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The Tarangavati and the History of Prakrit Literature

Andrew Ollett

memini me fiere pauum (Ennius)

Introduction

The history of Prakrit literature, like the history of Indian literature more generally, presents
two major difficulties.! First, the earliest material is difficult to situate in a historical
framework. Not very much of it seems to survive, at least from the references to now-lost
luminaries of Prakrit literature in works of metrics, poetics, and grammar.2 And to the
material that does survive, scholarship has assigned widely divergent dates: a range of four
centuries for Vimala’s Deeds of Padma, and at least that for Hala’s Seven Centuries,
perhaps the most widely-read and intensively studied work of Prakrit literature.’ In this
respect, and many others, early Prakrit literature bears comparison to early Tamil literature.
The texts have come to us through a manuscript tradition that tells us little about where and
when the texts were composed. And unlike the major texts of Sanskrit literature, research
has not yet produced a consensus on their historical context.

Second, even more than in the case of Sanskrit and Tamil, the terms that are available to us
to tell the history of Prakrit literature are very often problematic. Take, for example, the
word “Prakrit” itself. The word has meant many things to many people. According to one
understanding of the term, Prakrit refers to an undercurrent of popular speech that is always
already there, from the Rgveda onwards. According to another, Prakrit is whatever fails to
be fully Sanskrit. These notions are not completely made up by modern scholars. They are
based in what some people actually said about Prakrit in premodern India, although they
often compound premodern prejudices with modern ones. I am more concerned here with
the historical positivity of Prakrit literature, which these ahistorical and negative
characterizations lead us away from. For there were texts that identified themselves as
Prakrit, and they are always texts of a certain kind, produced in certain times and under
certain circumstances.

Another example is the varieties of Prakrit. In some cases, modern scholarship has simply
taken over the premodern names (e.g., Maharastri, Sauraseni), although the history of the

' This paper revises and expands upon a brief discussion of the Tarargavati in my dissertation (Ollett 2015:
116-123).

2 Consult, for example, the list of authors—most of them mere names to us—cited in the ninth-century metrical
handbook of Svayambhii (see the appendix of Velankar’s edition), and the writings of H. C. Bhayani about lost
Prakrit authors (1993b).

* For the controversy over the date of the Seven Centuries, see the overview in my dissertation (2015: 81-85).
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use of these names forms an important part of the history of Prakrit. In other cases, modern
scholarship has invented new names by adding qualifications to old names, which
represents both a taxonomic intervention (i.e., Jain Maharastri is a variant or variety of
Maharastri) and a historical fact about the study of Prakrit (i.e., Maharastr1 was studied first,
and then Jain particularities of Maharastr1 were noted). As these qualifications pile up—the
work I will discuss here is described as having been written in “archaic Jain
Maharastri’—they reflect ever more clearly the “etic” taxonomies of Prakrit that modern
scholars have constructed, but move further away from the “emic” categories from which
they started. This is not a problem in itself, but it leads us to see the history of Prakrit
literature in different terms than the people who actually made that history, and, I would
argue, to impose anachronistic divisions onto that history. The use of the phrase “archaic
Jain Mabharastr1,” for example, implies among other things that the history of Prakrit is
actually two histories, one Jain and another non-Jain. And for the most part, this is actually
how the history of Prakrit literature has been told. This paper presents, by contrast, some
reasons for thinking that the most important phase of this history occurred “before the
divide” into Jain and non-Jain varieties of Prakrit.

This problem brings us to the definition of “literature,” which can be understood broadly, as
a collection of texts, or narrowly, as a collection of expressive texts, or even more narrowly,
as a collection of expressive texts that reflect a self-conscious adherence to a broadly shared
poetic imaginary. The last is relatively easy to identify with kavya, although the precise
limits of kavya vis-a-vis other discursive forms are sometimes hard to establish. The history
of kavya is still almost exclusively seen as the history of Sanskrit kavya, at least in its
origins. A number of views have been advanced regarding the position of Prakrit in this
history, but the fact is that Prakrit supplies some of the earliest unambiguous examples of
kavya that survive, which no history of ka@vya can afford to neglect. The history of Prakrit
literature thus should have profound implications for the history of language and literature
in India more generally—if, that is, it ever revealed its secrets to us.

The Tarangavati is not exactly a secret. It is a romance written in Prakrit verse by the Jain
monk Palitta. Hermann Jacobi was told of this text by Muniraja Vallabhavijaya, and
through the efforts of Keshavlal Premchand Mody he was able to get a transcript of a
manuscript along with fifteen folios of the original. In 1920, he gave these materials to
Ernst Leumann, who published an abridged German translation very soon afterwards.® As
Jacobi and Leumann realized, the manuscript was not the Tarangavati itself, but a later
abridgement in 1640 Prakrit gathas called the Taramgalold. Nevertheless its historical
importance was clear. Leumann put the composition of the original at the beginning of the
common era, and the abridgement about a thousand years later. Leumann never finished an
edition. The Taramgalola was first edited by Kastuiravijaya Gani in 1944. But H. C.
Bhayani found this edition very defective, and reedited the text on the basis of further
manuscript evidence in the 1970s. His edition was first published serially in Sambodhi, and
then as a monograph in 1979, together with a Gujarati translation. He also edited another
version of the Tarangavati story, the Taramgavaikahd, found in Bhadre§vara’s
twelfth-century collection of stories (Kahavali). This version consists of 425 Prakrit gathas.
Bhadre§vara typically stays quite close to his sources.” By comparing the two versions, and
by tracing references to Palitta’s poetry in other texts, he came to the conclusion that the
Taramgalola is a relatively faithful abridgement of an older original. He corroborated this
conclusion with a study of the language of the Taramgalolda, which presents forms only
otherwise found in very old Prakrit texts. It is much more likely that the redactor retained

4 Jacobi (1921: xviii), Leumann (1921).
5 On the date of Bhadre$vara and his relationship to earlier sources, see Malvania (1983).
® Bhayani (1993a), first published in 1974.
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them from the original than that he introduced them in his retelling.’

Here we may pause to strengthen Bhayani’s theory about the relationship between the
Taramgalola, the Taramgavaikahd, and the original Tarangavati with two further
arguments. First, although 90% of the Taramgavaikaha corresponds to parts of the
Taramgalola, there are a few episodes in the former that are not in the latter.® Either
Bhadresvara himself added these episodes, which seems unlikely, or Bhadre$vara got them
from the original Tarangavati, or at least from a version of Palitta’s story that was longer
and more complete than the Taramgalola. Second, there are a few cases where the
Taramgavaikaha and the Taramgalold read the “same” verse, but with a slight difference in
wording. Given that the redactor of the Taramgalola claims to have edited out most of the
“regional” vocabulary of the original text, we should expect to find some “regional” words
in the Taramgavaikahd that are replaced by Sanskrit-derived words in the Taramgalola.
And this is exactly what we do find.’

Thus, although the length of the original Tararngavai is unknown, the two surviving
versions can give us a more or less reliable idea of the language, style, and content of the
original text. Thanks to Leumann and Bhayani, the story of the Tarangavati was saved from
complete loss. The Jain community, which had preserved the story to begin with, took a
special interest. The monk Ajitasagara published a Sanskrit retelling in 1950, and in his
introduction, his colleague Hemendrasagara gave detailed notices about the Tarangavatt
and its author, Palitta. Pritam Singhvi rendered Bhayani’s Gujarati translation into Hindi in
1999. And A. K. Warder gave a prominent place to the Tararngavati—based on Leumann’s
translation of the Taramgalola—in his History of Kavya Literature."

The Tarangavati, however, has not received anywhere near the attention it deserves, either
on account of its considerable literary merits or on account of its unique position in the
history of Prakrit literature. It is, as many premodern readers already knew, one of the
foundational works of the Prakrit tradition."" And as A. K. Warder already surmised, it
helped to establish Prakrit as a literary language. Beyond its language and metrical form, it
shares an aesthetic and sensibility with that other early monument of Prakrit literatre, the
Seven Centuries compiled by Hala. That these two texts participated in the same
imaginative world is evident from their many parallels in imagery, in figurative technique,
and in phrasing; in one case they share an entire verse. But there are also good reasons to
credit the traditions that make Palitta a contemporary and court poet of Hala, a Satavahana
king. Hala’s court is traditionally said to be located at Pratisthana on the Godavari river, but
was at any rate within the Satavahana domains of the Deccan. His date is also
unknown—the Satavahanas ruled from the early first century BCE to the early third century
CE—but some details in the story of Palitta suggest a date in the first century CE (see p. 34).
These two poets, one a Jain monk and the other a king, would make Hala’s court one of the
epicenters of the kavya movement. The Tarangavati is thus a missing link between one
tradition of Prakrit literature that traces itself through Jain teachers and occupies itself with
Jain commentary and storytelling, and another tradition that aligns much more closely with
royal courts, between the Jain and non-Jain histories into which Prakrit literature is usually
always already divided, between, so to speak, the Bhadrabahus and the Halas. The goals of

7 Bhayani (1979).

8 See verses 52-56, for example. The context is Tarangavafi’s “final examination” in identifying flowers, and
whereas the Taramgalola simply has the gardener certify that Tarangavati gave the correct answer, the
Taramgavaikaha includes a short back-and-forth between the gardener and Tarangavati’s father about how the
gardener acquired her knowledge.

° E.g. maghamaghie (verse 28) corresponding to  duddine (Taramgalola 132, obscure) and  dhoini (verse 51)
corresponding to vavada (Taramgalola 169).

10 Warder (1990 [1974]: §§834-851).

" This is also Bhayani’s estimation (ed., p. 283: prakrt kathasahitya num ek anmol ratna).
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spirituality (dharma) and love (kama) are combined in the Tarangavati, as early generations
of readers noted, and so are the corresponding aesthetics of didactic and romantic
storytelling. And despite its characterization as “archaic Jain Maharastri” in modern
scholarship, the Tarangavati’s language is a link between an early generation’s creative
outpouring in Prakrit and a later generation’s attempt to describe and systematize the
language.

The Tarangavati, then, provides a missing link between traditions, literary programs, and
varieties of language that modern scholarship tends to treat as distinct, But how should we
understand it in historical terms? How, in other words, can we use it to tell a story about the
production of literature, in Sanskrit as well as Prakrit, in the early centuries of the common
era? First, we must acknowledge that there really was such a thing as “Prakrit literature,” a
discrete historical phenomenon that took shape at royal courts and served as the primary
vehicle for the imagination and realization of political, ethical, and aesthetic ideals that cut
across geographic and confessional boundaries. Second, this tradition would arguably not
exist without Jain authors like Palitta. Even kings cannot grow a literary culture out of
nothing: it has to be nurtured in the soil of preexisting textual practices. In the case of
Prakrit literature, those included the use of the gatha meter, facility with a more or less
standard language, and the art of storytelling. These practices effectively “catalyzed” the
tradition of courtly literature in Prakrit. This pattern of catalysis would be repeated
centuries later, when Jain authors pioneered the use literary use of Kannada.

This essay will therefore proceed in five sections. First, I will summarize the story of the
Tarangavati, especially for English readers who are presently limited to Warder’s brief and
second-hand synopsis. Then, I will tell the story of the story—that is, what has happened to
the Tarangavatt in the many centuries since Palitta wrote it. This includes appraisals of the
stories from earlier generations of readers, and the motivations of those who produced the
versions available to us today. Third, I discuss some of the major themes, narrative
strategies, and poetic techniques of Palitta’s work, which lead us to consider it to be both a
powerful story (katha) and a well-crafted poem (kavya). Fourth, we can extend our analysis
of the Tarangavati beyond the text, to a set of significant intertexts, including the Ramayana
and the Seven Centuries. These intertexts situate the Tarangavati in an imaginative and
aesthetic matrix. The fifth section is an attempt to locate this matrix more specifically in
history. I do this by sifting out the various layers in the traditional biographies of Palitta,
and by corroborating M. A. Dhaky’s argument that the oldest layer reveals a learned Jain
monk who produced his most significant work, the Tararngavati, at the Satavahana court in
the first or second century CE.

The Story of the Tarangavati

The summary I present here is based on the Taramgalola. After a group of Jain invocatory
verses and the redactor’s apology, discussed below (p. 137), the story opens with a few
details about its author, the monk Palitta from the city of Kosala. The frame story takes
place in the city of Rajagrha under the reign of king Kunika, at the house of one Dhanapala,
who was the chair of the city administration (nagarasetthi). There is a residence of Jain
nuns not far from the house, run by the abbess Suvrata, and one day a nun, whose name we
will soon learn is Tarangavati, and two novitiates arrive at house on a round of begging for
alms. The nun’s beauty astounds the household servants and Dhanapala’s wife Soma. After
providing food, Soma asks the nun to tell a religious story (dhammakahda). The nun is happy
to oblige, and dilates on the benefits of telling and listening to such stories. After some time,
however, Soma importunes the nun to tell the story of her own life. With some hesitation,
the nun agrees (see p. 139).
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The nun describes her birth and childhood in the city of Kau$ambi under the reign of
Udayana. Her father, Rsabhasena, was the chair of the city administration (nagarasetthi),
like Dhanapala in Rajagrha in the outer frame, and a Jain layman. He was skilled in the
arthasastra.”” After seven sons, Rsabhasena and his wife finally had a daughter, whom they
named Tarangavati. Her infancy and childhood is described, and her education in the fine
arts and in the principles of Jainism. Tarangavatr’s devoted and knowledgable servant,
Sarasika, is introduced. One day a gardener enters the family’s sitting room and announces
the arrival of autumn, bringing with her a basket of flowers from a saptaparna tree.
Rsabhasena decides that it is time for Tarangavati’s “final exam,” so he asks her why one of
the flowers is yellow rather than white. Tarangavati explains that there must be a pond near
the saptaparna tree where lotuses grow, and after visiting one of these lotuses, a bee flew
over and transferred the yellow lotus pollen onto the white saptaparna flower. The gardener
confirms that Tarangavati is correct, and Rsabhasena decides that he will now entertain
offers for Tarangavati’s hand in marriage. Tarangavati’s mother then proposes that all of
the women of the household go for a picnic in which they will see the saptaparna tree and
lotus pond in person. Tarangavati takes care to note that she ate and slept well the night
before their journey. As they proceed out of the house and through the city of Kau§ambi,
they attract the attention of the townspeople, whose reactions are described. They reach the
parks outside of the city and locate the saptaparna tree, at which point they each go off on
their own to pick flowers. Tarangavati is soon after chased by bees, who mistake her face
for a lotus, into a grove of banana trees. Her faithful servant Sarasika finds her and calms
her down, and from the grove they find the sought-after lotus pond. Upon seeing the beauty
of the lotus pond, and especially the cakravaka birds, Tarangavati faints. When she comes
to, she swears Sarasika to secrecy and tells her about the past life that she suddenly
remembered.

