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PREFACE

A natisfactory history of the ancient literature of India has
nil yet been published. The chief difficulty has been the
thironology.  Despite a certain amount of progress in dating
{he gieat kawvis, our would-be historians have so far preferred the
tlasshicatory method of proceeding by types of literature to
ginppling with the problems of a strictly chronological pre-
seittation. It is useful to have essays on the various types, but
# tollection of such essays is no substitute for a general history
ol literature.  Just as the types of literary composition, such as
IViie poetry, epic, drama, the novel, have been segregated, so
t0 an even greater degree literature in different languages or
alectn, Sanskrit, “ Epic” Sanskrit, Pali, Ardhamigadhi,
Mahfiagrl, Apabhramsa and the like, has been rigidly com-
pattimentahized into so many isolated literatures chronologically
H!H"hlh'l',

{lis compartmentalization has resulted first in the illusion
ol there bheing several separate literatures, leading to their being
stinlied in o strange and barren insulation from one another,
wiltlenlarly by more recent writers trained in this artificial
feadlitlon. A further and subtler distortion of outlook resulting
Bn the nepregated study by dialects and types has been the
Hpression of statie literatures, without development, without
Slgnihicant history, seeming to confirm the original bias against
Wtonton) investigations.  The text books of the artificially
sunstitated Niteratures and types harmonize complacently with
S cany and servile (for India) illusion of a static or degenerate
swlety

Hhe nonechronological study of literature is reflected also in
e o chironological * histories ™ of Indian philosophy, reli-
{hm andd other subjects for which the main sources are literary.

wie attempts have heen made to trace the actual history of

Blisaphy or of various ideological and cultural movements,
CM I the absence of order in the literary sources the writers
Bave leon reduced to arbitrary assumptions as to, for example,
the algionnl natare of Buddhism.

e tollowing study has as one of its aims the understanding
sk appreciation of the metrical techniques of a major and
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particularly dynamic period in the history of Indian literature.
Simultaneously, however, it results from our method of study
(of the development of metres rather than of their mechanical
classification) that if our understanding is reasonably correct
we should have succeeded in establishing the relative chrono-
logy of a series of texts. The metrical techniques are in them-
selves full of interest and delight, moreover in the period studied
here we see the origins and early development of the splendid
metrical repertoire familiar in its later flowering to the con-
noisseur of the kavya literature. So far from static was the
metrics recorded for us in the Pali Canon that we find some of
its essential techniques continuing to generate new metres
through many centuries, creating a vital and still popular art
medium even for Hindi and other modern literatures. It
follows that the isolated study, even of phases in Indian litera-
ture which are really as remote from each other as Pali and
Hindi, must lose in understanding, much more so those which
were nearly contemporary though in different dialects. The
continually developing art of metrics, beautiful in itself, may
perhaps play the same part in Indian literary history that
changing pottery technique plays in archaeology.

The methods here used in analysing metrical data and
treating the problems they presented were in great part worked
out as the research proceeded. The writer cautiously applied
such scraps of scientific method and such more or less intuitive
habits of investigation as had come into his possession. He was
guided by the empiricist outlook that he was studying some
objective reality whose nature should be presumed unknown
except in so far as it had been discovered a posteriori. He made
the further assumption, which is a hypothesis but which
appears fruitful, that the phenomena under investigation were
related to one another and also to non-metrical and eventually
non-literary phenomena : the patterns studied were not chance
mechanical occurrences, totally (and metaphysically) isolated
and ““ different ”’ from one another, but constituted a record of
change and growth, a continuity in which, however, quite
““new " phenomena, hardly predictable even from the most
complete knowledge of what had gone before, appear from time
to time after what some scientists have called ““ qualitative ”
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changes. Tmust be strongly insisted that this guiding assump-
Hon i qust o hypothesis, found useful in experience as enabling
Wi ta spol seemingly significant connections and to suggest
(W approaches to problems, which may or may not turn out
o be capuble of solving them, it is not an a prior: judgment or

law " prescribing any ““ necessary ”’ framework into which
wo tmght to force our data. One practical methodological
conmequence of this assumption which appears in this book is
that it seemed worth while to devote more attention to the
mietien which had newly appeared in a given period, as likely
t0 prove most fruitful in revealing the characteristics of that
petiodd. This preface is no place for an elaborate discussion of
the theory of scientific method : the above sketch should
“ilice to andicate the general assumptions underlying this
sbuddy it s for the reader to decide how far they have been
stinlactory.

Ihe writer read various studies by predecessors in the field
ab tnetiion in general as well as of Indian metrics in particular.
He lounil no satisfactory general theory of metre which might
b applied to any poetry. The progress in the Indian field is
seviewed helow @ it may be noted here, as of general theoretical
iterent, that this progress seems to the writer to be traceable
b very serious effort from about 1870 onwards to understand
Livlinn metrics, based at first on the deliberate and consistent
fpplication of an erroneous general theory ; the criticisms of
s theory which have arisen from practical study have led

vaddinlly towards a more satisfactory theory, at least for
fmlluu melre, which is worked out in this study on the basis of
fhe empirical data.

I he present work is a study of the problems presented by
A metres in the Pali Canon, seen in their historical setting as
sptenenting the Early Middle Indian phase in the development
i buehinn metrics.  During this phase, which is regarded as
lwtresponding to a turning point in the linguistic transition
toin O1d Indian (Vedic) to Late Middle Indian (Apabhramsa),
| mumber of new metres appeared and an entirely new tech-
fhue of versification was developed, differing in principle from
b ol Vedic technique. The ““ plot ™ of our story, we might
4y, inthe conflict between these two contradictory techniques
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in Pali poetry, in which the new style prevailed : even some of
the traditional old metres were assimilated to it, only one epic
metre remaining, within narrowed limits of rhythmic variation,
as representative of the archaic manner. The new technique
was adopted alike for the Sanskrit and Prakrit literature of the
following centuries and its understanding should lead to a
better appreciation of that phase of Indian poetry too.

The attempt is made to collect and assess all previous con-
tributions to the study of the ancient Indian metres and
closely related subjects. The interrelations between these
connected fields have been sought, leading to mutual elucidation
of problems. The language of the Pali Canon presents many
difficulties which have to be investigated before we can tackle
the problems of scansion, whilst the linguistic and metrical
trends constantly interacted. The most significant feature of
the new metres was their close connection with music, the
study of which has proved to be indispensable in our research
on the history of Indian literature.

In studying Pali poetry we are not concerned simply with
the literature of a school of Buddhism or with a * Buddhist ”’
literature. This was not the only literature of the period of the
rise of the Empire of Magadha ; it is, for whatever reasons,
the best preserved representative of that period. The better
Buddhist poets of that period, like Asvaghosa later, followed,
and perhaps helped to create, current styles which, as far as
we can see, were essentially secular styles common to all the
dialects of the Indo-Aryan world and to various schools of
thought. At most it might be suggested that the Buddhists, as
the typical and most vigorous representatives of new ideological
currents from about 500 B.c. onwards, would rather naturally
use new means of expression, whilst the Vedic or Brahmanical
tradition might be expected to have remained conservative.
The brahmans, however, were not content to be conservative.
If there was to be a new society with new ideals, they would
lead it if they could. Indeed they adopted many of the ideals
advocated by the Buddhists and other non-Vedic schools, they
reformed their rituals and became vegetarians—and in poetry
they soon used the new metres. We shall find reason to suppose
that in fact it was in Magadha and in the Magadhi language
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that the new trend in literature originated. The rapid spread
I the trend all over India is probably not unconnected with
the expansion of the political power of Magadha (we have not
taken up this question in this book), whilst the apparently pan-
Lt nature of the succeeding waves of stylistic development
wonild seem to demonstrate a cultural unity of India which was
wirely furthered by the political unification under Magadha.
[tin cultural unity endured, though the political unification

did not, so that in studying the literature of c. 500 to 100 B.C.
wo e studying the most vigorous formative period of that
feened 1in literature which is often referred to as the ‘‘ classical ”,
lending up to the great models of the classical forms which
were the legacy of Gunadhya, Asvaghosa, Satavahana, Bhasa,
st (heir now mostly forgotten contemporaries. In Pali
llerntnre we see the creation of new forms, a new ““ poetic ”’
vocnhulary, new metres, a new poetics of figurative language,
new leelimiques of story telling and of dramatic dialogue, a new
nenthetics foreshadowing the rasa doctrine, new subject matter as
wollanthe expressionofnewideals ; ina word we see the creation
ul hdvyva, the classical standard of literature as a form of art.
Atter discussing the nature of the literature with which we
aie concerned, especially as regards its date and authenticity,
andd the character of the Pali language, the Introduction con-
silers the theoretical problems of this study, including the
ptinciples of versification underlying the metres. The first
tlinpters then take up the phonology of Pali in relation to the
utthography of the textual tradition, in order to eliminate
iistcndings (1), the conventions of word junction, treated
within the theory of sandhi (11), scansion and the question of

any ellect of “accent” (III) and the limits of rhythmical
Haledity and metrical licence (IV). The following five chapters

analyse the five main classes of Pali metres. Mattachandas is
studhed first, and most thoroughly, because it appears to have
lwen the first of the new developments in metre (V). In

guttcchandas the new technique is carried further (VI). Then
the mchies handed down from the old tradition, the anutthubha
ur walta (VI1) and the tutthubha (VIII) are studied. They do
it tomnin static in our texts but undergo fundamental changes,
sppmeently under the influence of the new technique, so that
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the knowledge gained from studying the new metres suggests
how we should understand new features found in those of the
older tradition.  Akkharacchandas (IX) shows the latest
developments within Pali canonical literature, a further range
of new metres derived from those already studied. The Con-
clusion is concerned primarily with the results for the chrono-
logy of the literature which emerge from our analysis of the
evolution of the metres.

The research reported in this book was carried out mostly
between January, 1950, and July, 1951, and partly written up
in that period. Aftera year’sinterruption due tolack of leisure,
a postgraduate studentship awarded by the University of
London made it possible to complete the writing up and
discussions between October, 1952, and June, 1954, with a
view to publication. The work consequently takes account of
contributions in its field received by the author up to the
beginning of 1954. Under the conditions of lack of encourage-
ment and support for research on Indian literature in the
United Kingdom at that time, the author failed to find any
sponsor for the publication of the work and so laid it aside,
taking up various other research projects, including from time
to time the continuation of the study of the history of Indian
literature. That this book can now be published is thanks to
the interest of the Pali Text Society, which recently has
extended the scope of its publication programme to include
ancillary works of this kind as well as texts and translations.
In preparing the work for the press the author has made only
minor changes of presentation and has not attempted any
further analysis or discussion. Since 1954 he has not pursued
the study of metre further and so has nothing to add on that
subject, whilst on looking over the work he still feels able to
stand by the conclusions arrived at in it, which he has mean-
while applied in studies in related fields. It is to be hoped that
others will continue the metrical analysis of texts, perhaps with
the advantage of computers, which promises to be so fruitful
for settling chronological problems. Finally the author records
his katasifiutd and katavedita to his wife, Nargez, for help at
various stages in the preparation of the book.

1966 A. K. WARDER.
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INTRODUCTION
I 'he Problem of Pali Metre and the Significance of its Solution

b 1. The study of Pali is at present seriously handicapped by
n ditliculty which is only slightly felt in that of Vedic and Epic
Sanskrit, whilst it is not encountered at all in the *“ Classical ”’
Sanskrit literature. The verse texts of the ancient Pali literature
vontain such a large proportion of lines which apparently do
nol scan that it seems only a matter of chance if pddas coin-
viding in structure with the familiar Sanskrit metres sometimes
occur.  Moreover the Pali Canon, largely as a result of this
metrical confusion, has the appearance of so teeming with
¢orruptions as to be of very poor value as a historical document.

Some of the poems in more complex metres contain only a
minority of apparently scannable pddas in the editions now in
une, and in some cases the metres were not recognized by the
lending Pali specialists and editors for many years. Thus of the
Isidasigatha in the Therigatha, edited in 1883 by Pischel, who
elearly did not suspect that his text was in the ariya (arya)
metre, Mrs. Rhys Davids in a footnote to her translation
fwenly-six years later (19og) remarks: ‘I am unable to
¢lussify the metre throughout this poem, from the first line . . .
o the last ” (Psalms of the Sisters, p. 163), whilst even in the
fuldda index published by the Pali Text Society in its Journal
Ioi 1y24-7 the metre of the ariya poems remained unidentified
(vonsequently some of the padas are wrongly divided). As a
matter of fact Leumann had recognized the metre of the
Isidasigatha by 1900 and pointed it out to Hardy, who most
commendably applied metrical considerations in his attempt
to define the date of the Nettippakarana in the Introduction to
lns edition of that text (1902, p. xxiii), yet the fruitful possibili-
tien thus suggested were unaccountably ignored by others.
Ume motive for the present piece of research arose from the
frustrating experience of reading Pischel's Therigatha as a
sot book.

