahe pustifbhariya paspe’. ‘The alliteration is
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the picture of the diction in these Agni songs and an explonation
of the fact that everytime we open an Agni hymn, we have a
feeling of familiarity. Occasionally we get a contrast in the spirit
and phraseology of the poet, for Vasistha Maitravarupi. would
deseribe the appearance of Agniin simple ¢ Ud asya Socirasthad
(7.16.3; 1.23.4) but Vamadeva Gautama would go to a Savitr-
pada * Urdhvam bhanum savita devo asred (4.13.2;4.14.2;7. 72 4)
and describe the rise of Agni as © ardhvam bhanum saviteva asren
(4.62). Through these phrases we get to know all about Agni
and alf that the Rgvedic poets had to say about this deity. The
gods do not change and hence the phraseology about themalso
does not much change.

‘Whatever I have observed about the Rgvedic repetitions in
general is also true and perhaps to a greater degree true of the
repetitions to be found in the Book IX addressed to Soma
Pavamana. These repetitions are about 200 and mostly occur in
this very book and thisina w:xy is to be expected. The dcny uf
this Book is Soma P herefore the poets
speak of it, not only in the samc strain but also in the same sct
phrases. The Soma poetry in all likelihood must have been both
old as well as popular. That the Rgvedic poetry is school poetry
is proved here more than anywhere else. Poets belonging to
various and different stocks and in all probability to different
generations speak in the same tones, phmses and ideas, The Soma
isa deity and tl may the Rgvedic
imagination soar and roam, the fact remains ever clear to the poets
that it is & plant, a drink, prepared in a particular manner and
having a particular ritual woven round it. 'This ritual also is clear
1o them and just as the plant or the drink rises fn status as a
divinity so the ritual becomes symbolic. The Soma is a favourite
drink of Indra and thercfore its close relation with that god is
.never forgotten and this explains the circumstance that many
passages really belonging to Soma are transferred to Indra. These
Soma repetitions are very important for the light they throw on
the Soma, its ritual and its development end rise in the Vedic
pantheon.

The Soma repetitions have been regarded }m:rcsting by
BLOOMFIELD, BERGAIGNE and HILLEBRANDT. BLOOM-



Tt RGVEDIC REPETITIONS IN DICTION AND IMAGERY 89

FIELD has to observe about these repetitions that these ¢ are the
most conspicuous and at the same time most monotonous mass of
repetitions for here is 2 repetition ad nauseam of practically every
important statement about the preparation of the drink and cult
of the gad, a circumstance to be explained by the fact that the
Book 1X is a collective Soma-book of all the Vedic rsis. We are
expressly told in IX.67.31-32, *Pavamanih....rsibhih sambhrtam
rasam ’, BERGAIGNE ( La Religion Vedigue, 1.165.fT} has argued
that the Vedic poets had in their minds a mythic identity in heaven
of Agni and Soma but at the same time they were conscious of the
material and ritualistic identity of the two gods. A study of the
repetitions of Soma and Agni reveals that the concept of the identity
in heaven was, in all probability, absent and never developed.
The same is the fate of the view of HILLEBRANDT that in
the ritual the Soma and the Moon are identical. We shall not
be wrong il we see an order, at feast expect a natusal order in the
Rgvedic expressions about the gods: first we get what we might
describe as the ¢ Leitmotifs’, the salient and the standard
expressions of the distinct character and activity of a particular
god; then cxpressions of associations, where words and expressions
are used with reference to the other gods with whom the god has
relation or association ; thirdly a complete transference of expression
on account of such a selation, a fact which would result in a
conception of identity between the two. Inthe Soma repetitions -
we see nothing of the kind and therefore these theorics are, at best,
j 1 shall just ider but one i ing illustrati
which has some importance for BERGAIGNE as well as for
BLOOMFIELD. The correspondence between 1958, the
description of Agni by l{.ulsa Angirasa and IX,71.8, the deseription
of Soma by Rsabha Visvimitra isone that can be easily noticed,
at least so far as the opening words of these verses are considered,
As BLOOMFIELD has noted we have the correspondence
running in (i) tvesam r@pam krputa uttaram yat (Agni) ang
tvesam sepam krpute varno asyd (Soma), (i) gobhib (Agniy
and goagrayd (Soma). (i) dhih (Agni) and sustuti {Soma )
BLOOMFIELD remarks *Notwithstanding the bizarre mysticism of
hoth the stanzas we can sec that they are related beyond the verbat
similarity of their opening pdas® and further we may neger find
out what is the exact valus of these mystic utterances of e Rshis,
but in any case, these two stanzas which assimilats Agtiang éoma’
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must be considered in their mutual relation, before explanation of
cither is possible’.  (p 110 R.R.} It may be, however, suggested
here that what we have in these verses is a perfectly natural Vedic
phenomenon and, as usual, a rather clumsy one. In the first place
we have the repetition of a set phraseology for ¢assuming 2
resplendant form -tvesam rapam krpute-for both the gods in these
songs are spoken of as assuming splendid forms. Secondly,
in both these songs we have a reference to the ritual connected
with the two gods, in fact the Agni hymn expressly starts to speak
of the two forms of the God 1.95.1, and in any case we have
there a reference to the Sun.  Similarly the Soma hyma, IX 71.
speaks of the Soma preparation but ultimately makes him
a divine Falcon and observes that “he has assumed the
brilliancy of the Sun.’ Thirdly, in both these songs we have
a reference to the myth that connects the ten sisters (1952
and 1X 71.5) with the production of the two gods on account
of the fact that the two hands play a prominent part in the
ritual. The thoughts of the two pocts proceed thus towards the
identification of the two gods with the Sun, obviously on account
of the concept of a richly resplendsnt form of each and to this is
the clue that we get in the poetical repetition € tvesam ropam
krnute’. Ina similar manner the ritualistic repetition  marmr-
jyante’ also tells the tale, for itis a very favourite figure with
» reference to the Soma and the Agni, on account of the

and the d ion that each receives. Thus we
have 1X.38.3, with rcfer:nce to the Soma * etam :)am harito dasa
marmyjyante ap W diya sSumbhate’ just as we have

here the use of *marmrjyante® with reference to the Agmi, the
expression being a metaphor and derived from the act of currying
a horse. Thus what we have here a very natural and logical
development of the ideas with reference to the two ‘gods but
cxpressed with two repstitions, the poetical and the ritual, henee
the apparent similarity of Soma with Agai, but as a matter of fact
each is being regarded as the Sun. What is said here is true of the
most of the repetitions that we get in connection with these two
gods, the Soma and the Agni. They occur mostly in the context
of the ritual: thus *sidann rtasya yonim ; rtasya yonim sa dam;
imam yajfiam idam vico jujusina upgahi; harim hine ta viinam;
then some because of their divine nature: jahi raksamsi sukrato;
dadhat ratnani daduse; sakhd sakhibhayh Idysh; and so on
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(BLOOMFIELD R. R. 612). I doubt if these imply any real
relationship between the two gods, for to me it is a case of the
use of set phraseology. More primitive and chronologically
catlier is the connection or the association of Soma and Indra
and hence it is perfectly understandable that we get a far larger
number of repetitions in the context of these two gods, as can be
seen from the repetitions listed by BLOOMFIELD on pp. 600, 615
and 616.595. The point to be noted is that in this group too the
number of repetitions that reveal Soma to be Indra’s drink of
inspiration and strength is considerably larger than the group
wherein expressions are interchanged with reference to the two
gods and are indicative of equal status as divinities, These to my
mind, should belong to a later period when Soma has been raised
to the full divinity status and cosmic feats and the like are
attribated to t, as in ¢ jamt divo janit prthivyah (8,36,4; 9.56,5)
tvam stryam arocayah (8.98.2; 9.63.7) vayam te. . vidvaha priyasah
(2.12.155 848.14) and soon. Naturally with greater frequency
is remembered the fact that the Soma is a drink of intoxication -
and strength, specially pressed for Indra.  Further it is also easily
understood that the poets charmed with words and alliterative
jingle should think of Indu and Indra and hence the greater
number of repetitions where a play on these two associative words
is resorted to. Thus we have Indavindrasya sakhyam jusanah
(8.48.2;9.97.11) Indum indrdya; Tndraya indo; Indram indo;
Indava indraya; induh indram and so on. '

The repetitions are significant since through them ¢ ;
possible to have a very clear picture of the deity angq the s

prs ) 3 2 rit
connected with it. Thus in the Soma Preparation the waskiy ual

cleaning fas a important place.  The priesy Baturally lhiu]gg::,m:
this cleansing beautifies the Soma Sxtremely, The 2|

. &

used in this context are Mrj and Subha ang ¢ have a numper

of epetitions centering round these two verpg o their derivatives:

IR jyante, myjyamxy : - .