Tarangavati was once herself a cakravaka bird who lived with her devoted mate along the
Ganga. One day a majestic bull elephant came to bathe in the river, followed by a
fierce-looking hunter. The hunter aimed an arrow at the elephant but missed and hit the
male cakravaka bird, who piteously stumbles into the river and dies. The female bird
laments her mate’s death, and out of remorse the hunter builds a pyre and performs the male
bird’s final rites. The female bird jumps into the pyre after her mate.

Tarangavati swears to Sarasika that she will find the person in this life who was her mate in
her prior life, and if she does not succeed in seven years she will become a Jain mendicant.
In the meantime, she is beside herself with grief and longing. Under the pretense of a fever,
she asks her mother for permission to return home early. Her parents arrange for a doctor to
visit, who quickly concludes that the illness is psychological rather than physical. The
family prepares for the Kaumudt festival that marks the first full moon of autumn and is an
occasion for giving gifts to Jain mendicants and temples. Part of the festivities include
decorating one’s house for curious passers-by, and here Tarangavati has an idea. She
prepares a kalamkari painting that depicts the Ganga scene in full and hangs it from the wall
of her family’s house, and instructs Sarasika to watch the reactions of passers-by closely so
that she might identify the person who recognizes his own past life in the painting. Then she
goes off to sleep, but has a dream that she climbed a tall and many-splendored mountain.
She wakes up and asks her father about the dream, who tells her that its significance is that
she will soon be married. Tarangavati is not at all happy to hear this, since she does not
want to be married off to anyone besides her erstwhile mate. As she anxiously lies awake,
Sarasika comes and tells her what had happened in the meantime. Sure enough, towards the
end of the night, a group of boys passed by the house, and one of them fainted when he saw
the painting. Sarasika pretended to be doing some household work in the courtyard, and one

2 Taramgalola 96: niunattha-sattha-paramattha-janao savva-sattha-nimmdo | nihaso purisa-gunanam
vavaharanam ca savvesim H
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of the boys asked who painted the wall-hanging. Sarasika tells him, and then follows him
back to his house. Thus she found out the name and address of Tarangavati’s former mate,
who is a boy named Padmadeva, the son of the caravan-trader Dhanadeva.

Some time afterwards, Tarangavati learns from Sarasika that Dhanadeva had actually asked
for Tarangavati as his son’s wife, but Rsabhasena had rebuffed the offer on the grounds that
the fate of a caravan-trader’s wife is to be miserably separated from her husband most of
the time. Tarangavati is devastated, but writes a love letter to Padmadeva on birch bark and
instructs Sarasika to deliver it with whatever message she thinks is appropriate. Sarasika
then goes to Padmadeva’s house, and pretending to be a newly-hired servant, she finds an
audience with Padmadeva. He is sitting with a Brahman, whose self-importance and
foolishness provides some comic relief: he mistakes her Prakrit greeting ahivae te (Sanskrit
abhivadaye tvam) as ahih pade te, “there is a snake by your foot.” He is finally dismissed by
Padmadeva, and Sarasika conveys the letter and a message. After choking with tears,
Padmadeva eventually tells Sarasika what happened to him on the night of the festival: how
he saw the painting and fainted, how he was pained by longing, how he told his father to ask
for Tarangavati’s hand, how the request was denied, how his friends hatched a plan to steal
Tarangavati for him anyway, and how he said that he would rather die than dishonor their
families. He sent Sarasika back with a letter for Tarangavati to read. Since the letter told her
to wait patiently, Tarangavati suspected that Padmadeva was not really serious about her
and grew despondent, requiring Sarasika to console her once again. Tarangavati then
decided that she would risk dishonor to her family and visit Padmadeva in person to force
his hand, threatening to kill herself if Sarasika did not comply.

Around evening Tarangavati puts on her best clothes and sneaks out with Sarasika to
Padmadeva’s house. She sees him for the first time, sitting with his friends at the front of
his house, but he does not see her. As Padmadeva makes his way towards his bed, he sees
Sarasika and asks her about Tarangavati. When the latter appears in person, they happily
embrace for a long time. Then, however, Padmadeva begins to get worried: what will
happen when their parents find out? They hear, however, a group of people singing songs
on the street below that inspire them to capture the moment, and they decide to elope
immediately. Tarangavati sends Sarasika to fetch her jewelry from home, but Padmadeva is
anxious and convinces Tarangavati to leave without her. By now it is night time. They make
their way straight for the city gate and reach the shore of the Yamuna river, where they
commandeer a boat and start sailing downriver. Immediately they hear the inauspicious
sound of a jackal. Once they have been sailing for a while, the gravity of their situation
dawns on Tarangavati and she becomes afraid, but Padmadeva consoles her, and promises
that they will be welcomed by his aunt downriver at the town of Kakandi. They
consummate their marriage according to the Gandharva rite. Dawn on the Yamuna river is
described. When they land their boat to wash up in the morning, they realize that they are
surrounded by robbers. Padmadeva regrets that he has forgotten his weapons at home. He
initially thinks to attack one of them, steal his weapon, and chase off the rest, but
Tarangavati dissuades him from this feat of valor. They are captured, and all of their
jewelry and valuables are loaded up and led back to the robbers’ village, which is described
in detail. Padmadeva especially attracts the attention of the women in the village. They are
brought before the chief, who simply stares them down. They hear him whisper to another
robber, however, that the two will be sacrificed to the goddess Katyayani to celebrate the
end of the rainy season. They are led out, and Padmadeva is put in chains, which leads to a
lament from Tarangavati. She tells the robber who is guarding them that their parents are
rich merchants in Kau§ambi and that they can promise lots of money in exchange for their
freedom, but the robber says that they are not interested in money, only in placating the
goddess. The couple is hopeless.

They hear men singing songs about boldness in the face of death in the village’s
drinking-hall. This leads Padmadeva to become philosophical: he consoles Tarangavati by
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saying that their current situation is an unavoidable result of their past karmas. The other
prisoners ask how the couple came to be captured, in response to which Tarangavati tells
the full story, starting with their lives as cakravaka birds. At this point one of the robbers
comes in and whispers to Padmadeva that he intends to free the two of them. He tries to get
them to eat meat, but they refuse. When night falls, he undoes the chains and leads them out
into the wild jungle, and after leading them some way, he tells them how to get to the next
village. Padmadeva expresses his sincere gratitude and they take their leave. After painfully
forging ahead the rest of the night, they reach a village which a cowherd boy identifies for
them as Ksayaka. They drink from the local tank, and attract the attention of curious
villagers. Tarangavati is very hungry by now, but Padmadeva insists on waiting to find
suitable vegetarian food. Hence they rest at the village’s temple to Sita. While they are there,
however, they spot a youth on horseback. Tarangavatt hides behind a pillar, but Padmadeva
recognizes him and runs over and greets him.

The youth is Kulmasahastin, who briefly recounts what happened in Kau$ambi after
Padmadeva and Tarangavatt left. Their parents heard the full story from Sarasika, and then
made a great effort to find their lost children by sending their people throughout the city
and countryside. Kulmasahastin delivers a letter from their parents that puts Padmadeva’s
mind at ease. They then tell Kulmasahastin what has happened to them, and he arranges for
them to finally eat at the house of a local Brahman. They then proceed to the city of
Pranasaka, where Kulmasahastin sets them up with a family friend. There Padmadeva sends
a letter home, indicating that they are safe, and after a few days they thank their hosts and
proceed to the village of Vasaliya, where Mahavira spent one of his rainy seasons, and
make a short pilgrimage out of it. They then move on to the villages of Egagihatthi and
Kaligama and reach the city of Sahamjani, where they again spend some time at the house
of family friends. As they make their way back to Kausambi, Kulmasahastin continues to
point out sites of interest. They approach Kausambi, where they are greeted by their friends
and relatives. As they go through the streets of the city, they realize that they have become
celebrities, since everyone is talking about their story. They make their way to Padmadeva’s
house, and although Tarangavati is ashamed of her impetuous deeds, both of their families
greet them warmly. Tarangavati tells of what happened to them, and the arrangements for a
proper marriage are made. At their marriage, they formally become Jain householders.

After the marriage, Tarangavati asks Sarasika what happened after she eloped with
Padmadeva. Sarasika explains that when she returned to Padmadeva’s house with the
jewelry, the couple had already left. She had two alternatives: either disclose Tarangavati’s
secret and tell her family, or accept all of the blame herself. She opts to tell the family the
truth: Rsabhasena is angry, Sarasika apologizes up and down, and Tarangavati’s mother
laments. Eventually, however, they get the happy news that Tarangavati and Padmadeva are
coming back. Their enviable household life is described briefly—Tarangavati’s father sent
a play as a wedding gift to Padmadeva— followed by the passage of the seasons: first
autumn (and here we come to know that all of the events so far described took place in a
matter of weeks), then two seasons of winter (sisira and hemamta), and then spring. When
spring arrives, Padmadeva and Tarangavati decide to take an outing in a nearby grove.

There, under an asoka tree, they encounter a Jain monk, whom they greet reverentially. He
gives them a long lecture about Jain doctrine, going into detail about topics such as jiva and
ajiva, karma, samsara, and moksa. At the end, Padmadeva asks a question much like the
one that Soma asked the nun at the beginning of the story: why has he become a mendicant
in the prime of youth, rather than waiting until later in life? The monk answers that he was
born to a family of hunters somewhere in the western region of Campa. He was named
Amoghakanda for his skill with the bow. He explains the rules for hunting that his family
observed, and his wife Vanaraji. He relates the incident of the elephant and the cakravaka
birds, but adds that he was so distraught by his accidental killing of the bird that he
continued to add sticks to the pyre after the female bird jumped onto it, and when it was big
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enough, he immolated himself there as well. His next birth was as Rudrayas$as, who grew up
in a wealthy family in Varanasi, but fell in with a bad crowd and became addicted to
gambling. He turned to a life of crime, and eventually had to leave his family and city and
join up with the forest-dwelling robbers in the village of Kharika in the Vindhya mountains.
These robbers made their living by robbing caravans and travellers. Because of his
brazenness and cruelty, he rose up through the ranks and became the right-hand man of the
chief, whose name was Saktipriya. He then tells of how they captured a young couple, but
before he could sacrifice them to Katyayani, he overhead the girl tell the other prisoners
how she came to be captured. In this final iteration, we learn that the female cakravaka’s
name was Gangaprarocaka and the male’s name was Gangatarangatilaka. The story causes
Rudrayasas to remember his previous life as the hunter, and he sets the young couple free.
Rather than returning to the village, he decides to abandon his life of maraudery and work
towards final liberation. In his wanderings he encounters a beautiful garden near the town
of Purimatala, and learns from the locals that the place is called Sakatamukha, and a tree
decorated with garlands marks the spot where Rsabha became a Jina. Inspired, Rudrayasas
sees a Jain monk nearby and asks to be administered the vows of mendicancy. His career as
a Jain monk, and especially his study of the sacred texts, is described. Padmadeva and
Tarangavati note with amazement that the monk in front of them is the same as the robber
who freed them, and the hunter who killed Gangatarangatilaka in a previous life. They are
impressed that such a low sinner could make such enormous strides toward liberation, and
they decide that they too will strive for liberation. They announce their decision to become
renunciants, first to the servants who are accompanying them, who react with
disappointment and disbelief. After they pluck out their hair and take their vows, their
families start to appear in the grove, having heard the news from the servants. They try to
prevent Padmadeva and Tarangavati from becoming renunciants, arguing that it is too early
in their lives to do so, but to no avail: Padmadeva explains that the attachment of family life
will only cause continued bondage and pain. They say goodbye to their families, and
Tarangavati notes how amazed the people of Kausambi were at their renunciation.
Rudraya$as himself takes on Padmadeva as a student, and he consigns Tarangavati to
Suvrata. The two young people take their final leave of each other, without any ceremony
or sentimentality, and Tarangavati follows Suvrata back to the city to study with her.

When the nun has finished her story, we return to the outermost frame. The story has
evidently had the desired effect, since Soma becomes “terrified of the ocean of existence”
and solicits advice for how she might escape it. The nun encourages her to adhere to the
dharma of householders, administers the vows, and then departs.

Traces of the Tarangavati

This story has only barely survived into the present day. The shorter version was tucked
into a relatively popular collection of stories by Bhadre§vara, and the longer version, the
Taramgalola, is attested by only two or three manuscripts. We know nothing of the person
who prepared the Taramgalola. The final gatha mentions that one Yasas wrote (lihiya) the
text for Nemicandra, who was a student of Virabhadra, the head-monk of a Jain community
in the town of Hariya. It seems that Yasas did not produce the abridgement, but only copied
out a manuscript of it."

B V. 1640: haiya-puriya-gacche siri jo virabhadda-namo tti | tassa sisassa lihiya jasena ganinemicamdassa |.
Warder thought that Yasas wrote the Taramgalola. Bhayani read the final gatha as indicating that Yasas was
a student of Nemicandra, but the word “student” (sisassa) must refer to Nemicandra himself. I have no guesses
about the present location of Hariya.
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The redactor of the Taramgalola states his reasons at the beginning:'*

Palitta composed a long story called Tarangavati,

full of regional words, intricate and extensive.