4 2. The conviction that the Pali Canon is not a document of
poor value, but on the contrary of the very greatest value for

1
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the history and appreciation of Indian literature—not to
mention its interest in connection with the early history of
Buddhist philosophy—inspired the undertaking of a general
study of its position as representing an important phase in the
development of the literature, including the relationships of
that phase to others, especially to that of *“ Classical ” Sanskrit.
Remarkable affinities could be found between the literary
styles of various works in Pali and in Sanskrit (from the
Brahmana phase down to the Classical literature), yet up to
now the histories of literature had in general treated the two
literatures in isolation from one another, only a few tentative
speculations on their comparative chronology and stylistic
relationships having been made, chiefly by Oldenberg, Winter-
nitz and La Vallée Poussin. As for the development of philo-
sophical and religious thought, the absence of any satisfactory
chronological basis had reduced the historians to guesswork
and personal tastes in their attempts to explain the relation-
ships between Buddhism and the Upanisads or the Samkhya
and Yoga schools, or to trace the doctrinal tendencies of the
various schools among the Buddhists.

Surely it is the responsibility of those who specialize in Pali
to find the keys to this most formative period in the history of
Indian literature—from the time of the Buddha to that of
Advaghosa.

§ 3. Through the tangled text of the Canon preserved in the
Mahadvihdra at Anuradhapura it seemed possible to divine the
characteristics of the literature of India as it was in Asoka’s
time and in the centuries leading up to that great crisis in
Indian history. The corruptions present in the text even when
Buddhaghosa and Dhammapila studied it appeared not as
obstacles and tokens of an inferior tradition (and certainly not
as marks of late fabrication) but as guarantees of antiquity
which, in the very process of being eliminated, would enable us
to ascertain many of the literary techniques of that period.
The origins of the Classical Sanskrit literature are obscure,
the early works having been almost entirely lost, but in the
Pali literature we find the beginnings of the new forms and
techniques—epic > mahdakavya, story-telling > katha, early
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dinmatic performances > the Classical theatre, the growth of
the Classical lyric, the development of theories of poetics and
nesthetics and the conscious application of these in literary
vreation, most clearly of all the rise of the new metrics—in a
more comprehensive collection and, which is more important,
i o much purer state than in the Epics, the Sanskrit transla-
tins of the Byhatkatha, or the early Jaina literature. Moreover
the Pali texts offer the possibility of approximate dating,
owing to their more direct relations with historical events.

T'he investigation which follows forms part of a wider plan
lon the study of this period of the history of Indian literature
md aims at laying the foundations for such a study by
oxploiting the criterion of metre in interrelating the texts and
ipproximately dating them.

I he Authenticity of the Pali Canon

§ 4. To go beyond the mere impression of authenticity, as a
tollection of documents composed during the Moriyan period
ot carlier, which we derive from the present state of the Pali
loxts, we require more tangible evidence for the approximate
date of these texts and for the reliability of the tradition which
preserved them.

It has been shown by Dr. Adikaram (1946, pp. 3, II, etc.)
(hnt the Commentaries on the Pali Canon as edited in the
Ath century A.D. are almost entirely Indian in tradition (and
in tact North Indian), although this edition was based on a
translation from the Old Sinhalese recension of the Afthakatha,
vollated with South Indian recensions. Of the Buddhist ¢theras
mantioned in the Commentaries for their views on the inter-
protation of points in the .Canon, the latest belong to the
1t century A.D. A list of the theras who handed down the
linaya “‘up to the present day” has no thera later than
the 1st century A.D. Adikaram therefore regards the Sinhalese
Commentaries as a continuation of the Indian Theravada
(“thaviravada) tradition, into which new material was incor-
pothted down to the 1st century A.D., after which time it
hicame closed.

I he orthodox tradition in Ceylon is that these Commentaries
were brought from India in the 3rd century B.c. with the
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Canon, and written down (but in Old Sinhalese, not in Pali) at
the same time as the Canon (1st century B.C.). The former date
may be slightly exaggerated in antiquity (it represents perhaps
rather the beginning of the introduction of Buddhism into
Ceylon than the completion of the process—but no time is
more likely than that of Asoka for the most decisive events in
the establishment of the new religion in Ceylon), but the latter
fallsin a less legendary period of Ceylon history and is probably
correct. The reason given for the writing is that in this period
of invasion and famine (the 1st century B.C.) many monks were
killed, or starved, and the oral tradition was thus threatened
with the destruction of some of its texts.

§ 5. Now, if even the Commentaries were preserved in North
Indian form (although translated into the local dialect in order
to make the Canon more accessible to Sinhalese monks), the
Canon itself should represent at the latest a form and dialect
belonging to the period immediately preceding the establish-
ment of the tradition in Ceylon. This form and dialect cannot
then be dated later than the end of the 2nd century B.c. Only
a few verses not commented in the Agthakatha (as noted by its
5th century A.D. editors) may be later additions to the Canon,
together with the Parivira—a kind of index to the Vinaya
which refers to Ceylon and must have been composed there
between the 2nd century B.C. and the 1st century A.D.

T he Formation of the Canon

§ 6. We have now to ask whether the Canon in its present
form contains material older than the 2nd century B.c. Here
we can compare the language with the dated linguistic records
of the period—mainly inscriptions.! We can also note references
in the Canon to historical events.

A comparison with the Prakrit inscriptions shows that the
Pali language is closest to the earliest records (e.g. preservation
of intervocalic consonants, without voicing), and it may there-
fore be regarded as having flourished in and probably before

! See Mehendale (1948) for a useful survey of Prakrit historical linguistics
from the earliest inscriptions (5th or 4th century B.c.) to the 4th century a.p.



Introduction 5

I1ie Moriyan Period.! The Canonicaltexts, as we shall argue below
((hiapters I, II, IV), have the appearance of standing close to
21 living language rather than of being artificial productions in
a1 dead language, like their Commentaries, and therefore would
weem to belong to the period when that language flourished.

Some indirect indication of the literary tendencies of the
period may be gleaned from the sculpture, as pointed out by
I"ofessor Codrington in The Legacy of India (London, 1937),
pp. 78-9. The loss of the names of the ““ godlings ™ and the
decrease in the number of jatakas from thirty at Bharhut to six
at Sanchi seem to reflect the literary transition from the Pali
(anon with its precise knowledge of the ““ godlings *” and many
linndreds of jatakas to the confused or vague Buddhist Hybrid
Sonskrit conceptions of the various classes of supernatural
heings, and to the limited and standardized collections of
Jatakas selected to illustrate the ““ perfections ”’, such as may
he found in one of the latest texts of the Canon itself, the
(‘wriyapitaka, and in the Jatakamala.

§ 7. The formation of the Canon is associated historically with
il least two assemblies or ““ rehearsals ”’, the second of which is
tecorded in a chapter which appears to be a later addition to
the Vinaya, at which monks from different parts of India
compared their versions of the teaching of the Buddha. Certain
versions were afterwards approved, others rejected, by the
various groups or schools, which gradually increased in number.
ILach school tried to establish a definitive canon, as authentic
ns possible within the limits of its doctrines and practices.
Under the stabilizing influence of the Moriyan Empire at least
three such canons were established : Theravada, Sabbatthivada
(Sarvastivada), Mahdasanghika—of which the former two were
tlosely related.?  The Pali Canon preserved for us by the
Theravada tradition no doubt grew up gradually, during the
whole period of formation of canons, around a kernel of ancient
texts of various types—Ilong, medium or short suttas, gathas

! Slight modifications may have resulted from the use of a later Southern
nihography when the Canon was written down—on this see Chapter I.

* On the rise of the various schools see especially Przyluski (1923 and
1940-8) and Lin Li-Kouang (1949, Ch. IV).
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(poems), songs (geyya), jatakas, udanas, and so on—just as did
the other canons, which contained the same categories of texts.

We shall see in our study of the metres, especially in Chapter
VII on the vatta (vaktra) (see also §§ zo—1 of this Introduction)
that the study of whole collections of texts as found in the
Canon (arranged according to these categories), such as the
T herathertgatha or the Jataka, leads to confused results. Only
individual poems and small groups of poems show clearly
defined usages consistent with composition at a particular stage
in the evolution of literary techniques. Of the large collections
we can say only that some of them contain a preponderance of
older (e.g. Sn) or of later (e.g. Dh) texts, indicating a greater
popularity of that form of composition at a particular period,
whilst others, such as Th and J, give approximately the same
results, when analysed, as the entire Canon or any large random
selection of texts from it. If, however, we take, for instance,
the Dhammacariyasutta or the Pabbajjasutta of Sn, we find
homogeneous and very old vatta techniques, with which we
may contrast the Vasefthasutta and Dvayatanupassanasutta of
Sn, as examples of homogeneous and late wvatta techniques
(cf. Conclusion).

§ 8. Although we cannot say whether any Pali verses in their
present form date back to the time of the Buddha (i.e. circa
500 B.C.), on the one hand the changes in technique within the
Canon imply a considerable period of development prior to the
2nd century B.C., and on the other hand the formal similarities
between the Canon and those of the other early schools indicate
a common origin of the original *“ kernels "’ in a period before
the sectarian divisions had separated them too far. Here,
however, we find ourselves on merely subjective ground and can
go no further until we can support our conjectures with more
precise conclusions, derived from our analysis, on the internal
chronology of the Canon.

To the end of the period of the formation of the old canons
the traditions of the early schools assign the rise of the
Mahayana. Both Northern and Southern texts, such as the
Mahavarnsa, associate the production of all sorts of heretical
treatises of the Mahayana with the time of Asoka or of the
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iyas generally. It is not likely that these traditions would
rgerate the antiquity of their opponents’ traditions, so we
perhaps look for a late Moriyan dialect in the oldest
ayana texts as far as their original language can be
sred from the Sanskritized versions which have been
erved. In fact this dialect does not appear to have been
- different from Pali, as we should expect from the chrono-
we have sketched.

Pali Language

Having established that the Canonical Pali texts were
posed in the period which saw the rise of the Magadhan
dire, we may go further and try to localize their language
to define its position amongst the Indian vernaculars of
period. Pali does not appear to have been simply the
acular of a particular region, although as we have just said
od close to one of the vernaculars, on which it was based.
. we must refer to and stress the conclusion of Lin Li-
ang (1949, 216 ff.), which seems finally to settle the old
tion concerning the language in which the Buddha is said
1ve enjoined his disciples to recite his teaching.?

is conclusion is ‘““le principe de ’'adoption de langues
| s par les bouddhistes ”’, which he derives from several
Pali traditions, thereby elucidating the Pali tradition,
11 had seemed equivocal and had been variously interpreted.
correct interpretation of the tradition recorded in Vin II,
30, is that each disciple should repeat the teaching in his
dialect. From this practice arose the plurality of dialects
hich the Buddhist Canons were preserved.?

e 3rd century B.C. inscriptions provide an authentic
iistic survey of India. The variations of dialect show that
anguage of the Magadhan administration had not become
landard completely overriding the local vernaculars.
ough the dialect which we may call Old Magadhi had,
wing the Magadhan political supremacy, overlaid to some

i this see also M III, 234 : dialectal variants : in each region use the
which is understood there.

dyerton, in his Buddhist Hybrid Sanskvrit Grammay, just published, is in
ment with this conclusion (pp. 1-2).
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extent the dialects of the regions radiating outwards from
Magadha as far as the Upper Yamuna (Topra), Sanchi, and
Kalinga, and even that of Mysore (** Kiskindhda "’ ?) (Bloch,
1950, P- 44), this process had not gone far enough to spoil our
picture. It would appear that the imperial administrations in
Ujjeni and Takkasila retained the local dialects of the West
(Avanti) and the North-West (Gandhara).!