:_hus‘myanll. mArMEyante, miya “:}:a“:;‘_’mﬂm, mmjanta and

4 v N . LS tender caressing act

is then responsible for the poctical «gigy o jaifanim haryatam

mejanti (9.96.17;9.109.12and 970,45y, AT repatitions
of the same basic words and their derjyy,

" “Tivatives that give the Jane*”
of the Rgveda its peculiar eharacterine o0 a reperitive

0 we
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From mere *mrjanti”® it is but a next step through alliteration to
 mrjanti marjyam *,

The act of straining the Soma is the next important item in
the Soma preparation and hence we have the set phraseology,
almost a technical one, woven round the Pavitra and so we have a
number of repetitions reflecting this aspect: Pavitra & pavitre
arsati, pavitre pari sicyate, pavitram gaccha'i, tirah pavitram,
atyeti pavitram; and from this it is but a very naturat conceit to +
think of the Pavitra as a chariot and of the Soma as the King
mounted on it, €raji pavitraratho vajam arvhat® (9,86,40;83.5)
alternatively, when the whole is lifted to the heavenly sphere, the
pavitra is connected with a mountain top and so we get pavitre
adhi sano avyaye (9.86.3). This is how a ritualistic repetition
gives rise to poctical conceits and repetitions. From the concept
of the plant Soma we come to the concept of the King Soma, so
popular in the later Brahmanical literature and then we get also

“ the concept of god Soma connected With the sky and the mountain.

Similarly the pressing of the Soma and its flowing character
also receive their proper share of importance in these repetitions.
In this context the roots ®Su’ with its derivatives, ‘sunota, .
sunvire, sugvati, sota, sotave, sotol, sunvat, sutah play a very
important part. The other words of very frequent recurrence are
Suvand, punanl, pm;\h p:\\amhna }unvanh hinvanah, and \anc\us
forms of p like p
pa\aml\n{\)a with the verbal fom\s pmasvn, pava(c. Tt is again
as is to be expected that the poets remember the beanty, the sweet
taste, the intoxication that the Soma produces and its mixture
with honey and so we have the sonorous hquid adjectives strewn
in between this phraseology with the result lhat we get 2 sonorous
set diction ik dh
madhumattamah, madyam madam, visvadardatah, vipascita and
vidvamejaya, dhirdbhih ojasa, Sukra dharayx. With the usual
alliterative fancy we get  harim hinvanti adribhih® repeated seven
tires, devo devebhya sutah, pavate haryato harih and so on. The ~
Soma miged with mitkand curds, Somah gavadirah, dadhyasirah,
is placed flows towards the vessels and this fact is also conveyed
in a simile }Qn! has come to stay. The Soma is thought of flowing
towards, setiling in the Kala$a, dropa, kos, and camt, a fact

~
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indicated with verbs sidati, asadat, arsati, dhavati, with abhi
and accha.  The simile is ¢ Syena na vansu, viksu®. 9.57,3; 38,4.
This idea of the Syena is no doubt important for through it
the soma is connected with the Sun. .

‘When the Soma is thought of in relation with Indra, it has
already been observed that we get Indraya indu and in addition to
that we get the words pavate sutah, pari srava, matsarintamah,
vrse vida, indraya pitaye. Soon Soma is thought of asa divinity
and not as a mere plant and so we get the epithets, sahasrabhystih

hasrapajasab, sahastadharah and the usual supplications for
wealth ¢ gomad hiranyavad, rayim pisangam, bahulam, dyuman-
tam Susmam uttamam, visva $rigah, visvani varyd, visvani kavya.
From this it is but a natural next step that the Soma is placed in
the heaven as a luminary * svar vaji sisisati®, connection with Rta
is established, Raja deva rtam brhat * rtasya yonim asadam, sidata,
agman’, metaphysical feats are spoken of ¢ nabh2 prthivya dharugo
maho divah* dydm prthivim cati jabhrise, divo nake madhujivha,
vrtraha devavitamah *. We also get ¢ devo na soryah® and hence we
get the very tender Rgvedic expression *siSum rihanti matayah
panipnatam, and somam manisa abhi® for again it is the Soma
that inspires, ¢ punano vicam janayanna upavasub’_ and so on.
Thus through these repetitions it is possible for us to understand
not only the particular Rgvedic diction of the Soma poetry, but
the cntire development of the Soma deity can be traced through
them. As the Soma riscs in importance and appears as a
geity so do the repetitions change and begin to occur in that
particular context,

1 have elsewhere ( Mysticismt in the Rgveda, PP.29-33)
discussed the Soma songs and the Soma mysticism., A Sertain
regular development is to be seen in these Soma songs ang the
song 1X.113 comes as a fitting close to the book as a whole, The
repatitions also tefl the same story unfolded by the songs thom.
selies. The Soma is, in reality, a plant whose juice mixed with
milk and heney is an cxhifarating drink, its Preparation being an
clihorate procedure. It cams to b2 connscted wigh Indea, the
god of strensth and the drink of men became the drink of th
gods in general and of h\dm.m patticular, \Whils this ha ¢
the plant is brcoming 3 Deity, aKing and g symbolicpr?:::lj
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develops with it, so fully preserved as well as developed in the
Brahmapas. But as soon as the Soma becomes a Deity, its
mythology also develops and the Soma is viewed ritualistically,
aesthetically, and with a religious consciousness and piety. The
Holy, the Beautiful and the Reality come together perceived in it
and as such the Soma is addressed as the Highest in Song 113,
Roughly speaking, songs 1-40 give us the bare impressions of the
Soma, which is the drink in the vats, flowing through the fleece,
the drink of Indra and a granter of renown, kine, beroes, sons
etc. A reference to BLOOMFIELD ( pp. 598-602) will show that
a majority of the repetitions on themes hail from these songs. The
next stage i3 given to us in songs after 40 where Soma is deseribed
as a Seer, Sage, Twin of Indra, Beautiful and it is in these songs
that some of these repetitions are to be traced. We can then
understand the thoughts that appear in songs like 96 and 113, From
mere descriptive vein we get a somewhat different, contemplative
and mystic mood. A culmination of such 2 di is to be
finally seen in 113 where we meet with almost ~ Upanisadic
poetry, expression and thought.