In some places it has captivating kulakas,

in others closely-bound yugalas, and in still others

satkas that are difficult for others to understand.

Nobody recites it, nobody asks for it to be recited, nobody tells it.
It has become the special preserve of scholars.

Nobody else can do anything with it.

That’s why I have collected the verses that Palitta wrote

and removed the regional words to create this abridged story,

in the hope that it will not entirely disappear

from the hearts of other people. I beg forgiveness from that monk.

This tells us that by the redactor’s time—which Leumann, and Bhayani following him, very
tentatively put around the tenth century—the number of people who could comfortably read
the Tarangavati was approaching zero. The reason, we are told, is the poem’s tendency to
stretch a syntactic unit over multiple verses, combined with the poet’s use of “regional”
(desi) words. These were words in the Prakrit lexicon that are, according to one old
definition, “conventionally recognized in the region of Maharastra,” rather than being
formed by derivation from a corresponding Sanskrit word.” As such they were difficult to
understand for an audience educated in Sanskrit.

At an earlier period, however, Palitta was widely recognized as an important poet and
influential Jain teacher. He and his Tarangavati are referred to in a variety of sources: the
canonical texts of the Svetambara Jains in Ardhamagadhi, commentarles on these texts,
hagiographies, and literary works, all in both Sanskrit and Prakrit.'® The earliest such
reference is in the Anuyogadvarasutra which was compiled no later than the fifth century
and included in the Svetambara Jain canon as an index of the other canonical texts. It notes
that the affix -kara can be used to form nouns that refer to the author of a text, and the
examples given are “the author of the Tarangavati” and “the author of the Malayavati.”"’
This short comment is significant because it highlights an important difference between the
story of the Tarangavati (and of the otherwise-unknown Malayavati) on the one hand, and
the stories that fill Jain canonical and postcanonical texts—above all the collection that
Walther Schubring designated the “Avasyaka literature”—on the other: the latter are stories
without authors, passed down from time out of mind, while the former were recognized to
be productions of the historical personalities whose names are attached to them. The
Tarangavati is an authored text. This allows us to speak of it as having been composed by a
particular person, at a particular place, and at a particular time, even if we don’t exactly
know what all of those particulars were. And it also aligns the Tararngavatt with other texts
in which a similar “author function” operated, that is, texts whose authorship mattered not
because the author served an authority for text’s contents (like some of the early Jain

Y Taramgalola 5-9: palittaena raiya vittharao taha ya desi-vayanehim | namena taramgavai kaha vicitta ya
vipula ya | katthai kuvalaim manoramaim annattha guvila-juyaldim | annattha chakkalaim duppariallai
ivaranam || na ya sa koi sunei na puno pucchei neva ya kahet | viusana navara jogga iyara-jano tie kim kunaii
| to ucceiina gahao palittaena raido | dest-paydaim mottum samkhittayari kaya esa || ivarana hiyatthae ma
hoht savvaha vi voccheo | evam vicimtiinam khameiina ya tayam sirim .

15 marahaltha desa-samkeaehi saddehi bhannae des. The definition is Harivrddha’s (as quoted in
6 Many of the following references were noted by Hemendrasagara in his introduction (prastavana) to
Ajitasagara’s Sanskrit version of the Tarangavati story; see vv. 26—42.

17 Sutra 308 (vol. 1, p. 339): se kim tam samjithaname? samjihaname — taramgavatikare malayavatikare
attanusatthikare bimdukare. se tam samjithaname.
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doctrinal works) and not because the legendary quality of the author accounted for the
extraordinary quality of the text (like the Ramdayana and Mahabhdarata), but because the
texts were works that reflected a singular and distinctive human effort." It aligns the
Tarangavati, in other words, with the kavya movement, and with texts like A§vaghosa’s
Deeds of the Buddha and Handsome Nanda, Matrceta’s hymns to the Buddha, and Hala’s
Seven Centuries.

The Tarangavati was for a long time recognized as a seminal work in this tradition.
Consider what Uddyotana says about Palitta and the Tarangavati at the beginning of his
Kuvalayamala, a story in Prakrit prose and verse completed in 779 CE:"

The words of Palitta, Satavahana, and the Chappannayas are like a lion’s roar,
and I’m like a young deer. How can I even take a step / write one word?
Palitta, whose mind was pure, whose virtues were deep,

and who had the power to put the highest truths into writing,

adorned Hala in literary gatherings (gosthis) like a necklace,

which had pure jewels, a strong cord,

and was rich in gems of the highest quality.

He is like that “family mountain,” the Himalaya,

and his Tarangavati is like the surging Ganga River that flows from it:
pairs of cakravaka birds make it beautiful,

and causes delight with the charm of its royal geese.

Uddyotana literally begins his eulogy of poets with Palitta. The order is not, or not just,

chronological: Uddyotana clearly believes that Palitta was a contemporary of Hala (who I

take to be identical with Satavahana), perhaps along with the mysterious chappannayas, but

he places them before mythical figures like Vyasa and Valmiki, and also before a series of

Jain poets.”” But Palitta takes priority because he stands, like one of the “family-mountains,”
at the beginning of the tradition to which Uddyotana himself belongs: a tradition of Prakrit

literature, and more specifically of storytelling in Prakrit that is heavily inflected with Jain

themes but nevertheless has the highest literary ambitions. This is a riverine tradition that

swells with new texts, meanders as texts are passed down, and branches out as new

traditions take shape.

Poets continued to pay reverence to Palitta. The only author to do so who was not himself a
Jain, however, was Abhinanda, the author of the Ramacarita (eighth or ninth century). For
Abhinanda, the relationship between the poet Palitta and his patron Hala was as proverbial
as that between Kalidasa and Vikramaditya, or between Bana and Sriharsa.”’ In the tenth
century, the Jain poet Dhanapala mentioned the Tararngavati at the beginning of his
Tilakamarijari, and like Uddyotana, Dhanapala likened the story to the Ganga river through
a concise expression (samasokti): “The edifying story of Tarangavati purifies the earth like
the holy Ganga, where pairs of cakravaka birds are found, with its clear and deep waters /

8 For “author functions” see Foucault (1977).

YKuvalayamala, p. 3: palittaya-salahana-chappannaya-siha-naya-saddehi | samkhuddha-muddha-saramgao vva
kaha ta payam demi | nimmala-manena guna-garuyaena paramattha-rayana-sarena | palittaena halo harena
va sahai gotthisu || cakkaya-juvala-suhaya rammattana-raya-hamsa-kaya-harisa | jassa kula-pavvayassa va
viyarai gamga taramgavar ||. Chojnacki (2008: 28) translates the last verse as: “Elle donne le bonheur avec ses
paires de tadornes — ses stances —, et apporte la joie avec ses oies royales — sa grace —, cette Ondine qui émane
du noble Padalipta comme la Ganga du Mont noble, j’ai nommé la Taramgavai.”

2 The Chappannayas mentioned in the first verse remain a puzzle to literary history. See Upadhye (1970),
Bhayani (1993c), Balbir and Besnard (1993-1994), and Balbir (1995-1996).

2l Ramacarita, opening of chapter 33: halenottamapiijaya kavivrsah Sripalito lalitah khyatim kam api
kalidasakrtayo nitah  Sakaratina | Sriharso vitatara gadyakavaye banaya vaniphalam  sadyah
satkriyayabhinandam api ca Srtharavarso ’grahit |.
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clear and profound style.”” Later on, in 1199, a poet named Laksmanagani, a student of the
famous Hemacandra, wrote in his Supdsanahacariyam that everyone is thrilled to hear
about the reversals of Tarangavati—or rather of the “surging” (tarangavati) river from
which all other story-rivers get their sweetness.”

The metapoetic image of the story as a river is obviously suggested by its title, but its
significance goes further than that: The story is named after its main character, Tarangavati,
which literally means “possessing ebbs and flows.” She was named, we are told, after the
Yamuna river, and in the story she is explicitly compared to the Ganga.** Beyond this,
much of the story itself takes place either on or in the Yamuna and Ganga rivers, not only
giving it a very particular sense of place, but also a clear symbolism: the constant eastward
course of these rivers, their constant ebbing and flowing, calls to mind the karmic stream of
samsara which the story’s protagonists eventually resolve to escape. And, of course, the
cakravaka birds that Uddyotana and Dhanapala refer to form a major plot element of the
Tarangavati.

Themes, Strategies, and Techniques

The Tarangavati was one of the earliest examples of the literary story, and exhibits many of
the formal and thematic features of the genre. One of the formal features is the emboxed
narrative. The Tarangavati exhibits this feature on two levels, with different effects. To
begin with, most of the story is actually told by Tarangavati herself, who therefore
functions as a primary narrator. The frame story, about a nun visiting a house in Rajagrha,
sets up a parallel between Tarangavati’s story and Palitta’s Tararngavati. The following
passage sets up the transition between the frame story and Tarangavati’s narrative:*

“Madam,” she said, “it will surely be painful to recount. It is not right for us to
punish ourselves for no good purpose. The pleasant things that I experienced as a
householder, things I used to do and enjoy, are blameworthy. Why, it is not proper
for me to speak of them, even in my heart. But listen. As it can only make you

2 V. 23: Tilakamaiijart 23: prasannagambhirapathd ratharngamithundsraya | punya punati garngeva gam
tarangavati katha ||

B ko na jano harisijjai taramgavai-vaiyaram suneina | iyare pabamdha-simdhii vi paviya jie mahurattam |.
The Tarangavati is also mentioned by Candraprabha, the author of the Vasupujjacariya, but I unfortunately do
not have access to the text. Hemendrasagara notes the reference (v. 34 of his prastavana, see n. 16), as does
Chaudhart (1973: 85), who notes that the identity of this Candraprabha remains unclear: there were two authors
in the twelfth century by this name.

* Taramgalola v. 106 (Tarangavati named after the Yamuna river), v. 827: kanna-nadi uvagaya sa te
puvvanuragajala-bhariya| purisa-samudda samuddam gamga va ima taramgavar | “You are an ocean, and this
girl Tarangavatt has reached you, filled with the waters of her earlier love for you, just like the ebbing Ganga
reaches the ocean.”

% Taramgalola vv. 78-85: to bhanai eva bhaniya dukkham kira sahium imam gharini | esa anattha-damdo
nahi jujjai sevium amham | puvva-kaya-puvva-kiliya-suhani gihavasa-samanubhiiani | savajjani na juttam
manasa vi kino udireum | aha puna samsara-dugumcchanam ti aharisa-paosa-majjhattham | tam sunaha
kaheham bhe kammavivaga-pphalam niyayam | iya bhaniyammi tuttha gharini tdo ya pavara-vilayao |
soyavvaucchi( ?cchu)ydo ajjam vamdamti savvdo | aha tahim pucchiya sa samani sahei puvva-bhava-janiyam |
kamma-vivagam savvam tasim vilayana savvasim || iddhi-garava-rahiya majjhattha tatthimam bhanai ajja |
dhammekka-dinna-dittht sarassai ceva paccakkha | jam ca mae anubhiiam jam ca suyam jam ca sambhare
gharini| thovuccaena eyam suna vanneham samasena || ja bhanai mamgulam mamgulam ti lattham ca bhanai
lattham ti | sabbhave bhannamte na hoi nimda pasamsa va ||
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disillusioned with this world, I will relate to you the inevitable fruition of my own
karmas, remaining neutral and without sinful delight.”

When she said this the madam was satisfied and all of the women, eager to hear
the story, did reverence to the nun. Then, in response to their questions, that
mendicant began to relate to all of those women in full the fruition of her karmas,
generated in earlier lives. There the nun spoke without exaggeration or
self-importance, remaining neutral, her gaze fixed upon dharma alone, like
Sarasvati incarnate.

“What I experienced, what I heard, and what I remember, madam, I will describe
this in brief by collecting a few things together. Listen. So long as one says of
something bad, that it is bad, and of something good, that it is good, and holds fast
to the truth, there is neither blame nor praise.”

This is a programmatic statement which effectively frames both the story told to the woman
and the story told to us. But Palitta distances himself from it slightly by putting it into the
mouth of a character in the story. The parallels here are productive because it is not quite
exact. Palitta is a Jain mendicant, and the values that the nun articulates are presumably his
values as well. But he is also a poet, and the the nun’s narrative—which is, of course, also
the poet’s narrative—is suffused with a literary sensibility that is never announced or
acknowledged. Similarly, the madam and her servants model for us, the readers, a particular
kind of response.

There are three main features of the nun’s statement. The first is that the story is, in a way,
already written: it is nothing other than the inevitable fruition of karmas accumulated over
lifetimes. The nun does not get to write her own story, so to speak. Rather, she is led into
experiences by the inexorable logic of karma, and gradually learns about their significance
after the fact. This alludes to the very particular mode of narrative development that Palitta
pursues, but also contrasts with it: Palitta is, after all, writing the story, using literature to
avoid the very constraints of time, knowledge, and karma that Tarangavati is subject to.

Secondly, it is very important to the nun to tell the truth exactly as it happened. As the story
itself makes clear, remembering one’s past can be a deeply disorienting and traumatizing
experience. She needs to avoid reliving the blameworthy experiences of the past herself,
and she needs to avoid ethically compromising her listeners as well. Hence she adopts a
stance of neutrality. This corresponds, on my view, with the realism exhibited by the
Tarangavati. On this point we may bring in for discussion a classification of stories known
from Haribhadra’s Samaradityakatha and Kautuhala’s Lilavati, both composed in Prakrit
around the eighth century.?® Stories may be either divine (divva), human-divine
(divva-manusi), or human (manusi). Many popular stories, like the Lilavati or the stories of
Naravahanadatta found in the Brhatkatha and its various retellings, are of the human-divine
type, featuring humans, gods, and semidivine vidyadharas, yaksas, and siddhas as
characters. Jain stories, however, typically fall into the last category, and so does the
Tarangavati. Mythological figures and events enter into the story only in comparisons.