Pali is closest to the Western dialect (Avanti) and closest of
all to the Girnar inscriptions (Bloch, 1934, p. 6, and 1950,
PP- 44-5).%2 It agrees generally with all the dialects in regard
to the pronouns, intervocalic consonants (e.g. ¢ in pafi-, h in
dahati (from dha), lahu, -ehi, hoti ; Pali -rasa for -dasa or -dasa
in the numerals is exceptional, but the variation /4 in Indian
dialects is not found to be constant and is not regarded as
very significant), and the (presumably emphatic) initial % as in
hevamn. With the Girnar dialect the identity extends to the
whole declension (e.g. Ablative in -a@) and to the wavering
between ¢k and k4. On the other hand Girnar allows a long
vowel before a conjunct, which in Pali is allowed only excep-
tionally as a result of a few sandhi combinations.

§ 10. The distinctive features of (Old) Magadhi, final -e in the
masculine nom. sing., and / for 7, are found only exceptionally
in Pali: a few quotations of Magadhi speakers using the nom.
in -e (and perhaps the gen. pl. in -uno), and e for o or / for » in
the following words: s(u)ve, antepura, puretaram, pure,
bhikkhave, seyyathd ; pali- (for pari-), lujjati (= rujyate),
elanda, daddula, taluna, ludda (= raudra), antalikkha, peyyala
(= pariydya), etc.®

1 We may compare with the Asokan data the regional (said to include
languages, but also dress, manners, etc.) map given in the Natyasastra (XIV),
which probably rests on ancient traditions : Avanti from Sindhu to Vidiéa ;
Daksinatya in Maharastra, Andhra, Kalinga, and elsewhere in the South
(““ between the Vindhya and the Ocean **) ; Paficalifrom Sarasena to Balhika
(Bactria) ; and ‘ Odramagadhi” or ‘° Ardhamagadhi” from Vatsa to
Kalinga and everywhere east of that line.

2 Brahmi inscriptions everywhere fail to represent double consonants,
which evidently were understood by the reader—see Geiger, 1938, p. 41.

3 It is remarkable that the formulations of the Kathavatthu appear to
preserve some Magadhi: wvatfabbe (1 ff.), ese, dunniggahite (3, 6), niggahetabbe
(4, 7), se tena hi ye kate niggahe se niggahe dukkate, sukate patikamme, sukata
patipadana (4, 7), ke (24 £.).
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11. Taking into consideration the history of the Theravada
hool as traced by Przyluski, with its main centre originally
t Kosambi and important subsidiary centres at Ujjeni and
ther western cities, we may suggest that the Pali Canon
ripinated as a western recension of the Buddha’s teaching,
aving, however, a fair sprinkling of Magadhi words reflecting
ither  characteristic  expressions of the Buddha himself
hilkhave . . . seyyatha . ..) or at any rate the eastern, Old
[igachi, recension which we may infer was repeated by the
teat majority of his disciples, who were easterners (... pey-
dla . . . very probably originated among them). As we now
ave it the Canon is probably a fairly good copy of the Ujjeni
sweension, in a form of the Avanti dialect with the Magadhisms
it mentioned and certain peculiarities to be discussed in the
ox( paragraph, although it cannot be ruled out that it may be
i the main the old Kosambi recension itself and its dialect
it of the Vatsa country. Of this dialect we know little. The
[ufvasdastra includes it in the eastern (Magadhi) region and the
osiunbi column of Asoka is in the same eastern dialect as all
x columns bearing the six “ Pillar Edicts ”’, at Topra and
Ifrath (Upper Yamund), Nandangarh and Araraj (on the east
ank of the Sadanird or Gandak), Rampurvi (about 30 miles
| It of Nandangarh), and Kosambi itself (Bloch, 1950, pp. 25-7
wl 161). This may be due merely to a temporary ascendancy
| Migadhi over the local dialects in the Kuru and Vatsa
wuntries, thus it is possible that the true Vatsa dialect
wembled Avanti except for the Magadhisms as found in the
ali Canon, i.e. that it stood between Magadhi and Avanti, but
au closer to the latter. Attractive as it might be to believe
it our Canon was in the language of Udena and Naravahana-
ita, it is more probable that it is ‘“ approximately ” in
vanti. We may note, however, that Kalidasa says prapya-
inlin udayanakathakovidagramavyddhan . . . “ having arrived
1 Avanti where the village elders are well versed in the Story of
ldayana . .. 7 (which Vallabhadeva equates with the Byhat-
«thd), and conclude that in the literary history of India Vatsa
ml Avanti were especially closely connected. Our conclusion,
iwen, is that Pali is in all probability approximately Avanti,
\ the result of a process Magadhi > “ Vatsi” > Avanti.
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§ 12. It has been observed by several writers ! that in both
Asoka’s inscriptions and the language of the Pali Canon
‘““archaism " plays a part. De La Vallée Poussin speaks of the
“ magadhi officielle ” opposed to the ordinary vernacular in
which the titles of certain Buddhist texts are quoted (thus the
dialect of the administration would be more archaic than the
scriptures from which it borrowed its ethical doctrines, which,
presumably in accordance with Lin Li-Kouang’s principle, had
moved with the times), whilst Bloch on the contrary remarks
““le caractere simple et fruste...empreint de solennité officielle
et peut-étre de hiératisme ; qui sait par exemple si nombre de
redites ne proviennent pas d’emprunts aux textes de I’ancien
bouddhisme ? On a en tout cas retrouvé en certains passages
I’écho du canon pali ”. Lin Li-Kouang suggests that a process
of “ palisation” took place in the Canon analogous to the
Sanskritization in other Buddhist texts. He presumably has
in mind that at a certain stage the ‘‘ principle of adoption of
local dialects ™ gave place to a principle of the antiquity of the
tradition resisting further change and seeking to restore an
archaic garb to the scriptures. Geiger (1916) and others long
ago pointed out the archaisms in the Canon, especially in the
Therigatha, and these seem to betray rather later texts deli-
berately made to look old than the earlier strata of the Canon.?
As noted above, we have to make a further reservation about
Pali as a vernacular dialect. It was a vernacular modified
(i) by certain Magadhisms and (ii) by certain archaisms. That
is, by the time the Canon became fixed, it represented to some
extent an attempt to restore a more ancient form of the
vernacular in which it was handed down.

! De La Vallée Poussin (1936, p. 201), Lin Li-Kouang (1949, p. 215),
Bloch (1950, p. 7).

2 Examples of ‘“ archaism *’: in the inscriptions : abkividetiinan: (Bairat) ;
in the Canon: Adtuye (Th II—apparently an old gloss incorporated in the
text before the 1st century a.p.), the orthography brakmana for bamhana,
etase ( = etum) (Th11), ketuye (Bv), chaddvina (Th 11), apakirituna (Th II), etc.
It is noteworthy that these archaic infinitives in -uye and -ase and the gerund
in -tina are confined to some of the latest canonical texts. This indicates
clearly the nature of the development taking place in Pali from a living
dialect to an artificial literary language.

However, this theory of ‘“ archaism ”’ should be treated with reserve, since
we find -t@na(m) in Maharastri. See also § 52 below for ““ middle *’ forms.
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y 13. It must besaid that all this distinction of dialects amounts
(o very little when we consider the history of this literature as a
whole. The ‘‘ translation " of a text from one dialect to another
imvolved only very slight changes, which would affect the
metre, for instance, only in a tiny minority of cases. A text
could thus be taken over from Magadhi into Avanti without
altering its original character and metre : it was merely a
jquestion of substituting » for / and o for e in a large number of
words and a few other equally slight modifications in a very
few words. The point to make here is that we may without
langer assume that we are studying the general history of
Indian literature rather than the particular history of literature
in one dialect, since the dialects were not isolated. If we say
that a certain text in the Pali Canon was composed in the
sth century B.cC., for instance, we are probably referring to an
miginal Old Magadhi text, although we are actually studying
perhaps an Avanti version made in the 3rd century B.c., which,
Lowever, is 989, faithful to the original in metre and still more
faithful in reproducing the content of the original gatha. The
ucal peculiarities of style or metre, and of content or doctrine,
which we find in the literature, are secondary phenomena
within the general process of evolution (see for instance the
volution of the tufthubha (tristubh) suggested in §§ 282 ff. of
Chapter VIII).

14. No important changes seem to have taken place during
lhe further migration of the Canon to Ceylon, either directly
(legend of Mahinda, connected with Ujjeni, etc.) orindirectly, by
slages, via the Godavari valley and the Cola country. Such
onfusions as might be anticipated from the use of new scripts,!
ind eventually of the modern Sinhalese and Burmese, which at
first sight appear very liable to cause copyists’ errors, were
imited to sporadic corruptions, and do not seem to have
produced any general substitution of new spellings. A good test

! 'I'he Brahmi script remained in use in Ceylon for inscriptions during the
otiod 200 B.C.—A.D. 400. The script derived from the Grantha of South
nilia had been introduced by the 4th century a.p. (Geiger, 1938, pp. 1-4).
I'hix is of great significance : the Canon was firmly established in North Indian
1t before the introduction of a new script.
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for the reliability of the tradition is the preservation of the
authentic instrumental plural in -4¢, as found in the Asokan
inscriptions, against the tendency to archaise to -bhi which
appears sporadically and is allowed by the Medieval gram-
marians. The letters 4 and bk are very similar in both Sinhalese
and Burmese, but this did not lead to substitution even in this
most favourable case.

§ 15. To conclude this section we shall note the traditional
views of the Pali grammarians on the nature of the language,
and also on their susceptibility or resistance to the influence of
Sanskrit, with its enormous literary prestige even in Ceylon and
Burma. As an example we may take the best of them.
Aggavamsa (12th century A.D.), the most comprehensive and
detailed writer on Pali grammar, was aware of the fundamental
differences between Sanskrit and Pali, and of the non-validity
of Sanskrit rules in the latter language, which he no doubt
regarded as older (as the original from which all other languages
were derived). He strove to present Pali grammar purified of
Sanskritisms, supporting every statement by quotations from
the Canon itself.r On p. 621 of the Saddaniti he says : yathapa-
vacanam vidhi.  imasmim pakarane pavacandnuriipen’ eva
adesadividhi bhavaii, ‘. . . in this work the rules for substitu-
tion, etc., are laid down according to the Canon.” We can go
beyond Aggavamsa only by comparing the Pali tradition with
results derived from the study of other material, such as
inscriptions and other Buddhist traditions, most of which was
not available to him. Aggavamsa was further limited, however,
by the absence of historical linguistics, of a theory of regular
historical changes of forms, from the grammatical science of his
day, which regarded Pali or “ Magadhi” as the unchangeable
mitlabhasa or fundamental language spoken by the Buddha.

§ 16. Yet Aggavamsa was too acute and rigorous in his

1 Interesting discussions on Pali and Sanskrit, Sd pp. 92, 510, 923—4, many
other comparisons between the two scattered throughout the work. Aggavamsa
was no doubt criticizing the older school of Pali grammarians founded by
Kaccana, who failed to break away sufficiently from the Sanskrit tradition (or
rather failed to apply the linguistic science properly) to give a good description
of Pali, merely trying to adapt the Katantra to the language he was studying.
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alysis of texts not to discover historical changes in operation
spite of this tradition. Thus he explains that the adjective
vipanaka was acquired by anukarana, ‘‘ imitation ”’ (CPD),
. in this casc “ repetition ”’, from the phrase ye va pana (Sd
« 261-2). This phenomenon is classified as 7ifhibheda (see
apter IV). Apart from such a process at work in the Canon
If, Aggavamsa was clearly aware of the difference between
nonical Pali and the later language of the kavzs. Probably he
tributed this only to the difference between the individual
age of the Buddha and the kdvya style suited to the polished
ntemporary literature in both Classical Sanskrit and
“lassical ”’ Pali, since he remarks that in previous incarnations
> Bodhisatta had sometimes been a kavi and utilized the
lished style which as Buddha he rejected. An example of this
ference, which Aggavamsa gives, is that in the Canon a
mpound may not be split between two pddas of verse, even
1dhi between padas occurring there only in certain exceptional
scs. The Bhagavant is said not to have split his compounds
tween padas because (i) this was against the usage of
Magadhi 7, to which he conformed, and (ii) he wished to
oid making his meaning obscure (Sd pp. 631-2).! In general,
wever, Aggavamsa stresses the view that ““ the Bhagavant ”
s above worldly usage and was able to disregard the latter at
I, for instance in regard to metre (scc the passages quoted
ow, Chapter IV),

7. This is the traditional explanation given for irregularities
t understood by the medieval writers, and the traditional
sconception of the nature of Pali which is characteristic of
‘n the best of the old Sinhalese and Burmese grammarians.
¢ language is regarded as above human rules, as the creation
a superhuman being, and as not evolving. Nevertheless we
1st acknowledge that it is most fortunate that the ancient and
dieval guardians of the texts and tradition in Ceylon and
tma had this special respect for the Canonical text they

Two other rules given by Aggavamsa, which apply “in the world

umably in ‘“ Medieval Pali ”’) but not in the Canon, are (i) that a pure
vol (4,1, or ) is notelided before ddi, but (ii) thatin an upapadasamasa any
vel immediately preceding the upapada is elided.
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received and regarded it as it stood as the final authority on all
questions and as being above the control of ordinary gram-
matical rules. Had they attempted to correct or restore the
texts with the inadequate means available to them, Canonical
Pali would have been irretrievably lost.