1 shall bring this discussion of the Soma repetitions to a
close by a discussion of the workmanship and methods ina few
significant repetitions which just represenmt the Rgvedic tricks
of the trade. Thus we have mere inversion in *barhih pracinam
ojasa and pracinam barhirojasa’; a slight variation but of
significance in ¢ pra vacam induh isyatl and pra vijam induh
isyati® the first having a familiar and quite a popular concept
of the Rgvedic times (see R.R.410); substitution of a pronoun
by a significant word as in ‘etam mrjanti marjyam and
kavim myjanti marjyam’; addition to make a line fit in a new
metre as in ‘avyo varam vidhavati and avyo varam vi pavamana
dhavati’; a variation in metre and an adjective and verb asin
¢ fuchih pavaka ucyate; Suchih pavaka ucyate so adbhutah and
finally suchih pivaka adbhutah’; o poetical and thoughiful
substitution for a frankly bare ritualistic phrase as in ¢ abhi dropani
babhravah Sukra rtasya dhirayd, vijam gomantam aksaran and
dhamani ary3 etc. where dhdmani arya for the simple dronini
‘babhravah is definitely supcnor, {9. 32 2;63,14), a mere change
from singular to plural a st Uha as in * Sumbh
mana rtzyubhib mrjyamino pavate and $umbhamana rtayubhih
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mejyamana pavante * (9.36.4; 9.64.5); changeina better adjective
asin * pavamana vida rayim asmabhyam soma susriyam and asma-
bhyam soma dustaram* ( 0.43.4; 9.63.1.11 ) or again for the sake
of alliteration as in ‘soma rasva suviryam; sano rasva suviryam
and then rayim rasva suviryam ( 9.43.6; 5.13.5; 8.98.12; 8.23.12);
a mere change in order as in ¢ pra te dhara asadcato divo na yanti
vpstayah and pra te divo na vrstayah dbara yanti asascatah (9.57.1;
9.62.28 }; addition for a figure of speech as in *indrasya hardya.
vian and indrasya hardyavisan manisibhih * where the effect is a
tender sahokti (9.60.3 and 9.86 19); substitution of a popular
expression by a heiratic one as in ¢ sakhitvam & rabhamahe apd
sakhitvam 4 vinimahe, ile sakhitvam and sakhitvam usmasi(10 133,6;
9.61.4; 3.1.15; 9.31.6 and 66.14); poetical and eloquent subné
changes as in *indraya pavate madah and indrdya pavate sytan
(9.62.14; 9.6.7 ) harim hinota vajinam and advam hinota vajingy,
In these cases the changes have introduced the atidayokti an d
anuprasainthelines One can think that change from “anéum rihantf
matayah, to $iSum rihanti, mataya, is natural enough S“chstcdb‘
the two words themselves. Again in ¢ vatsam jatam na dhenay, b}',
is avoided the tautology seen in ‘vatsam gave pa dhcnava 4
(9.100.7 6458 ), and is achieved & greater roafisio err

emotional tenderness. ot and

To these deliberate poetical changes are to ba
effects achieved through ths refraing or cefrain like 1 ~
soma dharaya; indrny:g\ pavate sttali; abhi v ines,
no yajiiam A gaman; Suro na gosu tisthagjs 3
dadhat stotre suviryam; & pavasva sa)?;I,', iavyo‘varam vidhy
bhara; grniao jamadagning; somo vifvasyy ‘;’". Pungay §,
its variations cko.., tena ., asya,,et0, ind WAty gy Wi
and so on, These words and collections fram Jitryyy h""’/"z

only the familiar music bat create an i _Of wordy Produe A

the whole of the Rgveda. The “cp:ziﬁo,":"""”" of &"’"“"ﬁvit,r omt
" both deliberate imitation as well 54 evol Ofsuch po ey
Soma hymns therefore have ntern v ulf‘ Ctrengyy
repetitions, repetitions that reveal 4he Petit]se, nty, 5 The
establish the connections of 1y, Son 21 Somy Prasey Xlernay
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V—Rgredic Diction and Poetry-Imitatire.

1t has already bezn shown at several places in the foregoing
discussions that the Rgvedic poets are working with a pretty well
set and ficed phraseology. Their refrains, their prayers, thewr
descriptions of the gods, their philosophical riddies alt are writtzn
in a manner well-cstablished, along patterns accepted almost by
all. The poets themselves, have very candidly and honestly declared
that they have been singing along the lines of accepted masters
and sages of old, like Atri, Jamadagni, Vasistha, Kanva, Vyasva
and Nabhika. Unfortunately, we do not have the songs of these
very old poets of the earlier generations and therefore we are not
in a position to judge how far the new pocts are really indebted to
their older models and hence their acknowledgements are, to us
merely assertions of gratitude and reverence, and nothing more.
Yet the very large number of phrases, rel‘mms, formulaic expre-
ssions would go to prove in an i marnner, the exi:
of a poetic tradition of great antiquity. Itis clear to a critical
reader of the Rgveda, that this Veda has repetitions of all types
and varieties and the Mandalas have internal as well as external
repetitions.  This fact should indicate that a Rgvedic post when
felt like composing a new song always looked to his family models,
as well as to the compositions of those who did not belong to his
family. He went to all possible sources and thus composed a song.
All this can be illustrated by a reference to some of the Soktas and
1 take up K45 for an analysis. This is a hymn addressed to Agai
and a composition of Vatsapri Bhalandana. Of this hymn of
twelve riks, as many as seven, have been taken from other sources
or ate common to other hymns also, that is, are well on their way
to become general set expressions.  Thus we have * Apam upasthe
mahisa avardhan (3d) connected with ‘apam upasthe mahiso
vavardha * (X.%.1d). Again 1 rodasi aprnat jiyamanah (6b)°is,
in fact, very common, being seen at IV, 18.5d; 11.6.2a; VIL13.2b,
Next * martesa agnitamrto ni dhiyi(7b)is Vgsig\hu‘s expression

. at VIL4.4 b, Further * pra tam naya prataram vasyo acchi’® (9¢c)

is related to VL477b; VIIL. 70L.7c with suitable changes, for
Vatspri has substituted < tam* in placz of “ no” of the Bharadvija
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- poet and has added * prataram* following him in contrast with the
expression of Suditi in the VIII, 71.6c.