Third, the nun’s overarching goal is to produce in her listeners a sense of disgust or
disillusionment with the world. This goal justifies the ethical risk of becoming attached
once again to the pleasures that she is supposed to have put behind her and of producing
similar feelings of attachment in her listeners. To put it all together, the project that the nun
sets for herself is to turn the love-story (kamakatha) that she herself experienced into a

% Samaradityakatha p. 2; Lilavati v. 35.
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religious story (dharmakatha) that will edify her listeners, much like the one that she had
just finished telling. And this is of course Palitta’s project as well.

Early readers of the Tarangavati noted that it partakes of both categories of story. One
important site of discussion about the story and its subcategories for Jain readers were a set
of niryuktis in the third chapter of one of the canonical texts of the Svetambaras, the
Dasavaikalikasitra.”” The niryuktis are verses in Prakrit that generally contain outlines for
further oral or written discussion. They are traditionally ascribed to the teacher Bhadrabahu,
and likely date from around the first or second century CE.* One niryukti sets out the
varieties of stories based on which of the three generally-accepted “human aims”
(purusarthas) is predominant in them: dharma, artha, or kama. Another defines the love
story (kamakaha) as one in which the objects of love, or more precisely of the senses, are
seen, heard or experienced. Jinadasa in his seventh-century ciirni gives Tarangavati’s
narration of her own experiences as an example, as does Haribhadra in his eighth-century
tika, who borrows liberally from Jinadasa.” The religious story (dhammakahd) has a
number of subvarieties, but the most relevant to the Tarangavati are the
“disturbance-inducing” (samveyani) and the “revulsion-inducing” (nivveyani), which are
meant to break down the listener’s attachment to samsara. Jinadasa and Haribhadra include
the Tarangavati in the category of “mixed” stories, namely as a mixture of the love story
and the religious story. Since the “mixed” category is very inclusive, the Tarangavati is
named an example a mixed story that is “Jain” (samaye), as opposed to one that is “worldly
(loge), like the Ramayana and Mahabharata, or “Vedic” (vee), like those found in the ritual
texts of the Brahmans.” Jinadasa also refers to the Tararngavati when discussing another
niryukti in the eighth chapter of the Nisithasiitra, which deals with the interdiction of a
monk’s association with women and the associated penalties. The verse claims that a love
story (kamakaha) is inappropriate for a Jain monk (andariya), regardless of whether it is
“worldly” (lokiki) or “beyond” (uttariya). Jinadasa cites the story of Naravahanadatta, that
is to say the Brhatkatha of Gunadhya, as an example of the first type and the Tarangavati,
the Malayavati, and the Magadhasenda as examples of the second.”’ All of these texts are
lost, but it is likely enough that, as in the classification found in the niryuktis of the
Dasavaikalikasitra, “worldly” refers to a story’s non-Jain character. Thus Jain readers saw
the Tarangavati as both a love story and a religious story, and just as we would expect from
the nun’s remarks, these two aspects remained in tension: love stories are essentially stories
that thematize, and perhaps cannot help but celebrate, precisely the kinds of attachment that
religious stories are meant to turn us away from.

bR

So far we have surveyed the programmatic framing achieved by turning Tarangavati into a
primary narrator. But the embedded narration does not stop there: throughout Tarangavati’s
story, other characters are made to tell their own stories, who thus become secondary
narrators. The most important such narrators are Sarasika and Rudraya$as. This strategy of
secondary embedding is not used, as it is in works such as the Lilavati, to introduce
completely characters and subplots. Rather, it is used to fill in the details, and to introduce
new perspectives onto already-established events. Thus it dovetails with another salient
feature of the Tarangavati: the regular recurrence of narrative elements.

Consider, for example, the scene towards the end in which the monk outside Kau§ambi
relates the story of his life. When he comes to the story of the cakravakas that he, as a
robber, heard from his female captive, we have already heard the story several times, most
recently from the monk himself when relating his life as the hunter Amoghakanda. But this

See vv. 189-207 in Diparatnasagara’s edition.

28 Balbir (1993b: 39).

Commentaries on niryukti-gatha 105 (Jinadasa, p. 106) or 193 (Haribhadra, p. 96).
3 Commentaries on  niryukti-gatha 109 (Jinadasa, p. 109) or 207 (Haribhadra, p. 100).
31 Carni on gatha 2343 (vol. 2, p. 415).
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final iteration is notable because it provides details that we hadn’t encountered previously,
at least in the abridged Taramgalola, and because of its high degree of reflexivity:
remember that the nun Tarangavati is telling the story of how she encountered the monk
Rudrayasas, who tells the story of how he encountered a young woman, who tells the story
of her life as a cakravaka, and this young woman turns out to be the very person to whom
Rudrayas$as is narrating his story, and also the very person who is narrating the story to us.
The narration seems to represent the deeply interconnected web of samsdara that is
increasingly thematized in the story.”” In the Tarasngavati, as in other stories, terms of
address provide a useful way of maintaining our bearings as listeners in such
potentially-confusing narrative situations. We know, for example, that Tarangavati is
speaking when we encounter the term gahini, or that Sarasika is speaking when we
encounter samini.

Palitta is very aware of the constraints of knowledge and experience under which any
narrator is placed. This is especially evident in the nun’s scrupulous use of the particle kira
when relating events of her childhood that she does not herself remember, or in the strategic
use of Sarasika to narrate events that happened outside of the narrow social space in which
Tarangavati, as a young girl in a well-to-do family, was confined. But he was also
concerned to overcome those constraints, most of all by providing multiple perspectives
onto critical events. The overall effect is that a narrative in which everyone else is a
character in one person’s story is gradually superseded by a narrative in which everyone is
a character in everyone else’s story. This strategy seems to implement the Jain concept of
nayas, according to which there is an infinite number of different perspectives onto any one
question, idea, or story. And the resemblance may not be accidental, since the concept of
nayas is actually mentioned in the text as one of the things that Rudrayasas learns when
training to become a monk.*

The Tarangavati shows, but it also tells. Besides using narrative devices to model an
interconnected and perspectival universe, and to elaborate upon the themes of knowledge
and necessity, it presents a number of topics discursively, even didactically. Its didacticism,
so far as we can tell from the Taramgalola, situates it somewhere between stories that were
meant purely for entertainment, such as the Lilavati, and stories that were primarily meant
to convey Jain doctrine, such as the Varangacarita. The didactic passages are not confined
to Jain doctrine, but span a variety of worldly and spiritual topics: the principles of botany,
when Tarangavati is tested at the beginning of the story; the different kinds of fevers and
their causes, when the doctor visits the lovesick Tarangavati; the importance and
consequences of gift-giving, during the autumn full-moon festival; the techniques of
dream-interpretation, when Tarangavati relates her dream to her father. The longest such
passage is the Jain monk’s teaching at the end of the story.

What makes the Tarangavati a kavya, as opposed to a mere story or a mere sermon, is its
overarching concern with presenting the narrative in a striking and beautiful way. Thus
Palitta consistently employs poetic ornaments. Bhayani has drawn attention to Palitta’s
fondness for sonorous repetitions. Sometimes the repetition is on the level of sounds (the
classical tradition’s anuprasa), for example when -ambi occurs in every quarter of verse 89,
and often it is on the level of entire words (the classical tradition’s yamaka), which are then
used in slightly different senses, such as vrsabha in verse 1498. These tendencies bear
comparison to the fondness for repetition of Palitta’s near-contemporary A$vaghosa.** Like

32 Thus I disagree on this point with Bhayani Saheb, who found the repetitions to be a poetic fault, although he
allowed that this might not have been so in the original (ed., p. 284).

3 Taramgalola 1518: nava gaya puvva me savva-naya-payamsaya ca vitthinnd | savvesim davvanam
bhava-gunavisesa-pagadana |. For more on this passage, see n. below.

* V. 89: pura-vara-jana-kolambi tattha puri devaloya-velambi | savva-jana-manalambi kosambi nama
namena | V.1498:  ikkhaya-raya-vasabho vasabho kila laliya-vasabha-gai-gami | asiva bharahavase
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many later narrative kavyas—a category that includes mahakavyas, campiis, and
kathas—the Tarangavati includes purely descriptive passages. In abridgements of other
Prakrit poems, such passages were usually the first to be cut, so it is likely that they were
more numerous and more extensive in the original Tarangavati.*> These often serve to
mark out the temporal dimensions of the narrative: the beginning of the autumn, evening,
nightfall, and daybreak.

But the Tarangavati is not just a story with descriptions. It is fundamentally a descriptive
story, concerned with the discursive representation of a lived experience that is full of
captivating sights and sounds. To appreciate this point we need only consider the kinds of
experiences that lead to the recollection of a past life in the story. For Tarangavati, it was
occasioned by seeing a real-life lotus pond. For Padmadeva, it was occasioned by seeing a
painting. And for Rudrayasas, finally, it was occasioned by hearing a story. A fine example
of Palitta’s powers of description is Tarangavati’s first glimpse of the lotus pond in the park
outside of Kausambi:*®

I held onto the maid’s left arm, dazzling with golden bracelets, and looked
out upon the lotus pond. [254]

I saw a pond full of pairs of all kinds of birds that raised a loud din,

with bees crowding the charming flowers of lotuses that grew in abundance,
[255]

completely covered in red lilies,

red lotuses, white lilies, and yellow lotuses,

a multicolored flag of the park. [256]

With its red lotuses, it imitated the dawn,

with its white lilies, the moonlit night, madam,

and with its blue lotuses, the darkness of an eclipse. [257]

It seemed to sing with the buzzing of bees;

it seemed to moan with the sounds of the geese;

it seemed to dance with the graceful fingers

that are the lotuses blown gently by the wind. [258]

I saw the ospreys, loud and proud, the mynahs trying to mate,

the joyful dhrtarastras, truly the kinsmen of pale Pandu. [259]

kumarasuyatt vasumatie || See Bhayani’s ed., pp. 284-285, for further examples. For examples from Asvaghosa
see Johnston’s introductory essay in his edition of the Deeds of the Buddha.

3 See Upadhye’s comment about Ratnaprabha’s abridgement of the Kuvalayamala (pp. 91-92) in the
introduction to his edition.

% Taramgalola 254-265 (my translation differs in a few points from Bhayani’s/Singhvi’s): cira(?)

-kanaya-valayacilalliyae vamae bahiyae aham | avathambhiina __cedim tam paiima-saram paloemi ||
satina-gana-viviha-mihunabhayam uiya-vayala-naya-mahalam

bhamaralima-manohara-viyasiya-sayavatta-vana-gahanam |
kokanadakumuya-kuvalaya-vimaiila-tamarasa-bahala-samchannam |  ujjana-cimdhapattam pecchami aham
saravaram tam | samjhayai vva rattuppalehim jonhayai vva kumuehim | gahayai patta(?) niluppalehim so ya
gharini || uggayai  vva  mahuari-ruehi  joyai  va  hamsa-viruehim | naccai  va
vaya-payaliya-paiima-vilasaggahatthehim || dippaya-muhare  kurare ramiyavvaya-vavadau adio |
dhayaratthe ya pahatthe pamduraya-sodara (read: pamdussa ya sodare) pasam | rehamte paiimdim
chappaya-vahejjamana-majjhaim | tavanijja-bhayanani va tattha mahanilamajjhaim I

khoma-pada-dhavala-pimdaliya-sacchahe pulina-samthie passam | sarayajjiya-guna-jde sarattahdse tahim
hamse || niyaya-paohara-kumkuma-vicitta-ritve ya payai-ayambe | piya-vippaoga-kae ya cakkavae paloemi ||
sohamti cakkavaya pomini-pattesu samthiya kei | karenu-kusuma-niyare vva hariya-mani-kuttimesu thiya ||
isa-rosa-virahie sahayari-samjoya-raya-ratte ya |  cakkayaettha gharini manosila-pimjare peccham ||
sahayariyahim samagge paiimini-pattamtaresu ramamane |
hariya-mani-kottima-palotta-rayana-kalasovamasirie ||
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When the bees crowd into the middle of the lotuses,

they look like golden plates with sapphires in the middle. [260]

I saw the geese there on the banks, white as piles of linen,

a broad smile at all of the beauty that autumn has taken on. [261]

I looked at the cakravakas in their multicolored beauty:

red, with saffron-colored breasts, dreading being separated from their mates. [262]
Some of them were sitting on lotus leaves, looking like

heaps of karnikara flowers lying on emerald slabs. [263]

There I saw cakravaka birds, madam, who had no jealousy or anger,

but were simply delighted to be with their companions, red as realgar, [264]
resting on the leaves of the lotus with their companions,

lovely as pots of jewels spilled out on emerald slabs. [265]

We can note, first of all, Palitta’s skillful exploitation of the garha meter’s flexibility. Often
the metrical boundaries articulate the verse into discrete packets of meaning. Sometimes,
however, a single compound fills the entire line. And twice here the syntax runs beyond the
scope of a verse, producing a yugala that evidently contributed to the text’s difficulty (p.
137). We can also analyze this passage in terms of its poetic ornaments (alarnkaras), which
are perhaps the calling card of the kavya movement: Palitta uses similes (upama, 260, 263,
265), metaphors (ripaka, 256), and “poetic fancies” (utpreksa, 257, 258). In addition to
identifying these formal features, we should also be attentive to the domains that they bring
together. We have, first of all, the natural world, populated almost exclusively by aquatic
flowers and aquatic birds. Then we have a world of courtly opulence, full of fine linens,
gold, and gems. Finally, a world of myth is just hinted at (259). In Palitta’s poetics these
worlds are overlaid on each other with affective consequences. The birds are personified,
given human actions and human emotions, as if setting the stage for Tarangavati’s
realization that she herself was one of them. And there are aesthetic consequences as well.
The image of the karnikara flowers atop emerald slabs exemplifies the aesthetic of the
Tarangavati: it is a striking combination, perhaps possible only in the imagination, in which
the elements enhance each other’s beauty.