Previous Research on Pali Metre

§ 18. The treatises on metrics of the medieval writers on Pali
expound the techniques of “ classical ”’ kdvya composition, and
those which have so far been published do not add to the
interpretations of Canonical usage given in the grammars. It
is evident from the treatment of the texts by the Commentaries
as edited (by Buddhaghosa, etc.) in the 5th century A.D., and
from the poetic compositions in Pali made in Ceylon, that the
old metrical techniques of the Moriyan period had already been
lost and replaced by those of the classical literature. Reference
to the Jaina tradition shows that there too the metrics of the
Moriyan period had been forgotten by the beginning of our era.
Both the Theravada and Svetimbara Canons preserve corrup-
tions accepted by the earliest extant commentaries which
could easily have been rectified by anyone acquainted with their
metrical usages, and it appears that this partial interruption of
the traditions took place in about the 1st century B.c. In
Ceylon, at least, this interruption may have coincided with a
period of war and famine, which threatened the loss of the texts
through the deaths or dispersal of the monks. As we have
already mentioned, this resulted in the taking of emergency
measures such as writing down the texts, and we may suppose
that it was at that time that the old metrical tradition of the
reciters was interrupted and ceased to preserve the texts from
corruption—a task which was henceforth undertaken by
writing. Writing was safer than the old technique in that manu-
scripts last longer than ““ repeaters ”’ and were perhaps easier to
make copies of, but the dead, de-rhythmized, written words and
padas could be mutilated by careless scribes, who copied with
the eye only : the leaves on which they wrote, like the rain god,
did not distinguish good from bad and preserved all forms alike.

§ 19. In order to restore the old metrics it is necessary to refer
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her phases of development of Indian metre, since we
ncerned with one stage of the single process of evolution
Vedic to the modern vernaculars. For this reason it might
tter to describe our subject as ““ Early Middle Indian
7, taking the Pali texts as a sample for analysis. Professor
er Smith has said (1950a, p. 2) : “ Or, tandis que la belle
e de l'indianisme européen nous a légué une métrique
ue (Oldenberg, Arnold), une sanskrite (dogmes de
la, élucidés par Jacobi et son école), une apabhramsa
rtapaingala, Chandonusasana de Hemacandra, d’autres
s encore, vérifiés et mis au point par Jacobi et
Schubring et Alsdorf), seule la versification du moyen-
| ancien (techniques Bauddha et Svetimbara) n’a pas,
rreur, été jugée digne d’'un traitement d’ensemble...”
- task is to fill this lacuna between Vedic and Sanskrit
cs, taking Jacobi’s well-known 1884 article as a starting
Helmer Smith in his Index volume to the Saddanit
) takes a more or less synchronic view of the canonical
netres, his terminology completed by that of the classical
s enumerated by the Vuttodaya, beside which he has since
1 an analysis of the Buddhist Hybrid Sanskrit texts as a
stage (1950a, 16 ff) and, which is most important,
pted to distinguish two phases, which he calls P’ and P”,
- development of Buddhist metrics. In the present study
ke on the other hand a predominately diachronic view of
etres, tracing their historical development, which seems
fer the possibility of a better understanding of their
elationships and of their actual rhythmical nature. The
yus contributions to our subject and those related to it
been collected in the Bibliography and will be referred to
- proceed with the study. There are, however, certain
1l topics, and principles of methodology, which require
ision in this Introduction.

‘volution of a Metre as the Key to the Relative Chronology
f a Series of Texts

In connection with the historical conclusions on the date
Pali Canon given above, we may refer to the discussions
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of Oldenberg and others on the history of the vatta (vaktra)?!
metre (the *“ epic Sloka ”’) and the position of the Pali vatfa in
relation to the wafta of various Vedic and Sanskrit texts. The
details will be found at the beginning of Chapter VII, but the
two important conclusions arrived at by Oldenberg should be
stated here :(—

(i) The Pali vatta is close in structure to that of the
Brahmanas and early Upanisads, and apparently a little later
in date, whilst it appears to represent a stage a little earlier than
that of the Byhaddevata ; the chronological sequence is then
continued by the Mahabhdrata and afterwards by the
Ramayana.

(ii) The vatta of the Afthaka and Pdarayana, the last two
vaggas of the Suttanipdta, appears older in structure than that of
the Jataka, Theratherigatha and Dhammapada.

§ 21. These conclusions are in harmony with our conclusions
above, since the approximate dates generally accepted for these
Sanskrit texts do not contradict our chronology for Pali.
Macdonell places the Byhaddevata in the 5th century B.c., which
may be a little early, since it would suggest that the great
majority of vatta texts in the Pali Canon were composed not
later than about 400 B.c. Hopkins assigns the ““ main composi-
tion 7 of the Mahabharata to the 2nd century B.C., whilst the
Ramayana in its present form probably represents a period
having its ““ centre of gravity "’ not earlier than the 1st century
B.C. (See Johnston’s introduction to his translation of the
Buddhacarita, xlvii ff., and S. Lévi: “ Pour l’histoire du
Ramayana ” in JA, 1918, p. 149.) The Upanisads are often
associated with the early Buddhist period. In connection with
the Brahmaiias we may support Oldenberg by pointing out the
similarity between the laconic but repetitive prose styles of the
Satapathabrahmana and the suttas of the Dighanikiya.

! After some hesitation, the Pali forms of the names of metres have normally
been used, as most appropriate for a treatise entitled Pali Metre. The more
familiar Sanskrit equivalents are given in brackets at the first mention and
occasionally elsewhere, and in the Index. In the next section dealing with the
works of various scholars on the Vedic and Sanskrit ¢ristubh, it seemed more
natural to retain the Sanskrit forms of the names, and this has been done
elsewhere when discussing Vedic or Sanskrit metres.
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r conclusions on the internal relationships of the Pali texts
‘m Oldenberg’s partial conclusion. We have already said
thing on this subject above, §§ 6-8, and more detailed
s will be summarized at the end of this study.

Vature of Indian Verse

The discussions on the #ristubh have been much more
isive than those on the anustubh, but the results are much
iatisfactory. The complex and baffling structure of the
bh pada led to arguments about its nature already in the
days of European research on the metres, but the results
iill unsatisfactory owing to the uncertainty as to the way
iich the pada evolved. As for the Pali tufthubha in par-
v, much less work has been done on it than on the Pali
and very few verses have been analysed. On account of
eneral vagueness prevailing about the fristubh and the
alty of understanding its evolution, it has been left to a
stage of this study and then taken up for analysis in
arison with the development of the other metres.

e tristubh was selected—as if it were felt to be the most
cteristic Indian metre—as the battlefield on which the
etical principles of Indian metrics should be contested, so
in addition to the analysis of texts on a statistical basis we
long discussions, sometimes of a fanciful nature uncon-
d by reference to Indian criteria for the interpretation of
netre, on the theoretical rhythmical elements composing
ada.

e “foot” is not in Indian (or in European) metrics a
ision ”’ of verse in the same sense as the pada or strophe.
yati or caesura does not necessarily coincide with a
dary between two feet, or ganas, and word-endings are
ise independent of foot or gana divisions. The foot or gana
be only an abstraction intended to describe a unit
visible) of rhythm or a *‘ measure *’ in the verse. Such a
an be isolated in more than one way, but the usual conven-
and the only really satisfactory one, is to find an ““ ictus ”
make it the beginning of a foot, like the beat at the
ning of a bar in music. It will be shown below, however,
(he “ictus 7 (in the European sense) is very far from being



20 Pali Metre

§ 26. Kiihnau further raises the question of a hypothetical
transition from ‘“syllabic” to ‘‘ quantitative” metrics in a
proto-Vedic period. Vedic metre, however, is already fully
‘““ quantitative "’ in the sense of Westphal and Kiihnau, since the
rhythm is based on the opposition of short and long syllables.
The transition we are in fact confronted with, but in the post-
Vedic period, is the substitution == allowed within certain limits
in all Pali metres, and generating matrachandas and ultimately
ganacchandas, in which almost any long syllable may be
resolved in this way. This transition is the central topic of the
present study.

Thisintroduction of a new form of variation of rhythm within
the pada was by no means a new departure in Indian metrics.
On the contrary, it should be stated that such variation was an
essential and characteristic feature of Indian versification at all
periods, only the means to attain it having changed. Contrary
to the belief of Kiihnau, there was no fixed recurring ictus
precisely in those ancient metres in which variation could be
achieved only by the substitution of one short for one long
syllable, and it was only in the later metres, where two shorts
must alternate with one long, that the ictus could arise—the
““ beat ”” became regular and variation was realized in a new
way: thesystem of *“ Taktgleichheit ”, ““ equality of measures”,
i.e. equivalence in length of the ganas, within which variations
and cross rhythms could most effectively be introduced. In
Classical Sanskrit, where except for the vakira and the arya all
the metres have fixed syllabic schemes, variation is usually
achieved by another method, the mixture, at strophe and at
canto level, of a wide range of different metres.

§ 27. Oldenberg, criticizing Kiihnau, rejected the ““ comparative
metrics ”’ theory based on Aristoxenus (‘...die Tatsachen des
Veda auf das Prokrustesbett aristoxeneischer Theorie zu
spannen...”’ 1915, p. 491).! As we have said, however, he
retained the ictus with reservations (partly influenced by Fox
Strangways—see e.g. 1914, p. I4), seeking better ways of

scanning the padas by dispensing with the thésis—drsis system.

! See also 1887, p. 196.
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» compromise method of analysis—the ictus without a
—did not in itself throw any fresh light on Indian versifica-
1, but in spite of it Oldenberg made substantial contributions
he historical understanding of both #ristubh and anustubh
hisarticles 1896, 1909, 1915). His freedom from Aristoxenian
onceptions enabled him, despite the encumbrance of the
s, to lay the foundations of the study of Vedic metre in his
rolegomena "’ (vol. I of his edition of the Rgveda) published
888. Thus on p. 21 of that work he suggests that the rhythm
ht go ““ against the quantity " (sic), but nevertheless arrives
the fruitful conception of a normal or fundamental
\wythm 7 for each type of metre, from which variations have
en. What we find is not: “ rhythm against quantity,”
: ““ variations of quantity = variations of rhythm.” He
hus working in harmony with the fundamental Indian
lation-technique we have just discussed, which we might
the pathya—uvipula technique partly recognized by the
ian theory.

. Immediately after the “ Prolegomena *’, Zubaty’s article
er Bau der Tristubh- und Jagati-Zeile im Mahabharata
published in the ZDMG (1889). His criticism of Westphal —
mau, which had appeared in several articles from 1886
vardls (1886, 19 ff., 1888a, p. 185 ; 1888b, p. 56), goes further
n Oldenberg’s, since he gives up ictus schemes altogether
pt in so far as he occasionally uses ictus-marks (‘) simply to
w how he would recite a particular pada (e.g. 1889, p. 645—
ill be observed that this “ ictus ”” again falls on all the long
ables).
lext we come to Arnold, who in his Vedic Metre (1905) uses
hods very similar to and largely derived from those of
aty. He says of anustubh verse (p. 151): ““ A division into
of two syllables is not traceable in the Rigveda, and
cfore the usual terms applied to the Greek and Latin
sical metres are unsuitable. There is some practical con-
icnce in speaking of an ¢cfus which falls normally on the
n syllables, but is transferred from the second to the third
the ‘syncopated’ form: and also in speaking of the
neral iambic thythm ” of the verse as a whole : but it must
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not be assumed that the ideas which these words connote were
present to the Vedic poets.” The ““ practical convenience ” here
is not very clear, and Arnold’s very rare use of these terms in
his book does not add anything to his exposition, moreover the
danger he himself sees in reading in ideas foreign to the Vedic
poets is one which must be avoided at all costs if we are to
understand the poetry. Arnold goes on to say that the division
into “ members ”’ of four syllables each “seems to be fully
established ’, and of course his whole study presupposes the
ancient distinction of “ dimeter ”” and * trimeter ”’ verse. Such
a division, with important variations from four syllables to
three or five, certainly seems to be inherent in the structure of
Vedic verse, but the basis and significance of this * Indian
foot ”” have not been explained.