Again * priyah sorye priyo agna bhavati (10¢) is related to
Bhauma Atri’s identical linc at V.37.5¢c. Itis again matural that
Vatsapri wanting to refer to the celebrated ¢ USij* motif should
come out with * vrajam gomantam usijo vi vavrul (11d) which
isa Vamedeva Jine at IV.1.15d and at 16.6d, Lastly, Vatsapri
concludes his composition with *advese dyavaprthivi huvema deva
datta rayim asme suviram® the words with which he closes his
own Soma hymn which is 1X.68. and this is perfectly natural.
Vatsapri's other composion just now referred to, the Soma hymn,
also has to tell the same story. In this hymn, his vajama darsi
sitayé * (7d) is identical with Bhiauma Atri's * & vdjam darsi sitaye’
at V.39.3d. Further his *Somam manisi abhyanisata stubhah *
(8d) is identical with a linc by Nivavari Sikata at 1X.86.17.c
Similarly his ¢ somah punanah kalascsu sidati’ (9b) is identical
with Masa R&i’s line at 16.9d. and of Pratardana Divodasi at IX.96.
23d, both these Soma hymns. His ‘eva nah soma parisicyamanah
(104 ) is the same as Parasara Siktya’s line at IX.97.36a. Itjs
significant that Vatsapri's Agni hymn reveals relations with
other Agni hymns, while his Soma hymn looks to other Soma
songs; and this would show some deliberation on the part of the
poet, OLDENBERG has discussed the relation of these two songs
of Vatsapri Bhalandana ( Pro 1.253 ) and BLOOMFIELD is of the
view that the Soma bymn is later than the Agni hymn. I think that
here the considerations of earlier and later are not so important
and relevant, for here is a poet composing his song to two deities
and trying to model his songs on the lines indicated to him by ©
other poets. The conclusion of the two songs is his own and this
is as it should be. It need not be thought that Vatsapri is 5
plagiarist, for he too, like the rest of his tribe, is well verscd in the
poetic phrascology and diction as his poems reveal, His words are
remisniscent of the gec“_liar Rgvedic phrascology. Tn, Ws A M
bymn he has the alliterative p'nirs in the Rgvedic manner Bl oo
bhati, tredha trayani, sadyo jadyfiano, fukrema, docisy sudmlm
devabhaktam, visvh vasu’. Hl? balanced construction c,:m bmnam
in ¢$ripam udaro dharwno rayipam menisapam plml”lmh ¢ seen
garbhali’.  Again he has the familiar Rgvedje “ martesy nmn:}{?
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vrajam gomantam; rayim asme suviram and finally he knows the
Rgvedic clever art of repatition, repetition for the sake of emotion
and emphasis as in ' Vidmd te Agae tredha trayani, vidmate
dhama vibhrid purutra/vidma te nima paramam guhd yat, vidma
tam utsam yata njagautha (2 45) Even in the Soma hymn wc .
get a fine i 25y rapam vividor
s)mab yadandh nbhamt hitan mnr;nyanta rdt
nadisvan udantam atisum pariyantam rgmiyam’ (1X.68.6). His
other Agni hymn X.46 also reveals the same characteristics for
it has internal repetitions in ‘apim upasthe, apim sadhasthe;
mandram hotaram; dadhire yajistham, dadhite havyavaham® as
well as external ones, for this song has relations - with I14.2
*imam vidhanto apim sadhasthe’, with VIIL10,5.: mandram
hotaram usijo yavistham * and with VIL11.4 and X.52.3. in ¢ yam
tva devd dadhire havyaviham'. Vatsapri has given us three
characteristic Rgvedic similies in *pafum na nastam (X.46.2)
Vanarsado vayavo na somah (X.46.7) Gavo na dhenavah ( IX.
68.1). Incidently we may ponder alittle over his® * vanargado
viyavo na somah * which is a simile for the flames of Agniasis
clcar from the rcmammg words of the Rik which is *asya ayu-aso
itra ddk agnayah pavakal/dviticayah $iatraso
bhurapyavo® and then we have * vmarsxdo \iyavo na somab.
GRIFFITH understands as *like winds are Somas* a procudure
in which he follows LUDWIG. WILSON follows Siyapa in
understanding the flames to be like the fast-flowing juices of Soma.
The passage should not be difficult, for [t may be that here we
have a compressed double simile. * Viyavo na® and *na Som2h*
with the rest of the adjectives going with all the three, the Agni,
the Wind and the Soma. All three as the Rgvedic mythology
would have us believe, are *vanarsada’. Similarly ajariso,
pavakah, $vatrdse, bhuranyavah® can go with all these objects.
‘The idea conveyed, therefore, is that the flames of the Agni are
flowing and purifying like the flowing Somas and arc overpower-
ing like the flowing winds. It can be casily seen that 2 sudden and
uncalled for reference to the Soma, should be out of question. 1t
is, further, through such similies, that the Rgvedic poets connect
two or mare gods.  From this it will be clear how Vatsapri tried
to compose his songs, he being himself both, a gifted poct and
a poet well conversant with the Rgvedic idiom and phraseology.
T would describe Vatsapri as 2 poet with = ritualistic bias, siace
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Aindra. | Further, in his song to Indra, X.32* threc lines of a rik
‘ pra me devanam vratapd uvaca/ indro vidvan anu hi tva cacaksa
tendhamagne anudista Agam ( 32.6) are indentical with those of
Kumara Atreya at V.2.8. In his song to Viévedevas and havinga
historical bias, he in *sam ma tapantyabhitah sapatnih iva
parsavah® (33.2) is similar in expression to Kutsa Angirasa's at
1.105.8. and in ‘maso no $idna vyadanti madhyah stotiram te -
datakrato * he apparently follows the other half of the rik of Kutsa
Angirasa, Kavagz may hay have spun his two riks around what
was one rik by Kutsa Angirasa and we have here an expansion.
His “73janam trasadasyavam’ is linked to ‘samrajam trasadasyavam’
of Saubhari Kanva at VIIL19.32. In his Aksa Stkia he is at his
best and therefore, original too, having no contacts with the
other poets and though in *deva iva savith satyadharmd” he uses
words that are identical with those of Vidvavasu Devagandharva
at X.139.3. yet it cannot be said that he is under any debt. Both
the poets are using a well nigh settled phraseology, an alliterative
phrase enshrining a simile. The use of the idea familiar in the
context of the group of the dice and the comparison of their ways
with those of Savitr has 2 humorous and satirical vein of the best
order. This is no place to digress an the purely literary merits of
this really unique song but this song is enough eloquent testimony
to the poetical calibre and order of Kavasa Ailusa. The absence
of links with other songs in the Rgveda is easily understandable
for here was he dealing with a new theme and therefore in a new
manner. And yet true to the Rgvedic poetic vein, he does give
us balanced structures, allitarative lines and simple lyricism. So
long as he was dealing with traditional themes, he had relations
with the tradition but when he broke off, he gave us a new song
altogether, a song somewhat out of the tradition so far as the
theme is concerned, yet done with all the care and art, traditional
with the Rgvedic poets.  We do get fine charanenshc Vedic style
in * hastaso sahante * bal like * tasmai
krpomi na dhana tnadhmi® na nathito vindate marditiram® and
phrases like *krsimit krsava, tapandstapayisnavah® and so on.
An attempt to depict the life of Kavasa Ailoga has been made
elsewhere and here the story of the development of Jusart is
attempted and fHis orly conlirms what we ave said €lsewhere,
1f Vatsapei was a poet with a ritualistic bias, in Kavaga we have
a poet with varied life and a poet who rose to eminence on account
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of his vision and art. Vision to him was granted, but his art
he practised. l{ 3“ \\,(

We can take yet another example of a poet whose instincts
are purely aesthetic and ethical, the author of X.10, the cele-
brated Yama-Yam} Sarivada Sukta. Here too, the poet was
handling a new theme yet it is very interesting to see his’ roots in
the Rgvedic poetical soil. He has taken many phrases from earlier
Sources. Thus, his ‘ mahasputraso asurasya virah is patterned
aller the line of Vidvamitra (3.53.7) and of Ayasya Angirasa
(10.67.2) Again, his ¢ devah tvasta savita visvarapah* is identical
with Visvamitra fine at 3.5519, His “nakirasya, pra minanti
waldni® is only a slight change over Parasara Saktya’s line
‘nakigta ety vrata minanti’ at 1.69.7. When he becomes more
Philosophica] and metaphysical 100, he expresses himself in ‘ka
Im dadarda ka jha pravocat’ which has the influence of Visvamitra's
lise *Ko addha veda ka iha pra vocat,” a line that recurrs at
X.1296, Similatly his * brhan mitrasya varunasya dhama’ is got
by an insertion of *dhama’ for * Sarma’ in Grtsamada’s line at
227.7. “brhan mitrasya varupasya sarma’. It is but naturaf that
ke repeats his own fine simile from nature ‘pari svajate libujeva
viksam® an idea that was to become classical later on as in « lata-
padapavyatikara * in Kalidasa. The poem is sublime and though
woven around a new and ethical subject, the poct has naturally
gone to older material for his phrascology, Similarly his idea
‘upa barbrhi vysabhaya bahum’® is the same that appears more
gracefully in Bhavabhuti’s ramabihu esa upadhana te ctc. The
poct himsell is capable of very fine phrases and ideas as can be
seen in his alliterative * ni te mane manasi’, simple yet clear * tasya
M3 tvam mana icchd sa v tava’, balanced expression like ¢ amgta
vadanto anrtam sapema, na tisthanti na ni misanti ete, pramudah
kalpayasva, a clever use of the word *nigacchat’ in * kimu svasa
yannigtirnigacchat * and in < papamihuryah svasaram nigacchat®
by two different speakers, giving emphasis. This is how capable
and clever pocts produced their compositions, many times imitating
the models already existing, and at the same time creating some-
thing of their own.

We can have another example of a great post who handles
& new theme and naturally has no links with other poets and




RGVEDIC DICTION AND POETRY-IMITATIVE 103

33-38) Gopavana (73,74) and Apala Atreyi (21). If the Rgvedic
poetey were pre-eminently family poetry, then these songs should
have looked to, one can expect and quite reasonably 1 suppose, to
Book V, the Book of the Atris. Curiously enough, these songs
have between themselves only three or four insignificant padas
linking them with that Book, but these songs otherwise look to
other Books for links. They, therefore, use the general Rgvedic
phraseclogy rather than that of the narrower family unit. This
very fact is carroborated by the fact that the Soma Pavamana Song
of Syavadva in TX.38 also has connections with the Soma poetry
in general rather than with the poetry of the family.