The Confluences of the Tarangavati

Now that we have an idea of how the Tararngavati works as literature, we can examine the
ways in which it recalls and refers to other literary texts. The story has different types of
intertextual “confluences” that tell us a great deal about the wider literary world that it was
a part of.

In one type of confluence, a character from another text appears in the Tarangavati. Recall
that when Padmadeva and Tarangavati escape from the village of robbers, their first
resting-place is a temple to Sita. Their worship of Sita can be read as Palitta’s
acknowledgement of the Ramayana.”” At this point, however, we have been following in
Valmiki’s steps for some time. The story takes place in the southern Avadh region, from
Kausambi in the west to a town called Pranasaka in the east, situated at the confluence of
the Ganga and the Tamasa rivers. This is just to the south of the kingdom of Kosala, home
of both Rama and Palitta.*® Valmiki’s hermitage was on the banks of the Tamasa river, and
it was there that he had the experience that would lead him to invent the $loka and to
compose the Ramayana: he saw a hunter kill the male member of a pair of Kraufica birds.

37 As noted by Leumann (1921: 10).
¥ And, we might add, A$vaghosa, who hailed from Saketa, and who was similarly influenced by the Ramayana.
For Kosala, Saketa, and Ayodhya, see Bakker (1986).



The Tarangavati and the history of Prakrit literature 145

That scene is surely in the background of the recurrent scene in the Tararngavati in which a
hunter kills the male member of a pair of cakravaka birds on the banks of the Ganga river.
The differences are as important as the similarities: whereas Valmiki curses the hunter,
whom we never hear from again, in Palitta’s telling the hunter is filled with grief and at that
moment begins his long journey toward liberation.

An early appearance by Udayana and Vasavadatta alerts us to the possibility that Palitta is
responding to the popular cycle of Udayana stories. Although various versions were in
circulation at the time, it bears mention that according to some traditions, the great
collection of stories about Udayana and his son Naravahanadatta, the Brhatkathd, was
composed at the court of the Satavahanas, just like Palitta’s Tararigavati.*® And with
Udayana, as A. K. Warder noted, comes his contemporary Mahavira.*’ Just as Udayana’s
Kau$ambi is the setting of the inner frame, the Rajagrha of Kunika, also known as
AjataSatru, is the setting of the outer frame, one of the centers of Mahavira’s activity.

Mahavira also figures in another type of confluence, namely, the inclusion in the
Tarangavati of “fragments” of other textual genres. These fragments, besides functioning as
intertexts, often form significant patterns in the story. Thus when Padmadeva and
Tarangavati stop at a banyan tree in the village of Vasaliya, they hear something like a
mini-stotra to Mahavira from the groundskeeper, and respond with a mini-stotra of their
own.*" This happens again when Rudraya$as stops at a banyan tree in the town of
Purimatala and a local tells him about Rsabhanatha. Similarly are the inspirational songs
that occur at two points in the story. When they meet for the first time, and are considering
what to do next, Tarangavati and Padmadeva hear people on the street below singing songs
about “living in the moment” and praising deeds of courage, which inspires them to elope
immediately. Later, when they are imprisoned in the robbers’ village, they hear people
singing songs about death and fate, and this leads them to understand their own situation as
the inevitable result of karmas accumulated in the past. This second song has completely the
opposite effect: the first causes Tarangavati and Padmadeva to try to shape their fate by
brute force, and the second inspires them to accept it as a fait accompli. These patterns seem
to iconically suggest the overall picture of human existence that the Tarangavati presents:
samsara means going around in circles, being bound to have the same kinds of experiences
and undergo the same kinds of suffering, but against this cyclical pattern progress is
possible, and each iteration potentially brings one closer to the understanding of the
mechanisms of karma and to the possibility of final release.

One could argue, along similar lines, that one of the functions of the Tarangavati’s “set
pieces” is to form an allusive bridge with the other texts in which they occur. Hence the
story includes several procession scenes and several laments, which call to mind similar
elements in many narrative poems in Sanskrit and Prakrit. Some of these “set pieces” allow
Palitta to participate in a discourse of erotic poetry despite the non- or even anti-erotic
message of the poem as a whole. Hence, whenever the two main characters are out in public,
from the first moment that Tarangavati enters Soma’s courtyard to the time that Tarangavati
and Padmadeva are led into the robbers’ village and again when they turn up in the village
of Ksayaka, Palitta describes the reactions of the onlookers to their beauty. These scenes are
just a way of mixing the honey of erotic poetry with the medicine of religious storytelling,
as ASvaghosa famously claimed to do at the end of his Saundarananda, but form a bond
between the Tarangavati and the kind of erotic poetry that we encounter in its “sister-text,”

¥ For the Udayana cycle see Adaval (1970). Only the kathapitha of the Kashmiri versions of the story places
Gunadhya at the court of the Satavahanas; see Tsuchida (2002).

40 Warder (1990 [1974]: §841).

41 Tt is worth mentioning that the village of Vasaliya was not recorded in the Kalpa Sitra as one of the places
where Mahavira spent his caturmasa. See Jacobi’s translation, p. 264, and von Glasenapp (1999: 327).
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the Seven Centuries.*”

I call the Seven Centuries a “sister-text” of the Tarangavati because tradition held that they
came from the same court, namely the court of the Satavahana king Hala. But even if we
knew nothing about this tradition, the texts themselves would lead us to the same
conclusion. Bhayani identified one verse in the Seven Centuries that is identical to a verse in
the Tarangavatt.* If this is the only complete match, there are many partial matches. One
of the verses translated above (263) reminded Bhayani very much of W4, the verse that
essentially begins the Seven Centuries.** One of the verses with which Tararngavati is first
described—*“Although my unblinking gaze wants to catch a glimpse of her entire body, it
keeps getting stuck on how beautiful each part of her is”—recalls a similar idea in the Seven
Centuries.”” These are simply some of the clearest examples of an affinity, stretching down
to the level of vocabulary and style, that deserves a much more detailed study.

The Seven Centuries is, according to a traditional understanding that I believe to be
fundamentally correct, an anthology of verses by different poets that were collected, edited,
and arranged by the Satavahana king Hala, who also contributed a large number of his own
verses. Unsurprisingly, Palitta is recorded as the author of many of these verses in the
commentaries to the Seven Centuries. These commentaries differ regarding the ascriptions,
and much more work needs to be done to determine their authenticity, but here it is
sufficient to note that Bhuvanapala assigns 11 verses to Palitta, Ajada, 9, and Pitambara, 7.%
There are also a number of other verses ascribed to Palitta in various grammatical and
metrical handbooks, some of which are indeed found in the Taramgalola or are ascribed to
Palitta in the Seven Centuries. 1 will not discuss all of these verses—interested readers can
consult Bhayani’s article—but two help to establish more precisely the area of overlap
between the aesthetic sensibility of the Seven Centuries and that of the Tarangavati.*’ W75

2 Saundarananda 18.64: yan moksat krtam anyad atra hi maya tat kavyadharmat krtam | patum tiktam
ivausadham madhuyutam hrdyam katham syad iti ||.

3 Taramgalola 1021 = W42 (aGrambhamanassa phudam lacchi maranam va hoi purisassa | tam andarambhe
maranam pi hoi niyayam na una lacchi |)). References prefixed with a W refer to Weber’s standard edition of the
Seven Centuries.

“ Taramgalola 263 (sohamti cakkavaya pomini-pattesu samthiya kei | karenu-kusuma-niyare vva
hariya-manikuttimesu  thiya |) W 4 (ua niccalanippamda  bhisinivattammi  rehai  valaa |
nimmalamaragaabhdanaparitthia samkhasutti vva |)). See Bhayani (1993a: 132); I would have compared, rather
Taramgalola 260 (rehamte paiimaim chappaya-vahejjamana-majjhaim |  tavanijja-bhayanani va tattha
mahanila-majjhaim ||).

4 Taramgalola 48 (savvamgesu animisa pecchanalola mae suritvam ti | laggamti laggamti kahimci himvaviya
ditthi |) W 234 (jassa jahim cia padhamam tissa amgammi nivadia ditthi | tassa tahim cea thia savvamgam
kena vi na dittham |), translation by Khoroche and Tieken (2009): “On whichever part of her body / One’s eye
falls first / There it stays. / No one has ever seen the whole of her body” and W271 (kaha sa nivvannijjaii jia
Jjahaloiammi amgammi | ditthi duvvalagai vva pamkapadia na uttarai |)) translation by Khoroche and Tieken
(2009): “How can I describe her? / Once you see her body / You cannot take your eyes off it: / They are like a
helpless cow / Stuck in the mud.”

4 Bhuvanapala (Patwardhan’s edition): 77 (W75), 164 (W218), 200 (W575), 205 (W257), 206 (W258), 211
(W263), 406 (W391), 409 (W394), 505 (W547), 567 (W760), 569 (W584). Ajada (BORI MS): 78 (W75), 163
(W217), 164 (W218), 408 (W393), 409 (W394), 567 (W584), 569 (W584), 606 (W564), 616 (W684). Pitambara
(Weber/Jagdish Lal Shastri): 74 (W74, “Paulinyasya”), 400+1 (W394), 400+2 (W395), 581 (W580), 613
(W612), 626 (W623), 629 (W626). The ascriptions at least in the first sataka of Pitambara’s commentary likely
need to be read with the following rather than the preceding verse, and thus need to be shifted forward. Note that
Bhuvanapala and Ajada largely agree with each other but disagree with Pitambara.

47 See Bhayani (1993a). They are Svayambhiichandas 5.3 (piirvabhaga) = Taramgalola 543 (ayasa-talde
nimmalammi papphulla-camda-paiimassa | maya-bhasala-calana-papphamdiyassa jonha-rao padai || “Within
the clear lake of the sky, the pollen of moonlight fell from the full-blown lotus of the moon, forced upon by the
legs of the bee that is the moon’s spot”); Svayambhiichandas 1.4 (piarvabhaga) = Saptasati W75 (discussed
below); Siddhahema 8.1.187 and 8.3.142 = Sarasvatikanthabharana 3.153 = Kavidarpana commentary on
2.8.7 (where it is ascribed to Palitta, gajjamte khe meha phulla niva panaccird mora | nattho camdujjoo
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is ascribed by all of the commentators to Palitta, and the ascription is supported by the
ninth-century poet Svayambhii:*

Look! That flock of parrots descending from the sky
looks like a necklace of emeralds and rubies
worn on the neck of the beautiful woman that is the sky.

Or again, W394, which the commentator Ajada introduces by saying “the teacher Palitta

describes the monsoon”:*

In the monsoon, the peacock cranes his neck to drink
a drop of water on the tip of a blade of grass,
which looks like a pearl pierced by an emerald needle.

Palitta’s voice is not difficult to hear in these two examples: the simile that joins an image
of the natural world to a far-fetched image of courtly elegance. Like most of the other
verses attributed to Palitta, the second verse quoted here is fitted to a particular season.
Many scholars have pointed out that the very earliest traditions of kavya, including the
Seven Cfgzturies as well as the Tamil anthologies, are strongly influenced by the logic of the
seasons.’

Another bridge between the tradition of narrative poetry represented by the Tarangavatt
and the tradition of courtly lyric represented by the Seven Centuries is so obvious that it
might even escape our notice: they both employ a specific literary language, Prakrit, and a
specific metrical form, the gatha. Both the Seven Centuries and the Taramgalola actually
mention that they are composed in Prakrit, which strongly suggests that their authors
attached some importance to the choice of language. The Tarangavati is a “religious story
composed in Prakrit,” and the Saptasati declares itself to be “the nectar that is Prakrit
poe‘[ry.”51 These are, moreover, some of the earliest references available to Prakrit as a
language. A few other texts—the Natyasastra, the Sthanangasitra, and the
Anuyogadvarasiitra—mention the dichotomy of Sanskrit and Prakrit, but they are
notoriously difficult to date. We can guess, at least, that some form of the Sthanangasiitra
was around by Palitta’s time, since he refers to it.”

What, then, is this “Prakrit”? It is, linguistically speaking, a Middle Indic language, similar

vasaratto hala patto | “The clouds thunder, the kadambas are in bloom, the peacocks dance, the clear
moonlight is gone: my friend, the monsoon nights have arrived.”).

“ ua pommaraamaragaasamvalia nahaalau oarai| nahasirikamthabbhattha vva kamthia kivarimcholi ||

4 Folio 12V (corrected): padaliptacaryah pravrsam varnayati— maragayasiividdham va mottiyam piyai
ayayaggivo | moro pausadle tanal gga] laggam uyayabimdum |. Note that Padalipta is a later (and false)
Sanskritization of Palitta (see p. 153).

% See especially Lienhard (1971, 1975, 1977) and Boccali (1999).

U Taramgalola 13 (payayattham ca nibaim (there is a metrical problem here, so read
payaya-vayana-nibaddham or something similar) dhamma-kaham sunaha jai na dubbuddhi | jo dhammam
sunai sivam so jama-visayam na pecchihii || “If your mind is up to it, listen to this religious story composed in
Prakrit, for the one who listens to the auspicious dharma will not see Yama’s realm”), W2 (amiam
paua-kavvam padhium soum ca je na anamti kamassa tatta-tattim kunamti te kaha na lajjamti || “Those who
don’t know how to recite or listen to the nectar that is Prakrit poetry but go on obsessing about the science of
love—how are they not ashamed?”).