§ 29. Since the time of Oldenberg and Arnold the only important
contributions to the analysis of the #ristubh have been those
of Professor Edgerton, whose method is approximately that
of Arnold, but without any discussion at all on the ideas of
“ictus ” or even of rhythm. This ““schematic analysis”’, as
Kiihnau would disparagingly have called it, is in fact quite
adequate for the material concerned and leads to excellent
results, especially since Edgerton improves on the traditional
Indian theory—and on the valueless tables of Hopkins—by
following the natural divisions and internal relationships of the
pada, and is thereby able to separate the different historical
strata in the Epic tristubh.

§ 30. The standpoint of the present work is more independent
of the traditions of Greek scholars than these other contribu-
tions, or those of Helmer Smith, have been. There appears to be
no reason to suppose that the Indian rhythms had any special
resemblance to the rhythms of Greek metres. On the contrary
the impression of the present writer is that those Western
scholars with a Western Classical education who read, for
example, (““ Classical ”’) Sanskrit poetry according to the habits
of scansion they acquired when studying Greek poetry, thereby
destroy the beauty, the variety and especially the syncopations
of the Indian rhythms. Indian scholars do not recite Sanskrit
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try in that manner. Their renderings encouraged the present
ter to follow his inclination as a music lover (with more
ning in music, Western and Indian, than in Greek and
1n), fascinated by what appeared to him to be the musical
thms of, in particular, the aksaracchandases (*‘ fixed
ahic ”” metres), to take the Sanskrit patterns in a strictly
wasured ”’ manner. Instead of reducing them to the regular
| of Greek metrics, through anceps, ““ drag ”” and the like, he
s realized an immense variety of different rhythms. If the
nsion of all these aksaracchandases should be limited to a few
haic, dactylic, etc., patterns as in Greek, why are there so
ny of them in regular and carefully contrasted use ? If the
wplex patterns of the aksaracchandases are not fixed, what
they ? As will be suggested below (Chapter IX), the
aracchandases appear mostly to be built out of particular
thms (often of some length) which may occur in the clearly
sical metres ganacchandas and (less often) matrachandas. 1f
 is so, we should expect themto preserve therhythmic values
heir musical basis, with two short syllables exactly equal
ne long (v~ = -), l’égalsté as some call it. Every short has
cily half the value of a long and every long is a ““ true ”
r, with all that this implies by way of syncopations, not to
slurred over by looking for anceps. The whole line (pdda,
rter verse) becomes the rhythmic unit here, which repeats
e samavyttas, not the ““ bar ™’ (gana, or pair of gasas) of the
ical metres. The long, complex pdda-rhythm of an
wracchandas is fixed by its fixed pattern of long and short
ables, whereas the gana-rhythm of ganacchandas is internally
iable, only the total value of the bar being fixed. (One might
pose that a ganacchandas singer accompanied by a musical
rument would have been subject to the same principle which
n today governs Indian musicians, as when a vi12d and
‘wiga are played together : the two must coincide in rhythm
lie beat (ictus, graha) at the beginning of each bar of their
, although within the bar they are free to go their own
wate ways). The discussion of aksaracchandas is not central
he present study, though of great interest for the reading
avya literature, arising only at the end of it. This brief note
7 serve, however, to underline the nature of the approach of
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the author to gamacchandas and matrachandas as well as
aksaracchandas : his original supposition, which seems justified
by this study, that in the later Indian metres v~ = - (exactly)
and that the basis of rhythmic variation is vv/-, contrasting with
the ancient variation /- of the early metres (surviving in the
vaktra).t

The Scope of this Study

§ 31. It is now possible to trace the general history of Indian
metrics and to describe the transition from the old metres to
the new musical rhythms, governed by the ictus, which led up
to the medieval {alavyitas. This is connected with the history
of the language: the transition from Vedic, with its pre-
ponderance of long syllables and musical accent, to Apa-
bhramda, with its preponderance of short syllables and stress
accent. In studying Pali metrics we shall be concerned with the
crucial phase of this transition.

We must first attempt to clarify the metrical interpretation
of the Pali texts : the relationship between the orthography of
the manuscript tradition and the phonology of the Canonical
language, the sandhi usages of the Canonical poets, pada-
building, the fluidity of the language in so far as it affects
versification and the kinds of metrical licence current.

The study of the various classes of metre found in the Canon
follows. Mattiachandas (matrachandas) and ganacchandas are
taken first, in accordance with the aim of studying the metrical
transition which begins in the Paliliterature. They may be felt
to have a special relationship with a dialect very close to that of
their origin, and to exemplify the general poetic usages of the
period in a higher degree than the other metres. The other
metres, in fact, were found to be impossible of full under-
standing in their Pali phase without reference to mattachandas
(especially the tufthubha) and ganacchandas (especially the
vatta). These two chapters contain the central discussions of
this book. The solution of these problems is facilitated by

! The suggestion for elaborating this standpoint came from Dr. H. N. Randle
in the course of an interesting correspondence with the author during the
summer of 1955. bhavati subhagatvam adhikap vistaritaparagunasya sujanasya |
vahati vikasitakumudo dvigunarucim himakaradyotak || Subandhoh |
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rence to Indian music, and it is hoped that this research will
urn throw light on some early phases in the history of the
vic. The chapters on the vatta and the tufthubha attempt to
cct and interpret the previous work on these metres and to
'nd it to cover representative parts of the Canon and give
vler precision to the descriptions and a better understanding
licir evolution in the light of (i) a better understanding of
r language, (ii) the results of the study of mattachandas
ganacchandas and (iii) comparison with recent successful
lies in Buddhist and Epic Sanskrit. The akkharacchandases
avacchandases) appear first in the later parts of the Canon
find their natural place at the end of our study, where their
iations to the other metres can be worked out. They are of
It interest as products of the transition process and on
nint of the special réle they play later in the “ Classical ”’
skrit literature. “ Classical” Sanskrit itself, as a kind of
'hesis of the old and the new (Middle Indian in the garb of
Indian, drawing its literary and metrical techniques from
1), might be regarded as a special product of the transition
od.  In conclusion we review the results of the research
1 the point of view of the history of literature.



CHAPTER 1

ORTHOGRAPHY AND PHONOLOGY
T he Problems

§ 32. In order to scan Pali verscs, it is first necessary to ascer-
tain the relationship between the orthography of the manuscript
tradition and the phonology of the original language of the
Canonical texts.! The Commentaries and medieval grammars,
the 3rd century B.c. inscriptions and the ancient phonetic
science of the Pratisakhyas,? comparison with the related
phenomena in Vedic, Ardhamagadhi, and Buddhist Sanskrit,
all help to some extent in this task, but the decisive test in all
cases arises from the metre itself. This is not a circular argu-
ment based on the mere probability of certain rhythms in the
pada : thc cadence of thc vaita padayuga (** half-strophe ') in
the period we are studying was invariably ~--=and the cadence
of the tutthubha pada was invariably --(~)= (both inherited
from the earlier metrics). By collecting examples of doubtful
cases in these positions it is possible to discover their rhythmic
values.
The main problems to be solved here are :

(i) whether e and o may be short in an open syllable ;

(i) in words containing a svarabhakti ® vowel (or a yama),
this vowel frequently does not seem to count as a
separate syllable : in each of these words the correct
rhythm has to be ascertained ;

(iii) alternative forms, with assimilation of the consonant
cluster concerned, existed for some of the words with
svarabhakti, and the tradition may in some cases have

1 cf. §§ 9~17 of the Introduction,

? cf. Dr. Allen’s valuable work : Phonetics in Ancient India, London, 1953.

3 Pali equivalents, *sarabhatti and yama, do not seem to have existed, as
the medieval grammarians apparently did not understand these phenomena :
see Sd p. 621, § 69 for a statement that such alternatives as cetiya/cetya
existed (in the orthography), with *“ loss of vowel ”’, but without any explana-
tion. The sarabhatti form is regarded as normal, and the (rarer) alternative is
classified as a case of saralopa.

26
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substituted one form for the other (contraction of
vowels may also be noted here, as a parallel pheno-
menon) ;

(iv) in a few words syncopated forms (with loss of a short
vowel) existed, and again one form may have been
substituted for another ;

(v) the process of samprasarana,! or its absence, resulted in
alternative possibilities in one or two words, with
possible effect on the quantity of the preceding syllable ;

(vi) certain conjuncts sometimes do not make position.

Of these phenomena the most important are the second
(svarabhakti) and the sixth (conjuncts not making position),
which are of very frequent occurrence and are responsible for
the majority of apparently non-scanning padas in the Canon.

§ 33. It may be noted that almost all the phenomena of this
fype concern the semi-vowels (including the nasals), which
historically and grammatically had given rise to alternations
ol vowel and consonant forms. No doubt our difficulties result
from the uncertainty in representing these sounds in the early
days of evolution of a script. The ambiguity of the semi-vowels,
with their imperfect occlusion, confused the opposition of
vowel and consonant and the demarcation of syllables (see
Allen’s discussion on the Pratisakhya theories of svarabhakti
and yama, 1953, pp- 73-8), and absolute clarity was not
attained until the general practice of writing ? had, by the
artificial elimination of all fluidity, classified each phoneme of
the language as unambiguously vowel or consonant, and
assigned one letter to represent each phoneme. Ifurthermore,
every syllable needed to be classified as either long or short.
lividently, the Pali tradition in the Canonical period, oral and
written, had not attained such fixation. Our task is to infer as
nearly as possible the correct, or the usual, pronunciation of

! This process also does not appear to have been studied by the medieval
I’ali grammarians.

# Or, in the Vedic tradition, an exact system of pronunciation worked out
lor ritual purposes which supplied an alphabetic fixation equivalent to a
written system (again with a certain amount of distortion).
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each word, and further to ascertain the extent of the fluidity
which still existed.?

(i) eand o

§ 34. According to Aggavamsa (Sd p. 608, lines 19-21 ; cf. the
1gth-century Burmese Nissaya on this passage quoted by
Helmer Smith in the footnotes) e and o are normally short
before a conjunct, e.g. éitha, séyyo, ottho, sotthi. He also says
(p- 614, lines 7—g) that ¢ and o are not normally produced
before a conjunct in sandhi (since they are long vowels), ¢ and
being retained : yass'indriyani, lok'uttaramm. On the other
hand, he gives two examples in which he says they are long
before a conjunct, both in sandhi: cé tvamn, putto ty aham.
Of course the syllables are long in any case (unless, cf. (vi), the
conjuncts here do not make position), but these remarks and
the existence of short ¢ and o in Pali according to the tradition
lead us to ask whether they may sometimes be short also in an
open syllable, which would have serious repercussions on our
metrical studies.

§ 35. On investigation we find indeed the word gehe in the
Petavatthu (111 4.3) in such a position (vatta cadence : natthi
etarn mdma géhé) that the first e is required to be short by the
metre. The verses in which this example occurs are, however,
somewhat confused and irregular, so that this exceptional case
may be the result of corruption (mama m.c. is allowed in Pali,
but its conjunction here with géke raises suspicions). A possible
explanation, however, would be that since e stands here for a
historically original 7 (grha) it may be short, or that we should
take the form gaha, which also exists in Pali (in compounds).
In a survey of all the vatta cadences in the Suttanipata for this
study, ¢ was found in open syllables long except for one case
only : médassa in verse 196 (restoring with Fausbgll : sedassa
{cay wedassa ca). Here the Sanskrit equivalent also has e

1 When in Ceylon and Burma Pali acquired an absolutely fixed system of
phonology and writing, used by the medieval poets, this system was an
artificial one sometimes differing from the Canonical usage, and reflecting the
shortcomings of the old orthography. Thus dcariya in the Canon counts as
three syllables, whilst in medieval verse it counts as four.
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(medah m. or medas n.), although the root is mid and a form
*midassa might have existed. The verse, however, is again not
above suspicion, and moreover it belongs to a meditation on
the foulness of the body very different in spirit from most of
Sn, in which the attempt to include all the thirty-two con-
stituents of the body (cf. Kh III) enumerated by contemporary
medicine probably interested the versifier more than poetic
style and metrical correctness.