In the foregoing discussion I have spoken of the Rgvedic .
diction and phrascology, the traditional technique of the times.
Could we try to note the peculiarities of the Rgvedic diction and
form a general idea of the same? In fact most of these peculia-
tities have been noticed when an attempt was made to study their
technique and here we are only concerned, as a matter of fact,
only with such peculiarities that had an impact on the style or
expression of the later Sanskrit literature. For such peculiarities
if observed, can be fittingly, said to have been developed into
conventions by the poets and hence these have been observed by
them in one form or another and with greater or lesser polish.

Homophony has always exercised great influcnce over
human thought and expression. This tendency could be scen
right from the formation or bestowing of names on persons or
things and on characters in literature.  When the Rgvedic poets
named the deitics Yama and Yami, Dhatar and Vidhatar, Sarya
and Stryd the daughter, Indra and Upendra ( Vishnu), Diti and
Aditi, Vala and Vrtra, both enemics of Indra, they were following
the universal primitive tendency of finding out names that rhyme
or alliterate.  Etymology also played its part in such names as for
instance in Yama, the ¢restrainer, Dhitar, the establisher and
Vidhatar the disposer and 5o on. But this isa tendency to be
observed in the poets of the Epic and the classieal period for we
et names like Kumbla and Nikumbha, Sunda and Upsunda,
Vidiacl and Ghpischi, Ambd, Ambika, and Ambilika, Damana,
Damayanatf, Danta and 3o on. Indrssena and Indraseny
Rukmin and Rukmici, Kdmamafjari and Ragamafijari jn Dnndin.'
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Madanika and Radanika in Shudraka. Another tendency is the art
of enumeration or of coordinating several elements in a rhyming
or alliterating or an assonamt structure. The Rgvedic poets
whenever they want to enumerate everything on earth, the wealth
and so on appear to follow & definite order as rchah, samani,
yajimsi, gdm, asvam, ajam, Avim vrihim, yavam, brahmapam
rajanyam vaidyam stdram, in all probability suggested by the
Purusa Stkta X.90,8-12. and when this was to be summarised
we get again the alliterative phrases vi$va vamani, visvani VArya,
vidvam varyam, rayim vasumantam satagvinam etc. Similarly
when the gods are to be enumerated or to be put togethes,
the Rgvedic pocts appear to choose a particular order, Indra and
Agni; Adityas and Rudras, Aryama, Pos3, and Brhaspati, Indra,
Mitra and Varapa. Qbviously & certain rhyme and assonance are
the chief considerations in such coordinations and i
But it is from such lists and passages that the later stotra literature
derives its style and the same is brilliantly parodied by Stdruka in
his ¢+ Vasantasend-dasanimakam Mech. 1.23. A third and important
tendency is to offer etymologies of names of person or things
and to suggest their inherent propriety. This tendency is again
universal and to be found clsewhere alse. Though these efforts
of the early poets need not be 3 d as any scientific Hnguisti
speculations, they also meed not be summarily dismissed as
puns.  This inquiry into the meaning of the word has become a
regular feature of the Sanshrit poetic style and can be considered
as one of its graces, though o somewhat artificial one.  Etymology ~
cxplains the very essence of the words, the very ideas and objects
symbolised by them. The Rgvedic pocts do not resort to this
device pretty frequently, yet it is obvious that they know it
Thus for instance in 1488 ‘apa dveso maghoni duhita diva/usi
ncchadapa sridhah; the root apa-vas (ucchati) to drive off by
excessive light has been dcliverately vsed, being in harmony with
the name Usas.  Tn a similar magner in L.113.13 the verds in the
tines * fasvat purosi vyuvisa devifatho adyedam vyavo maghoni/
atho vyucchdd ultardn anu dyian/are undoubtedly dehiberately
used. In a similar manner is to be explained the extremely delicate
name Anumati for the personification of the favour with which
the Gods regard the sacriflces and prayers of the pious. So one
can understand the pleasant propristy of the address to this deity
¢jyoh pasyema s“ryam uccarantam anumate mrlay: nah svasti
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('X-59~6 ). Equally significant is the name Asuniti, ‘whom I would
like to understand as the éarrier of the souls, rather than deity
presiding over funerals or guide to life or way to fife. The name
£ets significance and “the prayer to her is appropriate in X.59.5-6.
Asux}m mano asmasu dharaya/jlvitave supra tita na ayuh/and
asunite punarasmasu caksuh punah prapamiha no dhehi bhogam,
Etymology might be lurking in IV.55.5. Pat patih janyadamhaso-
a3h*'and a simifar connection might exist in V.43.12 Brhantam
brhaspatim. At 1V,3.7. Pasan is desoribed as ¢ pustimbhara®, It
is again probable that V6.3, tuvimraksaso divys navagvd vand
vananti® is responsible for the etymology of vana as given by
Yaska ( Nir 8.3.) vanam teh. Etymological ideration

as well as those of alliteration and assonance must have been
responsible for the frequent use of the root mad* in connection
with madhu { mandano madhvah. 2.19.2; madiram madhu.8.38,3),
of the root vr in the context of Vptra and roots with vi in the
context of deity Visnu. This tendency of *wortspiel® is to be seen
in fater poets too as when Kalidasa explains the words Dasaratha,
Uma, Raja and Sriharsa explaing Damayanati as ‘damayanti
kamaniyatimadam® or when in Sidraka we get Madanika as
¢ madanamapi videsayanti’ and Radanika as sathyatamukbi or
Vasanteseneva vasantashobhi and finally the name Charudatta
itself. Many such instances can be shown of this convention, a
legacy from the Rgvedic poets.

Another classical practice that could be traced {o the
Rgvedic art is the repetition of conjunctions towards the end of
a sentence. Bhavabhati especially and Bhartrhari too revel in
such a use of *ca’ giving o quick movement to the line and
conveying a sense of addition. One may refer to a construction
fike *hrdisthah Sokah n dahati saritapayati ca, The Rgvedic poets
use this very device as in deva & martyesu a (8.01.1) and expre-
ssions with *caca® arc many, _

The later pocts have been often, and with some justifica.
tion too, cond d for indulging in word-plays. Maigha and
Bhaeavi have dzsated cantos to such wordplay and Kalidasa in the
Raghuvamis too has done the same. The Revedic ancestors of
these poets have alteady Jaid down the norm, Thus for instance
one can refer 1o 1L.18.4.5.6.  where the poet deliberately uges the
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words Vrsan and Vrsabha. In a similar smanner the Rgvedic poets
practising the art of poetry and finding complimentary phrases to
serve a number of purposes have given a cue to fater poets. The
wording in 1.114.7. *m2 no mahantam uta m2 no arbhakam/m3
no uksantam ma no uksitam’ is indeed the forerunner of the
classical *abalaveddha*® and in 3 similar manner are to be under-
stood the Vedic *divadca gmadea, dyaudea prthivi ca, aha!ca
htri ca, bhiitam ca bhavyam c», diva naktam ca, jamim ajamim’ .
bhaktam abhaktam, dtre ca anti ca, fixed phrases used for effects
of totality, continuity, and wholeness, The classical poets when
they use phrases like tha j: ahasca
ratridca ubhe ca saridhye, krtakrtn ete. are following the models
furnished by thelr Rgvedic ancestors.

Another mode of expression, that of parallel constructions
with yaths appears also in the Rgveda, a mode popular with Iater
writers. The Rgvedic poet is terse in 8.47.17. ‘yath2 kalim-
yathd shafim yathi enam samnaydmasifevd dusv'.\pnyam etc. but
in Kalidasa we get the gracerul ¢ Umavrsamhkau sarajanm;mn»
yatha ..yatha j (R hsa TI1. 23.)