52 Sthanangasiitra 553 (7.74), p. 674 1. 5 (sakkata pagata ceva duvidha bhanitio ahita); Anuyogadvarasiitra 260
(gatha 53), p. 305 1. 3 (sakkaya payaya ceva bhaniio homti dunni u); Taramgalola 1513 (siiyagadam ca gayam
me thanasamavaya samaniya ya tato |  sessam ca kaliya-suyam amga-pavittham mae gahiyam |). See also Ollett
(2015:164 ff., 177 ff.).
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to the languages that were used for transmitting the scriptures of Jainism and Buddhism in
the last few centuries BCE. But we need to be careful not to conflate the specific literary
language that Palitta and Hala knew as “Prakrit” with the generic category of “Middle
Indic.” In the history of Jain scripture, Prakrit only comes to be used around the first
century CE, when a teacher (or teachers) traditionally identified as Bhadrabahu composed
versified commentaries called niryuktis on many of the older Ardhamagadhi texts. These
commentaries also employ the garha meter, which is absent from the oldest layers of the
Jain and Buddhist scriptures but becomes the most popular meter of later Jain texts (both
canonical and postcanonical) and of Prakrit literature.>

The language of the Tarangavati is almost identical to that of the Seven Centuries, except
that it has a number of grammatical features and words that are not attested in that text.
Bhayani, in an important study that forms the basis of the following remarks, considered
these features to be characteristic of “Archaic Jaina Maharastri.”>* In this he was following
the lead of Ludwig Alsdorf, who had invented the term “Archaic Jaina Maharastri”’ to
describe the language of the Wanderings of Vasudeva (Vasudevahimdi) by Sanghadasa,
which seemed to represent a more archaic variety of*Jaina Maharastri.”” This, in turn, was
the term that Hermann Jacobi had invented to describe the language that Svetambara Jains
used, principally for commentaries and narrative literature, from around the sixth century
onwards.’® “Maharastri” referred to the principal variety of Prakrit, in distinction to other
literary languages such as Sauraseni and Magadhi that were generally used only in plays.
Thus the Seven Centuries, which was one of the first Prakrit texts known to modern
scholarship, is generally considered to have been composed in Prakrit, or Maharastri,
without any further qualifications, while the Tarangalola, which came to light much more
recently, is considered to have been composed in “Archaic Jaina Maharastri.” These labels
obscure the fact, which A. K. Warder already noted, that these two texts are “contrasting
counterpart[s]” in “the same new language.””’

A more detailed comparative of the language of the Tarangavati and the Seven Centuries
remains to be done. In the meantime, however, the Tararngavati provides an important
missing link in the history of Prakrit as a literary language. The problem is as follows. On
the one hand, courtly texts such as the Seven Centuries and the Building of the Bridge
(Setubandha) had long been taken to be the “textbook” examples of literary Prakrit.
Dandin’s massively influential Mirror of Poetry had even defined Prakrit, around the turn
of the eighth century, as “the language in which works like the Building of the Bridge are
composed.”® On the other hand, the premodern grammars of this language teach forms
that are not attested in these texts. This presents a problem for the otherwise convincing
argument of Luigia Nitti-Dolci that systematic grammars of Prakrit, beginning with the
Light on Prakrit (Prakrtaprakdasa) of Vararuci, were written in order to enable poets to
compose single-verse lyrics in imitation of those collected in the Seven Centuries.” The
Tarangavati contains many forms, however, that are actually taught in premodern
grammars of Prakrit and only otherwise attested, if at all, in other works of “Archaic Jaina
Mabharastri” such as the Wanderings of Vasudeva and even more archaic Middle Indic
languages such as Ardhamagadhi. This suggests that these works were known to, and
studied by, the premodern scholars who could literally come to define what, at least in

3 As noted in several of Ludwig Alsdorf’s studies (2006 [1965]; 1966; 1967); see also Bruhn (1996) and Ollett
(2015: 137-147).

3% Bhayani (1979).

35 Alsdorf (1936), Chandra (1978), Esposito (2011).

% Jacobi (1886, 1908—1909, 1918).

57 Warder (1990 [1974]: §839).

8 Kavyadarsa 1.34: maharastrasrayam bhasam prakrstam prakrtam viduh | sagarah siktaratnanam
setubandhadi yanmayam |.

% Nitti-Dolci (1972 [1938]: §269, §272, §275).
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grammatical terms, was meant by the word “Prakrit.” It has long been assumed that the
“target language” of early attempts to describe Prakrit was represented by courtly lyrics
such as the Seven Centuries, but a case can be made that it was represented by the
Tarangavati as well, and thus that the literary language was defined by a broader range of
texts than previously thought.®

The Taramgalola and the Wanderings use a first person singular ending -am for the present.
Vararuci teaches this ending only for the future, but his commentator Vasantaraja notes that
it can be used for the present as well.®’ Vararuci teaches -ittha as an ending of the second
person plural of the present and first person plural of the future. Pischel gives a number of
Ardhamagadht examples of the use of this suffix, mostly in the sense of the third person
atmanepada singular of the preterite but also in the sense of the third person plural (where it
is also found in the Wanderings) and in, as Vararuci teaches, the second person plural. The
Taramgalola has the form at least once in the sense of the second person plural, but in a
prohibitive context.®” Most significantly, the only form that Vararuci teaches for the
preterite is a suffix -ia, which to my knowledge is found only in the Wanderings and in the
Taramgalold, where it serves as the primary preterite form.”> Regarding pronouns, the
Taramgalola and the Wanderings are the only two texts that exemplify a rule of Vararuci
according to which mae can be used as a locative.** A few Prakrit grammars, including the
précis found in the Natyasastra, provide a few exceptions to the general rule according to
which r is assimilated in consonant clusters, The Taramgalola is the only text that provides
examples, including vodraha (mentioned in the Natyasastra) in the sense of “young man,”
and vamdra (from vrnda).”® A thorough study of the Taramgalola’s lexicon—which despite
the efforts of the redactor still contains many regional expressions—may probably yield
further points of contact with early systematic descriptions of Prakrit.

The Taramgalola still uses forms of the old s-aorist, including the second and third person
singular (-si) and the third person plural (-imsu), although such forms are far less frequent
than the -ia preterite noted above.”® Alongside the more common converb in -ina, it also
uses the suffix -ttanam. Both of these features are also found in Ardhamagadhi texts and the
Wanderings, but not noted by Vararuci.®” This only slightly weakens the hypothesis that the
“target language” of early Prakrit grammars was represented, inter alia, by the Tarangavati.
The forms that are missing from the Light on Prakrit occur in the Taramgalola as relatively
infrequent variants of forms that are in fact described in the Light. Given that the Light, like
most early Prakrit grammars, is not as systematic as we might prefer, it may not be a
surprise that relatively infrequent variants were overlooked and omitted. On the whole, it
looks as if the texts that we now classify as representative of “Archaic Jaina Maharastr1”
were rather more central to recognizing, describing, and constituting Prakrit as a literary
language than this modern label suggests. And one is tempted to think that just as the Jain
monk Trivikrama’s thirteenth-century grammar of Prakrit was reattributed by non-Jain
authors to the legendary Valmiki, the existing text of the Light on Prakrit may have come
from a predominantly Jain milieu and was reattributed by non-Jain authors to the legendary

% Nitti-Dolci (1972 [1938]: 45) considered the Light on Prakrit to be an (incomplete) “grammar of Maharastri
lyric.”

' Light on Prakrit 6.3 (Vasantaraja’s commentary); Pischel (1981 [1900]: §454 and § 20); Alsdorf (1936 :321);
Esposito (2011: 40-41).

2 Prakrtaprakasa 6.4 and 6.15; Pischel (1981 [1900]: §517); Esposito (2011: 43); Bhayani (1993a: 133). The
form is ma bhaittha “don’t be afraid” (1067); padivaggittha (in Bhayani’s articles) or padijaggittha (in
Bhayani’s edition) in verse 1157 is unclear to me.

9 Prakrtaprakasa 6.23-24; Pischel (1981 [1900]: §466), Alsdorf (1936: 235), Esposito (2011: 44-45).

% Pischel (1981 [1900]: §418), Esposito (2011: 37). Cf. jampiyammi mae in Taramgalola 169.

% Bhayani (1993a: 134); Nitti-Dolci (1972 [1938]: 65); see also Siddhahemacandra 8.2.80.

% Pischel (1981 [1900]: §516); Esposito (2011: 44).

7 A so-far unattested form in -udna, however, is mentioned by Vasantaraja on Prakrtaprakasa 4.23. Pischel
(1981 [1900]: §583); Alsdorf (1936: 332); Esposito (2011: 47).
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Vararuci.®

On this point we might speculate further about the relationship between the language of the
Taramgalola and that of the Wanderings. Many of the features that distinguish them from
later Prakrit texts are also found in the Ardhamagadhi canon. They might therefore indicate
that the Jain monks Palitta and Sanghadasa were influenced by the language of their
scriptures (which would characterize their language as “Jaina”), that they simply stood
closer in time to the linguistic system that the scriptures represent (which would
characterize it as “archaic”), or both. But the Wanderings is also known to be an adaptation
of the lost Brhatkatha of Gunadhya, whom later traditions place at the court of Satavahana
in Pratisthana. This would make Gunadhya a near contemporary of Palitta, if not a member
of the very same court. Perhaps the features encountered in the “Archaic Jaina Maharastr1”
texts were also found in the Brhatkatha.”” And perhaps Gunadhya and Palitta were engaged
in a competition to shape, through their respective stories, the literary language of the
Satavahana court.

Thus, in terms of its language and its literary execution, the Tarangavati does appear to
belong with other Prakrit texts of the early centuries CE, including both the Seven Centuries
and the Wanderings of Vasudeva. This accords with the evidence of the Anuyogadvarasiitra,
which attests that the Tararngavati was already well known in the fifth century (p. 137). But
how good is the evidence that makes Palitta a contemporary and collaborator of Hala? We
can easily see that the Tarangavati is part of a wider kavya movement that spanned Sanskrit,
Prakrit, and Tamil. But can we believe that the Satavahana court was the epicenter of this
movement, at least as far as Prakrit kavya is concerned? Can we believe that Palitta was an
associate of the Satavahana king Hala and worked with him to produce Prakrit literature as
we know it?

The many lives of Palitta

At first glance, the Satavahana court does not appear anywhere within the horizons of the
Tarangavati. At the beginning of the Taramgalola, we are told that Palitta was born in
Kosala.”

The story itself takes place mostly in and around Kau§ambi. Thus the geography of the
Tarangavati is completely different from that of the Seven Centuries, which refers to the
landscape of the Western Deccan. We know precious little about the history of the Vatsa
and Kosala countries before their incorporation into the Kusana kingdom at the beginning
of Kaniska’s reign, around 126 CE.”" Palitta refers to the Sakas, who were certainly ruling
at Mathura in the first century and perhaps further down the Yamuna river as well, but the
context is a list of lower human births that must already have been conventional in the first
century CE.”” References to Jain texts are also largely useless for localizing the Tarangavatt
in time. One interesting case, however, is the piirvas. These were a set of fourteen texts that
were supposedly lost over the history of Jainism. Rudrayasas claims to have mastered nine

% Upadhye (1941, 1956).

% See p. 145 above.

" Taramgalola 12. Bhayani’s text reads tattoccayassa, which he understands as te nagarinda (rahevast), but the
Ahmedabad manuscript reads tattovayassa, which I understand as tatrodayasya.

"l Kosala and Kau$ambi are mentioned as Indian possessions of Kaniska in his Rabatak inscription
(Sims-Williams 2004: 56). Inscriptions dated to Kaniska’s reign are also found at Kausambi (Goswami 1937—
1938). For the archaeological record at Kausambi see Sharma (1969); for the pre-Kusana numismatic evidence
see Bhandare (2006).

2 Taramgalola 1353:  camdala-mutthiya-pulimda-vaha-saga-javana-babbaradisu | jayeti ya anukamma
vivihasu manussa-jatsu |.
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of the piirva texts.” Pilitta sets the story within a generation of Mahavira, so we would
expect Jain monks in the story to still have access to these texts. But the fact that nine texts
are mentioned—not fourteen, the complete number known by Bhadrabahu, or ten, the
reduced number known by his student Sthulabhadra— suggests that Palitta was a witness to
their gradual loss.

From internal evidence we now turn to external evidence. The story of Palitta was well
known in medieval Jainism and appears in several different versions. The oldest version of
the story, in Prakrit verse, appears to be the Palittacaryakathanaka which is found in a
manuscript of 1234 CE that gathers together four narratives of influential Jain teachers.
Bhadre$vara included a Padaliptasirikatha in the same collection that contains the
Taramgavaikaha. As noted above, Bhadre§vara very often simply redacts and abridges
earlier material, and in this case, his narrative is a very close rendering in Prakrit prose of
the Kathanaka. A version in Sanskrit verse is the Padaliptasiiricarita that Prabhacandra
includes in his Prabhavakacarita (1277 CE). A version in Sanskrit prose
(Srzpadalzptasurzprabandha) is contained in the undated manuscript ‘B’ (held at the
Bhavnagar Jain Atmanand Sabha) that was consulted for the Puratanaprabandhasamgraha,
a collection of narratives from various sources published in 1931. A very similar version
(Padaliptacaryaprabandha) is found in RajaSekhara Suri’s Prabandhakosa or
Caturvimsatiprabandha (1349 CE).

As M. A. Dhaky has shown, however, the story of Palitta presented in these texts is actually
the story of at least two, and more likely three, historical figures who had that name.” They
can be distinguished on the grounds of the texts ascribed to them, the people they were
associated with, and the places they were associated with. Here I will briefly summarize and
refine Dhaky’s conclusions.

The first Palitta was a contemporary of the Satavahana and Murunda (i.e., Saka or Kusana)
kings, and therefore lived sometime between the first and third centuries. He is the author of
the Tarangavati and an astronomical text called Astrology in a Basket (Jyotisakarandaka)

both in Prakrit. The age of Astrology is difficult to determine, but as it is considered an
updrga by the Svetambara Jains and received an old Prakrit commentary by one Sivanandi
Vacaka, it could conceivably belong to this period.