We may conclude that e isregularly long in an open syllable.!
o is too rare, except as a final, to permit such a test : as final
it is in any case sometimes shortened m.c., as we shall see in
Chapter IV. As finals, both e and 0 may be shortened m.c., in
which case they are generally altered to a, 7, or .

(ii) Svarabhakti, yama, etc.

§ 36. Whereas original conjunct stops? were assimilated to
each other in Pali, a semivowel, nasal or fricative was fre-
quently retained in a conjunct with a stop or with another
semivowel. This peculiarity, in opposition to the * true”
consonants, resulted from the indeterminate nature of the
presumed original “‘ semi-vowels "’ (somantes, meaning semi-
vowels and nasals) in Indo-European, which were articulated
as consonants or as vowels according to their context.® This
distinction in pronunciation, essential for clarity in quantitative
metrics, was not fully attained in the Indian languages in the
period we are studying, and fluctuations took place, such as:

Vedic twam > Classical Sanskrit fvam. The indeterminate
nature of these phonemes persisted in Pali (it could only be
eliminated by artificial rules, as in Classical Sanskrit), to the
effect that the same phoneme might be pronounced as a vowel

1 Jacobi (1893b, p. 579) mentions eva ‘“ with short ¢ ”” in Ardhamagadhi, in
explaining the presumed shift of the accent to the preceding word. Cf. Section
(vi) below on -eyy.

2 It may be noted that Aggavamsa, in opposition to the Saddasattha
(= Sanskrit Grammar), states that in Pali the term aphuftha, ‘ non-occluded,”
is applied to the non-aspirate stops. The Sanskrit term sprsta, *‘ occluded,”
applied to all the stops, has no equivalent in the Pali tradition.

3 That svarvabhakti was a tendency present already in the Indo-European
stage of the languages, is suggested by Meillet (1903/1949, p. 117), who quotes
Vedic : d{u)vdu, j{i)yd, and Greek : bi(y)ds.
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or as a consonant in the same word on different occasions of
utterance, and clearly there was a strong tendency for the
phoneme to decompose into the vowel articulation followed or
preceded by the consonant articulation. This decomposition
was often reflected in the orthography, thus fvam was sometimes
written fuvamm (vowel + consonant) and *arhati was written
arahati, which doubtless represents a pronunciation *arrhati
(consonant -+ vowel).

§ 37. This problem of the semivowels and nasals in conjuncts
was investigated in the Pratisakhyas,' which are perhaps con-
temporary with the Pali Canon (500 B.c.—-150 B.C. according to
Varma, Critical Studies in the Phonetic Observations of
Indian Grammarians, Introduction). In the transition from
semivowel to stop or fricative they found that contemporary
speakers inserted a ‘‘ fragment of vowel ”’, svarabhakti, equal
in length to one-half, one-quarter or one-eighth of a short vowel
in different cases, and in the transition from stop to nasal they
found a similar fragment of nasality which they termed yama,
regarding it as a nasalized ““ duplication ”’ of the stop. Both
these ““ prosodies " are reflected in the orthography of the Pali
Canon, and even the variation in length of the svarabhakts
seems to be reflected in the greater frequency of writing
r + fricative (-vah-) with svarabhakti as compared with the
other cases, such as 7 + semivowel (-#7y-) and 7 + nasal
(usually assimilated).?

§ 38. According to Dr. Allen, it appears that svarabhakii was
limited in the Pratisakhya theory to cases of 7 - consonant
and yama to stop + nasal, to which we may add the case of
fricative + nasal. In Pali we find similar svarabhakti vowels
in the junctions of stop + semivowel (e.g. kilesa), v + semi-
vowel (e.g. wviyakar-), fricative + semivowel (e.g. siya), and
nasal + semivowel (e.g. anvett = v~--, Sn 1103), wWhich we
may group together as ‘‘ consonant + semivowel ”’ generally.

1 Allen, 1953, pp. 73-8. "
2 As examples of yama we have: paduma (= *pad®ma), sukhuma
*sul¥hma, or *sukhPma >—Allen, 1953, 3.123), gini- (= *gini), supina
*suupPna). On Allen 3.123 cf. also Pali: sineka (= *stnekha).

—_—
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We may say that in Pali any conjunct containing either a
scmivowel or a nasal (i.e. an original “‘ semi-vowel ”’, sonante)
is liable to this prosody, since any *semi-vowel is liable to
decomposition. In the cases of nasal + consonant, however,
the phenomenon appears in the form of the niggahita (anusvara),
leading to metrical difficulties through the possibility of metrical
shortening to anundsika of the preceding vowel, which we have
to consider in Chapter III.

§ 39. We now have to determine the extent to which, in
Canonical Pali, this peculiar prosody of semivowels and nasals
lad given rise to additional syllables in some words, changing
their metrical value. We find that there is no general rule, no
invariable relationship between orthographic svarabhakti and
metrical, or syllabic, svarabhakti: it is therefore necessary to
study individual words so far as we can find them in positions
where their metrical value is certain. We also find that in some
cases the metrical value of a word varied, thus ariya is usually

ariya (ariya), but sometimes ariya and occasionally even ariya.
This may be due in part to dialectal variations within the
Canon, but sometimes such variants appear within a single
poem of apparently homogeneous composition. It must there-
fore be stated that certainty of scansion in all cases is not
possible in Canonical Pali; that the language was not com-
pletely fixed but, being not far removed from a living dialect,
had a certain amount of fluidity.! Our statistical counts of
pada structures will therefore be approximate only in most
cases, although it seems possible to reduce the uncertainty, on
the average, to not more than about 1%,. In this connection
we note here, anticipating section (iii), that a number of words
had alternative forms with svarabhakis or with assimilation,
having different metrical values.

§ 40. After the partial interruption of the tradition in about
100 B.C., which we have discussed in the Introduction, it
appears that the written language became the final authority
on all questions. The current orthography was one which had

1 See the Introduction and Chapter IV on the fluidity of the language.
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been preserved with very little change from the 3rd century B.C
or earlier, as we see from comparison with the inscriptions, but
when the written Canon after the disasters of the 1st century
B.C. became the sole authority (the oral tradition in so far as it
was still maintained being no longer trusted, or rather being
made dependent on the written texts), the written text came
to be interpreted not according to the old usage but simply as it
appeared to the unwary reader, every vowel indicated by the
orthography being counted as the kernel of a separate syllable
In this way all the svarabhakti vowels shown by the written
forms of the words acquired full syllabic value in the tradition
and in all the medieval poetry they must be scanned as separate
syllables (some forms written with conjuncts were also current
such as cetya, tulya, Sakya).

§ 41. According to the present investigation of the words in
positions where their metrical value is certain, in the following
cases the svarabhaktr group counted metrically as a conjunct
(for comparison with AM see Pischel, 1900, § 131 and Jacobi
1877, 504 ff.; for comparison with BHS see Edgerton, 1953
Grammar pp. 29-30) :
brahmacartya (Sn 267, 274, Dh 267, U 1.4, 8.6, J IV 33
AM has bambhacera beside the form in -cariya, evidently
metrically equivalent).
dacartya (Bv II 19; dcera occurs in Pali, e.g. J IV 248 anc
J VI 563. acdriyé ? S 1 178—corrupt verse)
dhammacartya (Sn 263)

-

ekacarya (Sn 821—a very interesting pada! Scan: ekaca-
riyam dalham kayird)
-carya in any other compound (Sn 700, J IV 362, 422, 483)
kayira- (Sn 728, 821, 844, 1051, Th II 61, S I 100, U 4.3, 7.9,
Dh 117-8, 292, etc., J IV 218)
payrupdasatt (Dh 64-5, Th I 1236, 1238)
(the ““ metathesis ”’ form ~y¥r- is more definitely a conjunct
in pronunciation than the normal form -ry-/-r7y-)

1 The reading at A IT 68 = III 46 is uncertain but apparently should be
plural : one would expect brakmacarino.
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1riya- (Sn 1063, 1097)

acchariya (J IV 197 ; cf. acchera)

wmacchariya (Sn 863 ; cf. macchera)

furtya (Th II 139 ; AM has tudzya)

atitarya (Sn 219)

anuparyaga (Sn 447, S I 124)

avakiriyati (Pv p. 172 of Cy. Edn. ; see also CPD suggesting
this metrical value in several examples)

antakiriyaya (Sn 454, 725 ; AM : kir'ya—Pischel, 1900, § 131)

pariydya (Sn 581, 588, J IV 218, 426—where the correct
reading was suggested by IFausbgll; cf. peyyala. The
normal rhythm is evidently pariydya as in Epic Sanskrit)

partyanta (Sn 577)

partyesanam (U 7.9)

gar*ha- (Sn 313, 913, etc., the substantive, however, has the
conjunct divided : garahaya, in Sn 141, where we also
find the gerund with metathesis: garayha. Note that
archa usually has the conjunct, but with some exceptions :
we should therefore not be surprised to find *garaha- as
the verb stem if enough examples could be found; AM
has garhio, Pischel, 1900, § 131.)

r%hada (Sn 467)

car®nava (Sn 533, 536)

(a)tuliya (Sn 85 ; usually written tulya)

cetiya (Dh 188)

§ 42. In the following cases the svarabhakti counts as a separate
syllable :

viyaijana (S I p. 38; often spelt vyasijana, e.g. Sn 1017 ;
some other words beginning with vy similar—J IV 227,
371, etc.)

viyakar- (Sn 513 in opacchandasaka cadence, 1052, 1075,
BvIX 13, J IV 116)

viya (otherwise (¢)va) (Dh 334, Bv XVIII 27)

stya (Sn 716, 944, Dh 160, 206, 218, 231-3, 302, 305, 376,
U 6.2, J IV 156, 435, Th I 585, 982, etc.)

styum (U 7.9)

kilesa (Sn 348)
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supina (otherwise soppa) (J IV 84)

gint (Sn
veluriya
©

havyam

18-19 ; AM has agens, Pischel, 1900, § 131)
(Vv VII 7, J IV 352 = 404, Pv II 7.5)

(Sn 463 ff. refrain = 490 ff. ; not in the cadence,

but the rhythm seems certain)

vyakkhissam (Sn 600)

vjd_khyd-tc% (Sn 1000)
atumanam (When so written) (Sn 782)
papunat (Sn 324) (otherwise pappoti, A 111 40)

§ 43. In the following cases the metrical value is variable or

uncertain :

ariya

anariya

vreya {

kariya-

caruhi

far"ya (Sn 230, 330, 353, J IV 292 ; many more cases
could be added, in the light of Chapters VII and
VIII, when the word is initial in the pdda)

c;r;yc; (Sn 535, Dh 236, Th I 959) (c;r;'yc; appears
only in Medieval Pali)

(anar'ya (Sn 664 in vegavati cadence)

anartya (Sn 815, J IV 178 ; perhaps under the
influence of the ‘““law’ of de Saussure, this
rhythm seems to be commoner than the alterna-
tive, whereas in the positive ar‘ya is commoner)

'virfya (Sn 68, 184, 353, 422, 528, J IV 357, Th II
161, Th I 818)

viriya (Dh 7, 8, 112, 144, Th I 962 ; AM writes

vIrLYa)

akariyamn (Dh 176)
(Sn 988, 990 ?, 999)
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(usually artha- (Sn 765, etc., Dh 9, 10, 230, S I 129,
J IV 192 twice, Th I 500, 969 ff.)

v v v

arahatam (Na-vipula : Sn 186)

v v v

araha-  {arahato (Sn s590—late ?)
amhantam (Sn 644—very late ?)

araha- (also ST p. 51)
| (AM has ar‘ha-, Pischel, 1900, § 131)
(normally bhariya (J IV 319, 422, 428, 461, probably

bhartya 4 Sn 290)
sometimes bhariya (Th II 225)

stneha (Sn 66, 209, S I 134)

sineha sineha J I 190 line 6, Sn 36 not making position)

(Sn 518 and 521, in opacchandasaka, apparently
a)hataka
nhatako not making position)

naharu (may be n*haru not making position at Sn 194)

pad*ma (Sn 71)
paduma { paduma (Vv V11 7), padumi (Sn 53)

surya, suriya (Th II 87, Sn 687, S I 51 line 5, J IV 139,
6 sun 2 338_9)

(cf. surtya = -~~ meaning ‘““ sun ”’ (S I 51 line 3, line 6,
sitriya, J IV 61 line 8)

“valour”’) | suriya = ~~~ (Bv XVIII 27)

usually pronounced as written (Sn 48, 896, A III
dve, duve { 346 = Th I 693)

sve, suve  probably also as written (e.g. Dh 229)
hiri (Sn 77, 253, 719)
{siﬂmato (Vv VII v. 22)

[P

stri- (Sn 686)

S177-

tuvam several exceptions : fvam (Sn 508, 833, J IV 48

foam {usually as written (Th II 237-8, etc.), but there are
line 6)
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anveti (Sn 1103)
issariya  apparently --~- at Sn 112 and U 18
pasariyam ~-~-at J IV 371

kadariya (Dh 177, Pv I1 7.7)
kadarya 4 darzya ¥ (Sn 133, 362) (or hadariya ?)
had*ya? (Sn 938 d = Th II 52 b, J IV 419, 420)
hadaya (may be for hrdi > *hadq)
hadaya (J IV 127 line 18, 296 line 12)
path*vi ?  (Sn 307)
pathavt (Sn 1097, Dh 41)
car®o ? (Sn 823)

§ 44. Other words liable to svarabhakti seem usually to be
pronounced as written (except words beginning with vy).