The Rgvedic™ poets, as we have already seen, are in the
hablt of repeating words to indicate frequency and reiteration,.
especially words like” pade, grhe, dame, vane, ahar, gitre, jane, rane,
punah’ a practise that recurrs in the classical writers as in the
celebrated *pade pade santi ranodbhata bhatah® in the Naisadhiya
of Sriharsa, or in the famous subhasita saile saile na m’\nikyam etc.
In the Rgveda we get the itions of an adjective in ¢ p: .
panyam’in 8.2.25 and 8.74.10. and this can remind onc of
¢ Rhinnah khinnah*® of Kalidasa in the Meghaduta. Delicate
emotional repetition of the noun as in ©aranyini, aranyani’ 10,
146.1, is clearly the same as the one we havein ‘bale, bale*

<ha rama, rimabhadra cte. that is to
be very commonly met with in clnssu:al poets. In a similar manner
repetition for the sake of h ional efect, alli
that contributes music to the composition are also to be scen
utilised in the Rgveda and in doing this these poets have served
later Sanskrit poetry by furnishing good models. Latterly many
studies have been undertaken to study the different figures of
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speech to be secn in the Rgveda and these studies amply reveal
how the Rgvedic poets have indeed not only paved the way for the
later poets but also have provided ample material which serves as
the foundations of the later rhetoric. They seem to be aware of all
the subtle methods of postry, of the different devices of a poet
and of the inherent capacity of the language to express any thought.

The composition of these mantras must have gooe on for a
long time and must have stretched over many gemerations, It is
therefore perfectly understandable that the earlier poets must have
been the models of the later poets and the Rgvedic poets frankly,
admit this fact, by reminding us that they are composing their songs
inthe manner of the older poets, Jamadagni, Atri and others;
Imitation thercfore is a part of the technique of these poets and
wholesale repetitions or even those of parts with variation amply
reveal this imitative aspect of the Rgvedic poetry. In their effort to
find out alliterative assonant phrases, phrases of cloquence, emo<
tion, and weight they are, so to say, fixing the poetic diction and
this is pracisely the reason why so many fixed phrases are to be
met with throughout the Rgveda. True, many of these, like the
god and his adjectives, might have been forced by the theme yet
many are to be put down as duc to the artistic and the °poctic
instinct, 'They are capable of reatistic description of the war or of
the dawn, the stillness of night and the havoz of the torrential rain,
the Parjanya. They write spirited dialogues as in the Sarama Patii
hymn and touching conversations as in the case of the Puroravas
Urvast hymn. They can be sublime as in the Yama Yami hymn'
and melodious as in most of the Soma hymns. ~This fineaess can
be aresult of a long proesss of development and practice of the
poctic art. Thercfore, even if the names of Samadagni and Atri
and others, whom the Rgvedic pocts mention as the ancieat models,
remain mere names to us, yet it could be understood that these
names and theic very early contemporaries belonged to the period
of the first bloom of the Rgvedic poetry, the period of experiment,
In a very broad manncr we can say that the period which the
Rgvedic pocts themselves describe as the early petiod, parva-and
the pocts of this period as plrvyebhit-is this period of experimen;,
The period of the new pocts-the nétanas-is the period of imitation.
In the experimentst period, the very linguage and the manner were
practically fixed or these were mosing towards erystaliization fng




108 Some PorricaL Asprcts or Thz Roveoic Reermmions

conventions, In the period of imitation, the pariod of the new poets
we find these convensions being abundantly observed and further
crystalised, As we have already seen, thess conventions have crept
in even in the late classical period. We have traced the very concept
of Sarasvati to this eatly period. The Agni hymns, the Soma hymns,
the Indra hymns all these reveal an almost specialised phraseology
and thecefore the pocts, to whatever family they belong, appear to
follow the general technique, What MAX MULLER describss as
the ‘Cchandas period” can bs made to refer this very early pariod, the
period of the ancients, the parvyas, and the ‘ Mantra period® would
be the period of the new poets, the nitanas. Three generations of
poets, the ancients, the middle ones and the moderns have bzen
very clearly referred to in IIL32.13. ¢yah stomebhih vavydhe
prvyebhih yo madhyamebhih uta bhik*.  Mail uni
Vasistha in an identical manner with that of Gathin Visvamitra
refers to these two generations in his * ye ¢a plirva rsayo ye ca nfitnd
indra brahm3ni janayanta viprah. * ( Vil.22.9 ). According to MAX
MULLER hymns in which occur references to the phases of the
Moon, appeals to unscen powers and simple and natural ritual can
betaken as belonging to the early period and the hymns in which the
complicated ritual and the various priests, the implements etc. are
referred to, have sure indications of lateness. The names Potri,
Agnidsha, Prasastri Neshtri, Hotri, Adhvaryu would indicate
lateness implying a development of the ritual. The Dana-
stutis, the so-called secular hymns, hymns like the Frog hymn
would also belong to the Mantra period, It would bs natural
to expect in the first period a play of original free unscon-
scious inspiration while in the second period imitation,
reflection and criticism,” in one word, studied production, The
language also should give us some indication in this direction.
Gireater portion of the Rgvedic poetry belongs to this secondary
age for here is language almost fixed, The Rgveda, thercfore, it
is clear, represents the most ancient chapter in the history of
human intellect but certainly not the first. MAX MULLER would
place the Usas hymns in the carly period. WINTERNITZ regards
Books II to VII and the IX as being very old, some of these going
back to [ado-Iranian period and the Books VIII, I and X being
the fatest material. ARNGLD by critically stadying the Vedic
metres tries to discover the different layers in the Rgveda. He
teies to formulate what might be called the ‘ homogencous
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collectfons’ in the Rgveda, using three criteria: use of a family
n2me in the separate hymns; secondly, the use of a special refrain;
and thirdly the use of a particular metre or rhythm peculiar to the
coHecticp. The entire Rgvedic composition according to him
streches over four periods, the Bardic, the Normal, the Cretic and
the Popular, He divides the Bardic petiod into two periods, the
Archaic and “the Strophic and thus the whole history of the
development of the Vedic metres and through them, that of the
Rgvedic composition, is presented to us. In the Bardic period,
the period of rivalry and originality, the families used particular
metres, the Atyasti, Dimeter Uspih, Kakubh-satobrhati Pragathas,
Usnih, Mixed lyric metres, Anustubh with extra verse and varied
Decasyliabic tristubh and Tambic Tristubh. Irregularities in these
metres and in composition would indicate the Archaic period
while smoothness and regularity would point out to the Strophic
period. The distinctive metres of the Normal period are the
egular Tristubh and Gayatri, In this period refrain verses and
the names of authors become rare, This is a period of parfection
rather than of originality of form. Of the Cretic period that
follows, the Tristubh and the Jagati with the cretic rhythm are
the distinctive metres, In this period the names of the authors
and the refrains become rare and the linguistic forms with the
Atharvaveda flavour begin to appear with greater frequency. This
may be regarded as a period of transition, for this directly leads
to the next periad, the Popular Rgveda period. Ta this Popular
Rgveda period, the Epic Anustabha and the i d
Tristubha become current. The Funeral Hymns (X.14-19),
Hymns appearing at the end of a Mandala, Hymns appearing at
the end of a deity group, especially of Agni and Indra, verses
appearing at the end of a hymn, not quite homogeneous with the
rest and a large part of the Mandala X belong to this period,
ARNOLD has thought of a very happy name, ‘the Popular
Rgveda® for it very appropriately fits in with the contents, the
myths, the dramatic colloguics and charms which are essentially
popular and also with the modem form of the language that must
have been popular by this time and the diction of this Pperiod
is to be contrasted with the “hieratic® diction of the remainin,
hymns. To the Bardic period, ARNOLD would assign thg
Mandalas of Vasistha and Bhiradvaja ( VII, vi )and com e
tion of Kapva (1.36-30, VIHLI-1, 3231, 4959, of A‘I’;’;:
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(1.58-64; of Gotama (1.74-93) of Sobhari ( VIILI9-22; of
Vyasa (VIIL23-260; of Syavasva ( VIIL35-38): of Vimada
(X.20-26). Further, Mandalas I1I. and IV. of Visvamitra and
Vamadeva; Hymns 1.1-23 and 24-30 and 1X.1-91. belong to the
Normal period on account of the normality of the metres to be
scen here.  Mandalas II and V. of Grtsamada and Atri, have
portions that go to the Bardic period as well as those that belong
to the Normal period. In the Cretic period are to be placed
Hymns 31-35; 94-115 and X.33-84 because of their distinct
thythm and also on account of their affinity with the Atharvaveda,
According to ARNOLD, the linguistic development of the Rgveda
runs parallel with that of the metre. He does admit the other
recognised tests like those of the subject matter and language but
to him the metrical test appears to be decisive. From the point
of view of the subject-matter he traces in the Rgveda four stages
asl the primitive ceremonies of fire and drink-making; 2. the
* Indo-Europ Nature Worship-3. the Chaldean deities of heaven
and 4. the warrior-god of lhe mvasxon of India. His attempt to
construct a metrical history of the Rgveda is very clever no doubt
‘but not very convincing. In the first place it is hypothetical and
dly, it leads to lusions that afe not corrob d by other
evidence that is more realiable. It will be easily scen that the
layers as arrived at by ARNOLD cut across the accepted position
regarding the chronology of the Regvedic hymns. MAX MULLER
and KEITH both regard the Dawn Hymns to belong to the earliest
period, but according to ARNOLD thcsc hymns belong to lhe
second period. ARNOLD’s 1 or
the popular Rgveda deserves acceptance and the line of inquiry
that he has suggested is also of great importance but one wonders
whether everything that he has said can be accepted. It can be
easily granted that as poetic art,advances, metre tends to be, in
general, more smooth and its use more artistic and deliberate.