The last Palitta was the author of the Bud of Nirvana (Nirvanakalika), a ritual manual in
Sanskrit, and the Light on Divination (Prasnaprakasa), which is now lost. His teacher was
Mandanagani Vacanacarya, whose teacher in turn was Sangramasimha. The date of this last
Palitta is uncertain. Umakant Shah had identified his teacher’s teacher with Samgamasiddha,
a monk who is mentioned on an inscription dated to 1008 CE at the base of the
Pundarikasvami image at Satrufijaya. Dhaky preferred to identify his paramaguru with one
Samgamasimha whom Yaksadeva, a monk who wrote in Nagpur in the later ninth century,
names as his teacher of nydya. Dhaky later discovered that a verse from Samudracarya’s
Paiijika (ca. 950 CE) on Jivadevasiri’s Jinasthanavidhi was quoted in the Bud of Nirvana.
The Bud borrows heavily from Saiva ritual manuals, and Alexis Sanderson has pr0V1ded
evidence that it is modelled most closely on the Essential Handbook of Saiva Siddhanta
(Siddhantasarapaddhati), which is ascribed to Bhoja (1000—-1055 CE).” The terminus a quo
is provided by a reference to the Bud in a text of 1191 CE, Siddhasenastri’s commentary on
Nemicandrasiiri’s Pravacanasaroddhara.

From the fact that the narrative literature connects Palitta with a king named Krsna who
ruled from Manyakheta, Dhaky inferred that this last Palitta was a contemporary of the

> See verse 1518 (in fn. 33); on the pirvas see Dundas (2002 [1992]: 67-69).
™ Dhaky (2002).
> Dundas (2009), Sanderson (2011, 2015).
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Rastrakiita king Krsna II (878-914 CE) or Krsna III (939-967 CE). But this inference seems
unwarranted to me. The later narratives about Palitta, written in Sanskrit, consistently
mention that he was the author of the Bud of Nirvana and the Light on Divination, and that
his teacher was Mandanagani and his teacher’s teacher was Samgamasimha. Yet the earlier
Prakrit narratives mention none of these details, despite presenting more or less the same
set of stories. These details, about the author of the Bud, were therefore inserted into an
existing narrative. Palitta’s connection with Manyakheta, which is found in all versions of
his story, is a feature of this older narrative. Hence we have no reason to believe that the
author of the Bud was associated in any way with Manyakheta. This is a relief, because the
last Rastrakiita kings ruled from Manyakheta in the late tenth century, and the Bud appears
to date from the late eleventh century at the earliest.

This result brings us to another of Dhaky’s conclusions: in between the first Palitta (the
author of the Tararngavati) and the last Palitta (the author of the Bud of Nirvana), there was
another Palitta. This “second” Palitta is noted for his association with pilgrimage sites in
Gujarat and above all SatrunJaya and for his association with the legendary alchemist and
magician Nagarjuna. Dhaky assigns him to the end of the seventh or the beginning of the
eighth century. This Palitta is closely connected with the development of Satrufijaya as a
site of Jain pilgrimage: he is credited with a four-verse stotra of the image of Mahavira at
Satrufijaya, mentioned in all of the narrative sources, and indeed the town on the slopes of
Satrufijaya appears to have been named after him. The present-day name of Palitana
appears to go back to as early as 818/819 CE, when Govindaraja, uncle of the Rastrakiita
emperor Amoghavarsa and the governor on his behalf of Kathiawad, issued a land-grant
from Palittanaka.” As Dhaky noted, Satrufijaya had already become a site of pilgrimage by
779 CE, when Uddyotanasuri refers to it as such in his Kuvalayamala. Kamalaprabha, the
author of the Pundarikacarita (1315 CE), notes that one of his sources was a
Satruiijayakalpa of Padalipta.”’ 1 suggest that it is the “second” Palitta who is associated
with the Rastrakiitas of Manyakheta. This may well be Krsna I (756—774 CE). In any case,
Palitta’s involvement with the king of Manyakheta in the stories is so closely connected
with his activities at Satrufijaya, as we will see, that I do not think it is possible to separate
the “Manyakheta Palitta” from the “Satruiijaya Palitta,” as Dhaky does.

I will therefore refer to the author of the Tarangavati as Palitta I, to the adept associated
with Satrufijaya as Palitta II, and to the author of the Bud of Nirvana as Palitta III. As noted
below (p. 153), I believe the name Padalipta is a Sanskrit back- formation that was invented
for Palitta II (and III), but never applied to Palitta I in his own time. Indeed all of the oldest
sources refer to him as Palitta or Palittaka, and not Padalipta. This includes references in
Jain canonical texts and the rubrics of Astrology in a Basket.

The structure of the story of Palitta across its various versions gives us another way to think
about the sources and layers of the narrative. The story can be roughly divided into sections
that focus on a particular event. Most of these sections contain a Prakrit garha around which
they are constructed. (This feature is hard to see in the Palittacaryakathanaka, since it is
written in Prakrit garhas throughout, but it is there as well.) These gathas quite obviously
circulated independently of the surrounding narrative, and probably belong to an earlier
practice in which memorized verses provided the context for improvised storytelling. I will
call these “anchor verses.” As we will see below, some of these verses are actually found in
the layers of Prakrit commentary on Jain canonical texts, and some are collected in literary
anthologies.

¢ Devali plates of Govindaraja, line 57; see Sircar (1963-1964).
" Chaudhari (1973: 182).
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Here I will present an annotated synopsis of the story of Palitta from the sources listed
above.

§1. Birth and early life. The merchant Phulla and his wife, Pratima, residents of Kosala, are
unable to have a son. Pratima propitiates Vairotya, who tells her to drink the water used to
wash the feet of the Jain monk Arya Nagahastin. She does so, but instead of asking the
monk directly, she gets the water from his students and drinks it. The monk finds out, and
assures her that she will have a son, but because she kept her distance, her son will be
separated from her as well: he will have to be given to Arya Nagahastin after a period of
eight years. The son Nagendra is born to her, and given to Arya Nagahastin at the appointed
time. NOTES: The Sanskrit versions add that Nagendra was taught by Samgramasimha,
allegedly Arya Nagahastin’s brother, and given initiation by Mandana. As noted above,
these are teacher and teacher’s teacher, respectively, of the Palitta who wrote the Bud of
Nirvana. The presence of Tantric elements, such as the vidyddevi Vairotya, suggests that
this part of the story took shape in the post-Gupta period. There is no anchor verse.

§2. The name Palitta. When Nagendra was returning from a round of collecting alms, his
teacher asked him to describe what he received, and he spoke the following verse: “A
mango from the girl with copper-colored eyes, a fig from the girl with flower-like teeth,
fresh rice gruel from the young wife—that’s what that shack has given me.”” On hearing
this, his teacher exclaimed that his student was “inflamed (alitta-)” by passion. On hearing
this, Nagendra said, with his teacher’s guidance, he would eventually become “illuminated”
(palitta-). Soon, under this name, Palitta would go out on behalf of the community in place
of his now-infirm teacher Arya Nagahastin. NOTES: My interpretation of this story is quite
different than the Sanskrit versions. They say that Nagendra, after being called “inflamed”
(pradipta-) by his teacher, asked to be called “anointed on the feet” (padalipta-) instead, and
thereby gained the power of flight. But there is no reference to flight or feet in
Bhadre§vara’s version, and the Kathanaka has a lacuna at this point. And of course
Nagendra’s request is a non sequitur. My interpretation is based on Arya Nagahastin’s
declaration to the community in the two Prakrit versions: “because he has been inflamed
(alitto) with the excellence of virtue (gunapagarisena), he shall be called Palitta from now
on.” The idea is that Nagendra, on hearing his teacher’s remark, turned the negative
“inflamed” into a positive “illuminated” by the addition of the verbal prefix pra-, which is
commonly glossed as pagarisena (Sanskrit prakarsena). Note that the Taramgalola refers to
him as Palitta and describes him as guna-litta-, “illuminated with virtue” (less likely is
Bhayani’s “anointed”).” The power of flight is properly associated only with Palitta II. The
Sanskrit form Padalipta is probably based on a folk-etymology of the Prakrit form Palitta,
based on the power of flight that Palitta IT was thought to have possessed.

§3. With Murunda at Pataliputra. Palitta was then sent to Pataliputra, which was then
reigned by a king Murunda. There he gained a reputation for cleverness by solving various
puzzles at the court: removing a cord from a wax encasing, finding the top and bottom of a
symmetrical staff, and opening a box that had no visible apertures. He then sews up
(something) in a gourd, and no-one can figure out how to open it. NOTES. The Kathanaka
has a lacuna for this entire section. The story of the puzzles, given by Bhadre$vara and the
Sanskrit versions, derives from the AvaSyaka literature. Haribhadra gives almost exactly

8 ambam tambacchie apupphiyam puppha-damta-pamtie | nava-sali-kamjiyam navavahite kudaena maha

dinnam | (Bhadre§vara p. 86; Prabhacandra v. 38; ‘B’ v. 283; Rajasekhara p. 24; the Kathanaka is missing this
folio). The first three quarters of the verse have a type of repetition or latanuprasa.

" Taramgalola 12: tattovayassa (see n. 70 above) samanassa avahiya avimanda anannamand | palittassa ya
gunalittayassa mai-sahasam sunaha ||.
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the same story in his commentary on the Avasyakasitra.*® The Sanskrit versions go on to
give two further situations, each with an anchor verse. In the first, Palitta cures the king of a
headache: “As Palitta kept striking his knee with his forefinger, king Murunda’s headache
gradually disappeared.”™" This verse is actually found in the Bhasya on the Nisithasitra of
the Svetambara Jain canon, which must have been composed prior to Jinadasa’s Curni,
completed in 676 CE.*> Prabhacandra says that the verse works like a mantra to cure
headaches. The second situation involves Palitta demonstrating to Murunda that his
servants, even though they are not as well paid as the king’s, are more devoted and loyal.
When the king’s servant is asked which way the Ganga flows, he dismisses the question as
obvious and pointless. When Palitta’s servant is asked the same question, he makes a
thorough investigation. Thus the anchor verse: “You should always put in the same kind of
effort that the student did when his teacher asked him to find out which way the Ganga
flowed.” 8 This verse is also taken from an earlier source, namely Jinabhadra’s
Visesavasyakabhdasya, probably composed in the sixth century, but in Jinabhadra’s text
there is no reference to Palitta.** Clearly there was an old tradition that made Palitta a
contemporary of a king in Pataliputra who held the title Murunda, which was used by the
Sakas and Kusanas. The Sakas were ruling, at least in Mathura and perhaps to the east, by
the beginning of the first century. Kusana presence in the Gangetic plain begins with the
reign of Kaniska (ca. 126150 CE). The last vestiges of the “Murundas” were conquered by
Samudragupta (ca. 335-380), according to his Allahabad pillar inscription. This suggests
that Palitta lived sometime between the first and fourth centuries CE. In some versions of
the Simhasanadvatrimsika, Palitta is mentioned as the teacher who converted a king
Marunda, to whose lineage—the vidyadharagaccha—the teachers Skandilacarya,
Vrddhavadi, and Siddhasena would later belong.*

§4. At Omkara in Gujarat. Palitta then goes to Omkara in Gujarat. First he is sought out by
a group of Jain mendicants who wish to venerate him. When they see him playing with
some other children, they ask him the way to the Suri’s residence. He sends them on a
detour while he runs and takes his seat. When they recognize him, he gives them a sermon
on the value of internal youth. Second, he is sought out by a group of non-Jain debaters, and
he performs the same trick, but pretends to be asleep. The debaters try waking him up by
making the sound of a rooster. He jokingly responds with the sound of a cat. A debate
ensues, in the course of which they ask him: “Palitta, tell us clearly: while you were
roaming the whole orb of the earth, did you ever see, or hear of, a fire that is as cool as
sandalwood?*® He responds: “Yes, I have heard that a person pure of heart carries a fire
cool as sandal within him when he is tortured by a foul slander.”® The debate is called in

8 Commentary on gatha 944, key-word 9 (gamthi), in vol. 1, p. 285 (I have found this passage thanks to the
indispensible index of Balbir 1993b).

81 jaha jaha paesinim januyammi palittaii bhamadei | taha taha se siraviyana panassai murandardyassa ||
(Prabhacandra v. 59; ‘B’ v. 284; Rajasekhara p. 25).

82 The gatha is number 4460, in the thirteenth uddesaka (vol. 4, p. 423). On the date of Jinadasa see Sen
(1975: 8).

8 nivapucchiena bhanio guruna gamga kuomuhi vahai | sampaiyavam siso jaha taha savvattha kayavvam |
(Prabhacandra v. 90; ‘B’ v. 285; Rajasekhara p. 26).

8 The gatha is number 929 (vol. 1, p. 174). The traditional dates of Jinabhadra are 489-593 CE.

85 See Rosenfield (1967: 52-53). Lévi (1896: 180) had already noted Palitta’s connection to a Gangetic king
with the title of Murunda (Bailey 1979: 368 doubts the connection between murunda and Khotanese rrumda-
“king”). For the passage of the Simhasanadvatrimsika see Weber (1878: 279). For the Allahabad pillar
inscription see Fleet (1888: 1-17, line 23).

8 palittaya kahasu phudam sayalam mahimamdalam bhamamtena | dittho suo va kattha vi camdanarasasiyalo
aggt || (Kathanaka v. 107; Prabhacandra v. 109; ‘B’ v. 286; Rajasekhara, p. 26).

87 ayasabhiogasamdiumiyassa purisassa suddhahiyayassa | hoi vahantassa phudam camdanarasasialo aggt ||
(Kathanaka v. 109; Prabhacandra v. 111; ‘B’ v. 287; RajaSekhara p. 26).
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favor of Palitta and the debaters are converted. NOTES: The anchor verses are present in all
versions except that of Bhadre§vara, who abbreviates the story of the debate. They are
quoted in a literary anthology, the Collection of Well-Turned Verses (Subhasiyasamgaho),
as well.*® This is the only narrative associated with Omkara. The connection with Gujarat
inclines me to think that it was originally connected with Palitta II.