It is possible that both dialectal variants and historical
variants exist within the Canon in some of these cases (e.g.
araha-?). The lists could be considerably extended and
further clarified by a complete survey of the Canon, and
knowledge of the metres will reciprocally increase our knowledge
of the pronunciation of words of this type, but the above collec-
tion is sufficient for our present purpose of studying the metres.

§ 45. Whilst it cannot be asserted that in every single case in
Canonical verse these pronunciations must be restored, they
nevertheless make metrically comprehensible many hundreds
of padas which otherwise would be inexplicable. Adopting
Arnold’s principle of admitting simple devices of interpretation
which convert mere prose into verse on a large scale (1903, p. §,
§§ 8 and 9), we may believe, despite the many corruptions in
our texts, that it is possible to discover the original system of
metrics by thus reducing the area of uncertainty to very much
smaller proportions than before, and that eventually it will be
possible to make satisfactory editions of the verse parts of
the Canon.

(iii) Assimilation and Contraction
§ 46. Sometimes we may restore a reading which agrees with



Orthography and Phonology 37

the metre by substituting a form with assimilation for one with
svarabhakti, one with contraction for an extended form such as
-aya-, or vice versa. In some such cases the change is illusory,
however, as in arya/ayya, dcarya/dcera, except in medieval
Pali (cf. the preceding section, §§ 39 ff.). In some cases the
unassimilated conjunct exists alongside the svarabhakt: form.
[ixamples of svarabhakti /assimilation :

rajin- ranii-

supina soppa

gt aggr

matvya macca

Katiyana Kaccana (and Kaccayana)
kaviya (and kaveyya)  kabba (and kabya, kavya)
trkhina ttkkha

kastra kiccha

suva- sa- (ssa-)

Examples of svarabhakti /conjunct :

Sakiya Sakya
(most others are metrically equivalent : fuliya, etc.)
tasina tanha (partial assimilation)

also papunati/pappoti (m.c. at A III 40)

The following forms are liable to contraction as shown.
Several have appeared already as svarabhakt:, which is a
closely related phenomenon :

aya/e (especially causatives)
aya/a

ayi/e (including dcariya > *dcay‘ra > acera where no

metrical change occurs)

1ya/t

1ya/e

aya/a

ayife

ayi/t

oya/o

ayi/o
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wrifo (purisa/posa: confusion quite common in the
Canon)
ava/o
avi/e
ava/o
ava/a
upa/i
apo/o

(iv) Syncopation (and Haplology)
§ 47. A few unimportant alternatives appear in this category :

sarasara/sassara

bharabhara /babbhara

ceticrtayati /ciccitayati (cf. the confusion in Th II 24,
where the possible original cicciti ciccitt 2 preserved
in some Sinhalese manuscripts (not noted by Pischel)

has become corrupted into vicchindan<ti, the reading
printed by Pischel. This is an example of the most
difficult problems confronting the editor of a Pali text :
the metre may be giti (first case) or wggiti: the
preceding strophe, although even more corrupt,
suggests the former.)

khalu/kho

udaka/oka (cf. Th II 236-245) (*—from Geiger. But
there is of course wda.)

-mahe/-mhe

—haplology :

gacchissast/gacchist (?) (Th II)

sossast/sosst (J)

pavisissami | pavissami

(v) Samprasarana, etc.

§ 48. In connection with svarabhakti on the one hand and with
conjuncts not making position on the other, the phenomenon
of samprasirana has to be borne in mind when dealing with
certain cases. We commonly find vz#s- for vyati-, for instance,
which we presume have different metrical values. Now, in the
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cases we noted above, under svarabhakti, of words beginning
with vy, we found the possible rhythms : v;vw-zkkhi—ssa;,n (ct.

wiyakar-) and -vyahavim. In the second case, and in others
like it, we appear to find a conjunct not making position (cf.
the next section), but it is also possible that originally there
was samprasarana here too : *viharim.

The alternation dvi/du, with possible effect on the quantity
of the preceding syllable, may be noted here.

(vi) Conjuncts not making position

§ 49. Certain conjuncts in Pali appear sometimes not to make
position. These are : br, vy, nh, sn, tv, dv, and possibly yy and
others with -y. /A is not a conjunct.

Or is the most important of these, and together with vy, tv
and dv it was studied by some of the 1gth-century writers on
Pali, in particular by Simon, 1890, pp. 94-5. Conjuncts with -7
ometimes fail to make position in the Epics! and even in
(‘lassical Sanskrit. These cases, however, belong to a discussion
on metrical licence rather than here, although in Buddhist
I'lybrid Sanskrit and probably to some extent in the Epics we
are concerned with an archaizing or Sanskritizing orthography
which misrepresents the original pronunciation. In Pali (where
ir is the only representative of this class 2) as in BHS the
phenomenon is a regular feature of the language, belonging to
fhe discussion on phonology and orthography, and does not
appear sporadically as licence (based apparently on a vague
recollection of old pronunciations).

Simon found that b7 made position in braha, brahma, braviti,
and drithelr, and derivations and combinations of the latter,

' Note also in the Kathopanisad, 1 25d : ma 'nupraksih as tvistubh cadence,
and in the Svetasvatavopanisad, 11 15a: yad atmalattvena tu brahmalattvam,
where the 7th syllable could be long but very likely is short, making a regular
nfragdti.

t'he others arc represented by assimilated conjuncts which are further
damplified in most cases when initial (e.g. pr > pp > p). As a rule they make

posttion medially and in the seams of compounds, but initially, and spora-
«hically in seams, the single consonant appears. This conforms to the rule in
M that ounly a single consonant can appear initially, but in close union with

the preceding word, and especially in compound with it, the doubled con-
nonanl may reappear,
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except anubrithaye. He also found that brdahmana did not
lengthen the syllable which preceded it. In this latter case he
suggested reading bamhana, bambhana or bamhmana as in the
Asokan inscriptions at Khalsi, Dhauli and Girnar.

This suggestion is probably correct, in view of the abnorma-
lity of a conjunct appearing initially in Pali, and one may add
that the “ restoration ” of &7 here may well have resulted from
the tendency to archaize in the early stages of the tradition
(discussed already in the Introduction). According to Bloch
(1950) the forms bamhana, bhambhana, babhana, bambhana,
bamhana, bamhmana occur in the Eastern, Central, Western
and Southern inscriptions, bramana * is restricted to the extreme
North-West, but bramhaina and bramhana occur once each at
Girnar (pp. 98-9), which thus again shows a specially close
connection with Pali.  Girnar, however, fairly frequently
preserves 7 in p7, tr (sometimes found in Pali: fatra, etc.),
and s7.

In connection with the other words quoted by Simon, it has
been found in the collections made for this study that br
regularly does not make position in anubrihaye and brichi.?
Elsewhere, as in subraha ® and in abravi, abravum * from the
same root br# as before, br regularly makes position.

§ 50. vy, nh, sn. These conjuncts liable to svarabhakti some-
times fail to make position, as if in svarabhakts, even when
there is no svarabhaktt. The case of c¢d nhatako Sn 518 is
doubtful, since there is a reading ca nahdatako which we could
adopt by omitting ca. In bhavanti sneha Sn 36, however, there
seems to be no alternative (nk being originally s» might be
expected to have the same metrical value). Note that sineha
occurs in the very same poem, Khaggavisanasutta, Sn 66. We
have discussed vy in the sections on svarabhakti and sam prasa-
rana. Here we may add the examples of conjunct not making
position : s#vyavato J 111 315, khindvyappatho Sn 1589 (there

1 Once : bamana ; once: bramana—misprint ?
2 eg. J IV 450.

3eg. JIVirr.

4 Both in Sn (430, etc.), J and Bv.



Orthography and Phonology 41

are, however, many variants here : this one was adopted by
Andersen and Smith, but without any certainty, and the
interpretation of the whole compound is very doubtful—see
PED s.v.).

§ 51. tv and dv very rarely do not make position. Simon gives
JII 178 4, J III 81 a and J IV 62 b and no further examples
have been found. In the words {*vam and d*ve these conjuncts
are liable to svarabhakti, and they may therefore be compared
with the preceding group.

§ 52. Aggavamsa gives a rule (Sd pp. 614-5, § 41) that long a
may be formed in sandhi before the conjuncts yy, 7, ggh and ss
in certain words. In all the cases he gives the conjunct stands
for an original consonant -+ y, which suggests that position
was not strongly felt before such conjuncts, even after assimila-
tion. Compare with this his rule referred to in the section on
e and o, where these vowels may be ‘““long” before v (see
above) and #y. In other connections we find the position of yy
felt to be weak, and perhaps 7y > #yy > eyy (Geiger, 1916, § 10)
illustrates this.? Occasionally it may seem desirable to scan éyy
instead of the normal éyy, but usually some alternative form
may be substituted. Thusin M I, p. 386 line 21, we might scan
_| v v e |~

-assa veyyakaranassa, but here vyadk- might be substituted,

scanning -avyd,® whilst the metre (g7#) seems normally to insist

o p— )

on | v-+| here, i.e. -a veyyak with metrical shortening. In
Sn 152 we find the variants vinaya/vineyya together with
-seyyarp in a verse which is very difficult to scan satisfactorily.
On the whole, after spending considerable time on these
ganacchandas verses, and still more time on those of the
Tuwvatakasutta (Sn 915-34), the present writer thinks we have
mn fact to accept -éyy in most cases, but it appears that the

! His references are to nipatas and verses, not volumes and pages.

2 Examples such as padipeyya > padipiya (PED, s.v.) can be found in
later texts (Vv and medieval literature : the Vv example here is in a vatta
cadence and may be presumed to be metri causa).

3 cf. AM vagarana.
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doubtful pronunciation of this syllable may have been partly
responsible for the corruption and uncertainty in the tradition
preserving these texts. Both here and in the case of e generally
(cf. section (i) above) it seems that in the original texts e was
invariably long, although when final it might alternate with ¢
for metrical convenience (even this is quite rare in Pali: sce
Chapter IV; such forms as ramamasé (middle) are almost
certainly mere archaisms for original -7).» In the context of
Prakrit dialects developing a regular ¢ beside ¢, however, the
Pali tradition wavered at times, and its guardians who spoke
such dialects were liable to introduce ¢ into the Canon.

The orthography /4 does not represent a conjunct, but
aspirated / in place of dh. Evidently lacking a letter /4 the
scribes wrote the digraph / + 4. As in the word ddlha (Sn 228,
357, 701, Th I 764, etc.), it does not make position, which is
perhaps shown also by the possibility of writing a long vowel
in front of it, as in rilha, milha, etc.

It may be noted here that in Pali ¢/ need not make position
(in Sanskrit it invariably makes position and is consequently
written cch); examples: Sn 42, 387, etc. cch is, however,
much commoner.

! However, the Girnar inscriptions of Asoka show a fair number of middle
forms whereas the inscriptions elsewhere have very few (Katre: Historical
Linguistics in Indo-Avyan, Bombay, 1944, pp. 89—90). Such forms may
therefore be a dialectal feature of Girnar (and Avanti generally ?) and Pali
(or some phase of Pali), the affinity between which has been noted in our

Introduction above (§ 9).