If ARNOLD used the metre as the criteria for reconstructing
the history of the text of the Rgveda BLOOMFIELD uses the test of
Repetition for the same purpose. Repetitions are always and as
e have all the while in our preceding discussion seen, more or
Jess conscious fmitations and often times these fmitations, inferior
in structure and style, furnish a good criteria for thé relative age
of the passage. The Anukramapi, Sarvinukramani of Katydyana
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and the" Vedarthadipika of Sadgurudisya afe not reliable guides
for often these ascribe one and the same verse to two or more
authors or divinities, Itis frue that anthor names occurring in
the riks themselves throw some light on the age. According to
BLOOMFIELD, subject-matter, style, g metre, logy,
sentence and words lacking - grammatical sequence, disturbed
antithesis, longer versions of short passages and finally ellipsis
reveal the imitation as inferior. To these may be added alliteration,
diction and ritual consideration as well as jingle. Imitative verses,
though inferior, are nof interpolations but form a part and parcel
of the hymn and therefore the entire hymn is to be taken as later
than the hymn which supplies the pattern. For larger parts of the
Rgveda, repetition becomes an important criterion, as for instance
in VIIL5-8, a song of Vatsa Kanva, we have in 19 verses 34 padas
out of 76 repeated. The VIII book is ¢ markedly repetitious’ and
the TX. repeats itself endlessly internally. LUDWIG, HIRTH,
and LANMAN regarded the VIII Book as of ‘extreme anti-
quity* but this is not borne out by a study of the repétitions.
HOPKINS has, through a study of its vocabulary, established its
late character. BLOOMFIELD thiaks it very difficult to determine
as to which is the oldest portion of the hymns, *the brahma pura-~
nam, pratnam manma’. , BLOOMFIELD’s conclusion appears
1o be that the Mandala VIIT has old portions as well. Further
hymns L.1-50 share the nature of the Book VIII. The Book IX
has repetitions of the nature of ritualistic formulae and might be
having roots in entiquity but has later on become common
property. It is possible to extend the argument from large passages
to the Mandalas themselves. Two Mandalas can be compared in
their repetitions and that one which shows inferiority can be taken
as fater. Sucha study, to BLOOMFIELD reveals that the VIIT
is a late Book and T1.1-50 also belong to its period. Of the 30
repetitions which the IX fas with other Books 10 are with the ViII
and there the IX appears to be the earfier. Books IT to VIp
reveal their early character with reference to the other books but
between themselves contain both superior and inferior ‘imitations
and thus present a ¢ perfect tangle.  Of these apain the VL ma
be taken as later than the others, ‘The Rgveda Mandalas Cﬂnmz
be precisely dated yet itis cleac that these depend onal
antecedent activity, and these represent the mixed final prccipi((::f
of a later time, and to some extent, the eclectic chojce of 4
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comparatively late redaction, but the family Books are on the
whole earlier than the non-family books. ROTH and GELDNER
believe in the reported hostility between the Vasisthas and the
Vidvimitras ( 3.53.21-23), Vidvamitra's curse against Vasisthas,
but the hymns really do not support it. Repetitions of 1.51-191
and X show their late character, in fact, very late character, later
than the rest of the Sarithita as OLDENBERG has shown. Some
portions of the X Mandala may be early but the uniformly inferior
repetitions show that these hymns were both gathered and
composed at a later time, )

Th:sc conclusions of BLOOMFIELD fit in well with the
d ch logy of the Mandalas of the Rgveda. It
is indeed a \cry fascinating study to tey to determine the chrono-
Jlogy of the different portions of the Rgveda, a game in which
BLOOMFIELD, HOPKINS, HIRTH, .LUDWIG, GELDNER
and othiers have tried their trained and masterly hands, Thisis
not the place to enter into & di i ding the ch 3
but T shall restrict myself to a discussion regarding the sources of
inspiration of the generations of the Rgvedic poets as revealed by
these repetitions, and regarding the way they imitated the earliar
poets and practised their art. 1 am speaking in a broad manner,
for well do T understand, that one has to enter into a very critical
discussion just as BLOOMFIELD does, if one desires to deter-
mine the supcrior and the inferior or the earlier and the later in
the Rgveda. 1shall, therefore, start with accepting the conclu-
sions generally accepted and established with satisfactory evidence
in the matter of the chronology of the different portions. Roughly
speaking we speak of the four layers: first, the Mandalas I
to V1I; second : Mapdala VIIL. third: Mandala IX Soma Pavamina
and the fourth; Mandalas I and X. BLOOMFIELD has shown
that in the matter of repetitions, the family books as a whole show
superiority over the extra-family Books, Similarly the Mandala
IX, as a matter of fact, stands by jtself, though later than the
Family Books, and lastly, the Mandalas [ and X. represent the
last and final phase. If these different layers are kept in mind and
if we look at the points of contacts between the different Mandalas
interesting facts are observed,
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The following table will make cleat the relations of the
different Mandalas veen th 3 idered from the point
of view of the repetitions. -

Mangata 1 ‘ n!m"w vivi vnfvm lex

I 304) 28 38 sS4 64 s6l 76)185] 571 92
it 220 78 8 4 3| 14 14 19 T4 22
1 42) 8l 121] 14 16 19 29] 39| 8 46
v s6] 4| 13] 84) 14] 24/ 31 48 -9 38
v 64) 2 200 13| 138] 36 25 112 18] 34
VI 79 14| 21| 30 36 2 73 11 38
vil 82 15 25| 33 27] 43 172] 49 21 T2
VIII 2200 22) 42 45| 91f 55| 42| 273) 105] 9