§5. Acquiring the Prabhrtas in Manyakheta. Next, Palitta goes to Manyakheta, where he
studies four esoteric texts called prabhrtas. What follows are exemplary stories associated
with each of these prabhrtas. Since none of these stories relate directly to Palitta, I only
note that the Yoniprabhrta is illustrated with the story of Rudradeva, the Nimittaprabhrta
with that of Devendra, and the Vidyaprabhrta with that of Arya Khaputa and Mahendra. No
illustration is given for the Siddhaprabhrta.*

§6. Constrained in Manyakheta. At this point, the sources begin to diverge. The Prakrit
texts state that Palitta, now a bona fide master after his study of the prabhrta texts, is a very
popular teacher in Manyakheta. For the people who are not able to gain a direct audience
with him he composes the palitti bhasa, which is to be known “from the tradition of
teachers.” (I have not been able to make any sense out of the verse in the Kathanaka and
Bhadresvara’s story that describes this bhdsa.).” In the meantime, the king of Manyakheta
wants to be in Palitta’s company, as does the Jain community there, as do various Jain
communities throughout India which are undergoing persecution: around Dhamka, people
are falling under the spell of the Buddhist adept Nagarjuna, and at Bharukaccha, the
Brahmans are giving them trouble. The Jain community at Manyakheta will only allow
Palitta to leave to serve those communities if he can be back in time for lunch, so he applies
a magical ointment to his feet and rushes to the aid of the community at Bharukaccha. There,
he teaches them the “five great words” that they can use as mantras. He comes back to
Manyakheta in time for lunch, but his absence was noted by the king, who feels mistreated.
Palitta explains the constraints he was under. The king is sympathetic, and builds a temple
for the Jain community in Manyakheta. Palitta is then free to go to Valabhi, and from there
he makes a pilgrimage to Girinagara/Ujjayanta (Girnar) and Satrufijaya. NOTES: The
reference to Manyakheta and Satrufijaya, which came to prominence only in the latter half
of the first millennium CE, as well as the references to tantric or quasi-tantric practices, such
as magic formulas and an esoteric language (palitti bhasa), indicate that the story is about
Palitta II rather than Palitta I. In the Sanskrit versions, but not in the two Prakrit versions,
the king is identified with Krsna, which was the name of three imperial Rastrakiita kings.”"
This section also introduces Palitta II’s power of flight, as a result of which he was called
Padalipta in Sanskrit. Palitta seems to have acquired this power from his study of the
prabhrtas, and not from his teacher Arya Nagahastin, as the Sanskrit sources indicate (see p.
153).

§7. Teaching Nagarjuna at Dhamka. Afer his pilgrimage, Palitta is convinced to spend the
evenings with Nagarjuna at his residence in Dhamkapura. For some time, Palitta uses his
power of flight to go to Mathura and Manyakheta, always returning to Dhamkapura in the
evening. By tasting the water from washing Palitta’s feet, Nagarjuna is able to determine
the hundred and seven elements that constitute the mixture that Palitta spreads on his feet in
order to fly. But when he makes it himself, Nagarjuna rockets into the air like a rooster and
hurts himself. Palitta asks what happened, and when Nagarjuna tells him, Palitta is

8 Vv. 89-90. One interesting variant here is suddhasilassa instead of suddhahiyayassa. Suddhasila was the
name of a famous Prakrit poet whose works are lost.

8 See Granoff (1988b) for Arya Khaputa (or Khapata).

® In the kathanaka (v. 233): guravo lahavo ya saya cakkavittie akkhaham dastra | raipham lolyadadhanam
lavayabhaiyatathim |. In Bhadresvara (p. 93):  guravo lahuyo ya Samsa cakkavattie bhiksaham dakkarem | kalo
padadhanam lavaya kai ya taihim |.

°! Later on, Bhadre$vara refers to a king named Krsna (see § 9).
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impressed enough to divulge the final secret of the mixture, namely that it requires
rice-water. Around this point, the Prakrit versions break off (Kathanaka) or become
incomprehensible (Bhadre§vara), but two Sanskrit versions (Prabhacandra and MS ‘B’)
relate that Nagarjuna then converted to Jainism under when Palitta recites to him the
following verse: “Upon the lotus of the earth, whose long stalk is the Lord of Serpents,
whose many petals are the directions, and whose filaments are the mountains, the bee of
death drinks the nectar of mankind. 93 In gratitude, Nagarjuna founded a city named after
his teacher near Satrufijaya. Also at Satrufijaya, Palitta produced a four-verse stotra to
Mahavira (see p. 152). At the beginning of the next section, Bhadre$§vara notes that Palitta
still shines even after his death because of his connection with Satavahana (Salivahana in
Prakrit), suggesting that in his source—i.e., the Kathanaka, which has a lacuna here, or
something quite close to it—the previous section ended with Palitta’s death, followed by
Nagarjuna’s. And indeed Prabhacandra notes at the end of his story that Palitta and
Nagarjuna did die by sallekhana on Satrufijaya. NOTES: This section is clearly connected
with the preceding section, by the references to Nagarjuna and pilgrimage sites in Gujarat,
as well as by the theme of Palitta’s power of flight. I would guess that the Prakrit versions
originally included the anchor verse. The Sanskrit versions (Prabhacandra and MS ‘B’)
preface this section of the narrative with a story about Nagarjuna’s early life. Both the
Prakrit versions and these “expanded” Sanskrit versions differ considerably from the story
of Nagarjuna that is presented in other Sanskrit sources, including Rajasekhara.” Possibly
these two sections were taken or adapted from a work that described places of pilgrimage
(tirthakalpa): the device of Palitta’s power of flight allows many places to be introduced
into these sections (Manyakheta, Bharukaccha, Mathura, Valabhi, Ujjayanta, Satrufijaya,
Raivataka), and it highlights the construction of temples and shrines (principally at
Mainyakheta and Satruiijaya). In any case, with his death on Satrufijaya, the story of Palitta
IT appears to end.

§8. Helping Satavahana defeat Nahavahana. Now the narrative shifts to the conflict
between the king of Pratisthana, Satavahana, and the king of Bharukaccha, Nahavahana.
Satavahana besieged Nahavahana at Bharukaccha repeatedly, but was unable to defeat him,
because Nahavahana offered large sums of money (a lakh of drachmas, according to
Bhadre§vara) for the heads or hands of Satavahana’s men. Eventually a minister of
Satavahana named Samanta offers to help. He goes to Bharukaccha, having ostensibly been
expelled from Satavahana’s kingdom, and takes up residence as a local temple as a holy
man named Guggula (after the bdellium gum he carries with him). Nahavahana, thinking
that he is now an enemy of Satavahana because of the expulsion, lets him into his inner
circle. After gaining Nahavahana’s trust, Samanta/Guggula advises him to give all of his
property away in religious benefaction. Nahavahana does so, and can no longer pay the
bounties on Satavahana’s men. Satavahana then successfully takes Bharukaccha and defeats
Nahavahana. NOTES. This story seems to have nothing to do with Palitta, but rather
introduces the character of Satavahana, who will become Palitta’s chief patron.
Prabhacandra, however, identifies the undercover agent as a student of Palitta. The story is
omitted entirely by MS ‘B’ and by Rajasekhara. The king of Pratisthana is consistently
called Satavahana in Sanskrit and Salivahana in Prakrit. The king of Bharukaccha is called
Nahavahana by Bhadre$§vara, Naravahana by the Kathanaka, and Balamitra (the nephew of
Kalakacarya) by Prabhacandra. In fact, this episode is based on the memory of a real
conflict between the Satavahanas and the Ksatrapa king Nahapana. Gautamiputra Sr1
Satakarni defeated Nahapana around 78 CE. This story is also found in the AvaSyaka
literature, where Nahapana is very accurately called Nahavana.”

2 diharaphanimdandale mahiharakesaradisabahudalille | ompiyai kalabhamaro janamayaramdam puhaipaiime ||
(Prabhacandra, Sripadaliptasiricarita v. 295; MS ‘B, Sripadaliptastiricarita v. 288).

% For a study of the different narratives about Nagarjuna, see Granoff (1988a).

% See gatha 1304, with Haribhadra’s commentary (vol. 2, p. 148). This story has been translated by Balbir
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§9. At the Satavahana court. The story of Palitta concludes with his residence at the court of
the aforementioned king Satavahana. Satavahana has a number of court poets, who are
mentioned in a verse that they allegedly composed together.”” The courtesan Bhogavati,
however, says that Palitta is a better poet than any of them: “The moon of these people,
whose rays are their constant self-congratulation, cannot delight me so long as the sun of
Palitta Siiri, whose rays are his incomparable virtue, does not shine here.”® This remark
incites jealousy in the other poets, and interest in the king. Palitta is brought from the court
of Krsna in Manyakheta to Pratisthana, and the king celebrates with a great festival. The
poet Brhaspati, however, insists on testing Palitta. He had the king suggest someone with
steady hands, named Hira, to offer a congratulatory present to Palitta: a plate that was
completely filled with ghee. When Palitta saw it, he understood that it meant that there was
no space in the court for him. But he used his magic powers to stand a needle up in the
middle of the plate and sent it back, the message being that there is always room for an
exceptionally sharp scholar. The king was pleased, and admitted him to his court. There he
composed the highly esteemed poem Tararngavati. The poet Paiicala, however, claimed that
Palitta had plagiarized from his own work. The accusation brought shame to Palitta and the
Jain community. Palitta then faked his own death, and out of grief, Paficala himself said:
“How is it possible that Yama’s head didn’t explode when he took Palitta, from whose
waterfall-mouth flowed the river that is the Tarangavati?”®’ Palitta then jumped up off the
bier and claimed that Paficala’s words had brought him back to life. The king ordered
Paficala to be banished, but Palitta intervened. NOTES. The phrase paiicalah strisu
mardavam, from the verse allegedly composed at Satavahana’s court, is quoted by
Haribhadra in his commentary on one of the niryukti verses of the Dasavaikalikastra.” It
therefore seems that this story, although not known in the Avasyaka literature, was already
current in the eighth century. There would seem to be a chronological problem if Palitta is
brought from the court of Krsna in Manyakheta (eighth century at the earliest) to the court
of Satavahana in Pratisthana (third century at the latest). But the remark about Krsna could
easily have been influenced by sections §§6—7.

To summarize, the stories about Palitta are constituted of several core elements. The first is
his association with a king named Murunda in Pataliputra, where he peforms various clever
tricks. This element is already present in the AvaSyaka literature, and relates to Palitta I.
The second is his association with the Rastrakuta court at Manyakheta, on the one hand, and
the Jain pilgrimage center of Satrufijaya in Gujarat, on the other. These elements pertain to
Palitta II, whom we can tentatively place at the court of Krsna I (756—774 CE). The third is
his association with the Satavahana court, where he composed the Tarangavati. Depending
on who exactly this Murunda king was, the time-frames of the first element and the third
element overlap from the first to the third century CE. Since the chronology works out, and
since I do not want to posit more Palittas than are absolutely necessary, I suggest that Palitta
I migrated from the Murunda court to the Satavahana court, where he had a distinguished
literary career. After these narratives had assumed their shape, there was yet a third
Palitta—this one more commonly known by his Sanskrit name, Padalipta—who wrote the
Nirvanakalika in the late eleventh or early twelfth century. Various details about his life,
including the works that he composed and his teachers, entered into the traditional narrative

(1993a: 60). The historical events are treated in Ollett (2015: 53ff.) and Bhandare (1999).

% jirne bhojanam atreyah kapilah praninam daya | brhaspatir avisvasah paiicalah strisu mardavam ||. This is
cited in Prakrit, although very fragmentarily, by Bhadre§vara (p. 96). Prabhacandra (v. 320) and MS ‘B’ (v. 289)
give the verse in Sanskrit. The Kathanaka has a lacuna here.

% sa-guna-kittana-kirano tava na janimdu harisam ullasai | ja lalai na palittayasiiri-ravi niruvama-gunamsii
(ed. -ambhi) | (Bhadre§vara p. 97; the Kathanaka has a lacuna until just after this verse; none of the Sanskrit
versions include this verse).

7 stsam kaha va na phuttam jamassa palittayam haramtassa | jassa muha-nijjhardo taramgavai nat viidha ||
(Kathanaka v. 323; Bhadresvara p. 98; Prabhacandra, v. 341; MS ‘B’ v. 291; Rajasekhara, p. 29).

% Commentary on gatha 193 (p. 96 of Diparatnasagara’s edition).
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of Palitta, but did not change its overall shape.

Conclusion

Palitta was one of the pioneers of Prakrit literature and of kavya more generally. His
Tarangavati successfully merged a tradition of Jain storytelling with a refined and courtly
aesthetic. I think it is likely enough that Palitta was a Jain monk of the first or second
century from the Kosala country who emigrated southwards and became one of the jewels
of the Satavahana court. But whether or not he was physically present at Pratisthana, there
can be no doubt that he participated in the great experiment for which that court was
famous: the creation of a new literary tradition in a language called Prakrit. It is one of the
earliest works in Prakrit, and possibly helped to establish this language of Jain commentary,
known principally from niryuktis ascribed to Bhadrabahu, in the literary salons (gosthis) of
the first- and second-century Deccan. It is one of the earliest literary texts whose author is
known and not a legendary figure like Valmiki or Vyasa, inaugurating a new economy of
textual production in which courts supported the work of individual poets. It is one of the
earliest works that is instantly recognizable as kavya, invested in the aesthetic and
expressive possibilities of language. And it is one of the earliest Indian romances, providing
inspiration directly to racconteurs like Uddyotana and Haribhadra (and possibly, as Bhayani
argued, to Kautthala) and indirectly to the likes of Bana and Dandin. Over the first few
centuries after its composition, Palitta’s poetry continued to be read and praised, especially
for Jain poets. Although it gradually from view, along with what must have been the vast
majority of Prakrit literature, we are now in a position to appreciate its historical
importance.
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