78l 6 12| 6]~ 27] 200 19| 94f1031] 26

99| 24] 54 37} 29 50, 49 66| 26 216

I am purposely using the words ‘points of contacts’ for I
am not here speaking of the superior and the infcrior passages.
As a rule, it appears that each Book has a larger number of
internal repetitions, when comp:red with the external repetitions,
thus indicating its b hi and this
may be due to the sameness of the circumstance and environment
of production, the sameness of the family, or the sameness of
the theme. Further, the teadency to repeat, hecomes marked and
of greater frequency when we come to the later extra-family Books,
Hence the period of the Mandalas VI, IX, Iand X can be
regarded as a secondary period of imitations. The repetitions of
the Book IX are technical no doubt, but it has a larger number of
contacts with the Mandalas VISI. I and X, rather than with the
rest, undoubtedly the earlier Mandal This is not to deny the
possibility of the Soma songs goilng to antiquity along with the
Soma cult but the Mandala as a whole will have to be placed in
the secondary period, since it imitates the earlier Soma technique
and also falls in line with the later imitated portions. Of the
earlier Family Books, the Mapdalas VI and VII can be taken as
representing the transitional stage from the earlier period of Books
1, I, and IV. to the later secondary period of the Books VIII,

1X. Land X. The Jater Books fook to these Books i in a'much
greater measure than to the ecarlict Books, OF these, again, the
Books VII[ fooks to Book V, while Books I and X look to viI,
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Of the very early period, the period close to production, of the
books 11, 1If, and 1V, itis the Book IV that has influenced the
Iater Books from V to X in an uniformly and consistently grcatcr
measure than the Books ITL and If.  Of these two Books, again
the Visvamitras _of the II Book, reveal greater influcace on the
other Books than the Gytsamadas of the I Book., As a matter of
‘fact, though the ‘Grisamadas reveal very listle contact with the
rest of the Rgv:da it dccﬂ rcptat nself and thus in a way
reveals its i Considering all
this, it could be said lhe Vasisthas really have infiuenced the
Iater Rgveda and their greater contact with the rest of the Veda
_reveals their versatality as well as greater social contact in the
Aryan fold of the Rgvedic poets. The earlier Books IL III. and
TV. in all probability come in that early period which really was
the end of the creative period, the Cchandas period of - MAX
*MULLER yet a period which was witnessing a rise of poetical style.
chce perhaps it is that these Books have the interpal repetitions
dicating their clannish ch and reveat lesser contact with the
: rest. The Rgveda reveals a rise and growth of the eult of sacrifice
and with it grows the production of poetry and all this reveals
an era of established conventions which, as is very natural,
“degenerates into a period of imitation and repetitions. The
“varied nature of the repetitions reveals the scale of the poetic
activity of this secondary ‘period. Among the families, the
.Grtsamadas’ appear to be a family with little influence and the
~Visvamitras appear to be a family who have lost their importance,
‘to judge from their fame and boast that their song protects
.the country. This appears to be the era in which the Vasisthas
-have risen to power. It is the Vasisthas who are the source
of the inspiration of the Rgvedic times. By the side of the
.Grtsamadas, Visvamitras and the Vamadevas they appear to be
immeasurably great and hence it is perhaps that the Rgveda
acknowledges or rather the Vasisthas themselves affirm in their
song 33.8.
* Stiryasyeva vaksatho jyotires dra mahima gabhirah /
vitasyeva prajavo nanyena stomo vasisthi anvetave vah //°

May be their political power and alliance with Suds Pijavana has
been responsible for theis rise but it appears that the Vasisthas
are the cultural lcaders of the times and no wonder if they are the
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source of inspiration to the rest. [t is indeed quite plain that the

poets Angirasa, Atri, Jamadagni, Kanva, Nabhaka, Mandhatr and

Kivya Usanas whom the Rgvedic poets mention as their models,

belong to hoary antiquity and possibly composed in the first part

of the very carly Cchandas period. Viewed mythologically, the

Rgveda is the history of the downfall of Varuna and of the rise in

power of Indra, similarly viewed sociologically and ethnically, itis

the history of the downfall of the Visvamitras and of the rise in
power of the Vasigthas. If there be any truth in the tradition that
the - Grtsamadas too were Ksatriyas, as the Visvamitras are
reported 1o have been, then it could be said that the early
period of the Mapdalas If and ITI marked the literary compositions
by the Ksatriyas but the fater period is dominated by the Brahmapa
poets. The middle period is, culturally and from the point of view
of religion, dominated by the cult of Sacrifice and of Soma, hence
it is full of poetical productions markedly repetitious, but the late
period of the Mapdalas I and X saw new urges and therefore
these Books present an interesting spectable, of being repetitious
in traditional themes or in themes dealt with in a traditional
manner, but at the same time being original in their new composi~
tions. BLOOMFIELD has used the repetitions as a criterion for
determining the superior and the inferior in the Rgvedic Composi-
tion in a very industrious and critical manner, but with all the
same, it is nat possible to agree with him every time. Withont
entering into details I shall refer to one case asan instages where
I failed to be convinced. The interesting Yama Sambjta X.14-18,

" it is true as BLOOMFIELD points out, can neither be regarded
as early or late, simply on the ground of its inclusion in ths
Mandala X or because of its dealing with a theme that i onfg:;
to the other Books. I think that perhaps OLDENBERG js right
in regarding the funeral also as a ritual, We witness 2 deselopment
and  consequent complications in the ritual in the Rm:«n«
times, The composition of the funeral hymas is very Iii:el ;
have begn done under this very strain and the refereace to Y}:. o
Barhis, "Agol etc, would only confirm such 2 yiew, Wh;m?'
more': interesting is that the repetitions thay are tovb: h! is
coming from the undoubtedly earlier portions, tmt;"ecn ere,
and VII and even VI, reveal that fines that were u‘» s books 1if
9I‘Agni, Indra, Varuna, Visve Deyas Mitr: ds'dm the contexy

in the Apei Hymns of the VidvAmitras andﬂ and those that occur
. the Vasigthas, are ngeq
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here in the contest of Yama and the funeral. The inspiration and
execution of these composition appears to be therefore priestly and
ritualistic and hence I would fecl inclined to accept OLDENBERG's
view without its exaggerations, ¢The Yama Sarhhita’, therefore,
is n late production patterned on the earlier portions and under
the ritualistic impulse and inflience. The post is deliberately
using the conventional formulae available to him.

-What light do the Rgvedic repetitions and the Rgveda as
a literary composition throw on the Vedic poetical genius?
OLDENBERG and HILLEBRANDT have regarded it as a
priestly genius while BRUNHOFFER regards it as an essentially
Iyrical.  So does Dr. P. S, SASTRI. GELDNER regards it as
courtly. A poetical genius working under the strain of religion
and magic would also be a suitable description, Description and
repetition appear to be the outstanding characteristics of this
poetry. The poet capable of very fine and delicate images and
phrases is ro doubt there. In this context one cannot make an
all-embracing statement for the very bewildering variety of the
Rgveda would precinde any such possibility, Yet with all the
limitations with which such a conclusion is to be reached, one
would like to say that the Regvedic geniusis 2 *ballad genius’,
The Rgvedic style has given much to the Epic style that is to be
met with in the Mahabharata and the Rimayana. Tt is because
of this peculissity of the Tndian poetical genius that India boasts
of two out-standing Epics, the final culmination of ballad poetry.
An Epic js always regarded as a miracle, and a miracle never
happens twice.  Yet it did happen so in India. ‘The reasons why
Tndia could produce two great poets who moulded the nation, in
Vyasa and Walmiki, are deeply rooted in the Rgvedic times, Just
as the poctry of Vyasa and Walmiki explains the whole of the
later classical poetry and writers, the Rgveda explains the whole
of the Indian paetry that developed on the Indian seil. The debt
of the later generations in the matter of religion, philosophy and
poetry to the Rgveds, is immense and immeasur able.  Round
and in the Rgveda centres the entire Indian Life, Civilisation
and Culture, It may be the earliest human document and there
may be doubts about its home yet itis India only where it has
held a continued and well nigh complete sway over the whole life
of the people.
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