CHAPTER 11
SANDHI

§ 53. A detailed study of sandhs in Pali would not yield any
very definite criteria for textual criticism, since clearly the
usage was very fluid—in almost every case alternatives existed
cither of which might be used at will by the poets. Some
account of Pali sandhi going beyond the incomplete or vague
statements of the modern grammars is of interest here, however,
in order to give a rough idea of the usage within which we may
consider emending particular cases of orthography which seems
unmetrical. This can conveniently be taken from the twentieth
chapter of Aggavamsa’s Saddaniti, which is based on a very
thorough study of the Canonical texts. Any correction or
limitation of these statements of the usage in the Canon, such
as that a certain combination was preferred by the poets in the
great majority of cases, can come only if and when we succeed,
through a knowledge of the metres, in restoring the original
fexts as a sound basis for a statistical analysis of sandhi. Only
occasionally can we add a point of detail from forms in the
cadence of a vatta pdada or elsewhere where we are certain of
the rhythm and of the text.2 We should also consider the
“new sandhi rule” deduced by Jacobi on statistical grounds
(1912-3, 211 ff.).

Sandhi in Pali was evidently very simple and natural, as in
a living language. (cf. Mayrhofer, 1951, I, p. 72.) The existence
of alternatives freely substituted for one another resulted in the
fradition being careless of sandhi, and very frequently it seems
necessary to alter our texts in order to restore the rhythm.

§ 54. Aggavamsa considers the whole field of phonology under
the heading of sandhi (we have already had occasion to refer

1 With the account based on Aggavamsa given in this Chapter, together
with some historical discussion, we can now compare the account of the
prevailing usages in Canonical prose, based on the Digha, in our Introduction
(o Pali (London, PTS, 1963, pp. 213-8, also 73, 166, 255, 269, 336, 353, 370~2).

2 Thus a consideration of Sn 352a and 79o0d suggests that fava-y-idain and
na-y-idha should be pronounced tavedam and nedha.

43
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to some of his statements on phonology), and his discussion
leads up to the question of metrical licence, which we shall
take up in Chapter IV. He begins by stressing the fundamental
importance of sandhi, which he likens to the salt in a curry,
and then scts out the alphabet and describes the manner of
production of the various sounds (sadda > vanna > akkhara
== sound > phoneme > letter). Short and long syllables are
defined, and one consonant reckoned at half a short syllable in
length.! Consonants (vya#ijana) are ‘“ dependent on ”’ (nissaya)
vowels (sara = svara) (cf. Allen, p. 8o—same doctrine), but in
turn “ protect ’ or ““ cover "’ (paticchadets) them.

§ 55. Sandhi in the narrower sense is then analysed into the
following tcn elements or ““ instruments ” (upakarana) :

pubba (the phoneme which precedes)
{ para (the phoneme which follows)
lopa (elision)
dagama (transition phoneme, which replaces one
elided, or is inserted in addition)
safifioga (conjunct)
viyoga (the separation from its following vowel of
cf. the “ two| the “dependent” consonant before making
fundamental{ sandh)
rules ” below | paranayana (the guiding of a consonant by the
phoneme which follows it)

vi pariyaya (metathesis, = viparita of NS quoted
by Allen, p. 77, fn. 9. Not the same as
viparyaya of the Atharva Pratisakhya, Allen,
p. 74, f.n. 2, meaning * more back )

vtkara (modification by union with another
phoneme)

viparita (change into another vowel or consonant
without such union)

1 As in the Vedic tradition—see Allen, 1953, p. 84. This ‘‘ natural ”’ length
must be carefully distinguished from metrical length : the terms for the
former are rassa (hrasva) and digha (dirgha) (Sd p. 605), those for the latter
are lahu (laghu) and garu (guru) (Sd p. 632).
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To these might be added the following, which perhaps are
intended to be deduced from them :

adesa (substitution—cf. lopa : these two terms are frequently
mentioned together as typical sandhi processes.—
adesa = lopa + dgama)

numitta (the cause: the phoneme which determines the
application of one of the ten elements or instruments)

sabhagatta (assimilation, = sarifioga + vikdra)

dvitta (doubling—Dby vikdra, as in as > ass)

wsaifioga (simplifying)

thanantaragati (displacement : the transfer of nasalization
from one syllable to another 1)

§ 56. Some general definitions are given :

The four kinds of discourse :

gajja (prose),
pajja (verse),
geyya (mixed),
kaccha (commentary) ;
The three (or four) classes of sandhz :

vowel sandhz,
consonant sandhz,
mixed or general sandhi (including euphony, stress of
metre, etc.),
(niggahita sandhi—otherwise included in the preceding
class)
(Aggavamsa selects the threefold classification) ;

The purposes of sandhi, defined as sampatti (““ success”,
“ happiness ’) in sound, meaning, metre, and in alankdra
(figures of speech, or poetics generally), which (sampaiti) is
“ delightful ” (manorama) ; as the protection of metre, in
verse ; and as ““ euphony *’ (sukhuccarana,  ease of pronuncia-
tion ”) in other kinds of discourse ;

1 Only one case of this exceptional phenomenon is given : wmsu > isum,
which is regarded as sandhi because the form regarded as normal is changed
under stress of metre in the examples quoted. Sd p. 63s.
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The dichotomy into external (pada) and internal (vansa)
sandhi.

Before setting forth the individual rules according to the
threefold classification Aggavamsa lays down two fundamental
general rules :

1. In order to make sandhz, the (following) protected vowel
must be separated from its (preceding) dependent con-
sonant, so that the vowel may be determined by another
phoneme which follows it (viyoga).

2. When sandhi is made, a consonant is guided (determined)
by the phoneme which follows it (paranayana).

—in other words the syllable is split into its component
elements, consonant(s) + vowel, before sandhi can take place
(it takes place at the level of phonemes, not of syllables), and
sandhi is *“ progressive .

Vowel Sandhi

§ 57. This is defined as the ** substitution or elision of vowels .
Aggavamsa examines the sixty-four possible cases of the
collision of vowels: elision of the preceding (pubba) vowel is
the commonest result. Where the vowels are dissimilar the
following (para) vowel may instead, but only exceptionally, be
elided (the only regular cases of this are the loss of initial
vowel in #t1, idani, tva, etc., where it is perhaps more correct to
say that ¢, etc., were in Pali independent words freely used,
whilst the full forms were in fact rare survivals of older forms
gradually dying out; the rule of lengthening a final vowel
preceding ¢z, however, could be cited, in support of Aggavamsa,
to show that the older form was still alive behind the new and
that the new could be regarded as merely a sandh: form of
the old).2

t In this chapter we need not concern ourselves in detail with internal
sandhi. Aggavamsa, deriving the forms synchronically from Pali roots, lists
the apparently irregular cases found in *‘ internal sandhi ’, together with
dialectal curiosities, after the more regular combinations of external sandhi.
We may ignore those rules here, since in a historical study they belong to the
discussion of phonology and in particular to the evolution of Pali out of
‘0ld Indian ”.

2 Very exceptionally a similar following vowel may be elided after the
prefix pa- (very doubtful : the only cases given are from the Commentary on
the Jataka, not from the Canon).
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§ 58. When the preceding vowel is elided, the following vowel
“may " (not *“ must ”’) be lengthened, except before a conjunct.
Sometimes when a preceding & is elided a following 7 or u
hecomes e or o, but 7va never becomes eva, 17 never becomes
eti, and o is never elided before zfz. In certain exceptional
cases long @ may be produced before a conjunct :

N

-na
-ma -
da ayya > -ayya
v wifia > -anna
omi b T aggha > -{iggha
assu > -assu
-tra _
B, assa > -assa
-nha
-tvd

7

—this might be given as evidence that these conjuncts with,
or (historically) originally with, y as second consonant were
not strongly felt to make position (cf. the discussion in
Chapter I, section vi). We also find, however :

sa 4 anta > santa
attha > sattha

§ 50. Sometimes :

e>y

0>

u>v

t1 > cc (not before 7)

>y

a + eva > ariva

g appears as ‘‘ transition phoneme *’ after putha, pa
(> pdg), when a vowel follows

bht > bbh

dhi > jjh (not before 7)

The ““ sandhi consonants ”’, y, v, m, d, n, ¢, v, I, h, are used
s transition phonemes.

Before consonants, vowels normally retain their original
forms.
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Consonant Sandhi

§ 60. ““ The substitution or elision of consonants.” In Pali this
is limited to the behaviour of the consonant in the case of
vowel + consonant, together with a few complications when a
vowel becomes a consonant. Aggavamsa here gives a long list
of sporadic consonant changes, most of which, as we have said,
belong to the wider field of phonology or to internal sandhz.
Thus he considers the case: when three consonants come
together in a conjunct, one of them (one of the same vagga as
one of the other two in preference to one of a different vagga)
is usually elided ; exceptionally a cluster of three stands,
e.g. tthy.

The most important rule in this section is that after a vowel
a consonant may be doubled. In fact in the Canon this is
limited to cases where a historically original initial conjunct
has been simplified, but where in close union with the preceding
word or, more especially, in compound with it, the original
(metrical) value of the conjunct is restored. Although he gives
correct examples of this Aggavamsa apparently was not aware
of the reason for it, or rather we should point out that he could
not admit the possibility of the historical formation of Pali,
which for him was the “ original language ”’. In the same way
he notes, without explanation, that after the prefixes «, du, nt,
a consonant may be doubled. In this way the historically
original metrical value was again restored, which resulted from
these prefixes being originally “ closed syllables * : ud, dur, nir,
forming conjuncts with following consonants.?

A similar phenomenon is the restoration or preservation of
original rhythmic values by vowel lengthening before a con-
sonant, as in samma > samma (for historically original samyak).

§61. Both these processes are important from the point of
view of the study of metre, since by analogy doubling of an
initial consonant or lengthening of a final vowel were occa-
sionally produced by stress of metre where there was no
historical justification. = These cases, together with the
shortening of a final vowel, which Aggavamsa also notes here,

! cf. the case m + p > pp in civappavdasiin and hatthippablinnain.
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will be considered in Chapter IV. (Aggavamsa himself notes
that many of the cases discussed here and under ‘‘ mixed
sandht ’—to which he adds some of the historical forms—were
produced by stress of metre.) We must mention here, however,
that sa (and esa) occurs quite regularly in Canonical verse as
opposed to the regular prose form so, especially when followed
by a consonant (as Aggavamsa observes, but further on, § 187,
lie argues that these cases of o/a are not, strictly speaking,
sandht), historically original wisarga before surds being lost
without compensation, and the resulting form being gradually
cxtended in use to cases where a sonant or even a vowel follows.

§ 62. In this section Aggavamsa also gives the following :

dy > 77 in yajj evam ;

& (ty) > cc in jati- ;

adht > ajjha (only doubtful cases derived from ajjhavasati) ;

adhi +/bhit > addhabhito, addhabhavati, etc. ;

evam viya kho > evam vya kho (and several other cases of
loss of a svarabhakti vowel) ;

putha + consonant > puthu -+ consonant ;

o appearing as ‘‘ transition phoneme "’ ! before a consonant,
as in parosahassam, savado satam, pago-, pato- ;

neuters fam, etc. > ta(d)(a), etc., in verse.

Mixed Sandhi

§ 63. This includes everything which could not easily or con-
veniently be described under the other two headings, and
cspecially the substitution or elision of niggahita. Further, it
includes vuttasandhi, defined as the protection of the number
and quantity of syllables in verse and as euphony in prose, which
is attained by means of elision, transition phonemes, etc.

Vuttasandhi belongs to Chapter IV. The sandhi of niggahita
is as follows :

§ 64. Sometimes :
m > i, 7, etc., before £, ¢, etc. ;
m+1>1U;

1 We are again concerned with historical *‘ survivals’’ here (e.g. sarado
acc. plur. on the consonant stem).
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e e tam eva > tan nieva !
m -+ > 7 + as in 3
h h evam hi > evawi hi
m Ly > i
Usually :
yam ) yad
neuter tam -+ vowel > {tad ;
etam J etad
: yam ) yam *
masculine,
g tam + vowel > {tam ;
feminine
etam J etam
yam ) yad
all three 3
tam }in compound > {fad ;
genders
etam j etad

—in various other cases 7 > m (in the Canon, before vowels
but only optionally), or, in compound, 7 may be assimilate
to a following consonant. Otherwise it is occasionally elide
altogether (usually under stress of metre). On the other han
it may be inserted as a ‘‘sandhi consonant ” (‘‘ transitio:
phoneme ). Finally, a following vowel may be elided afte
mggahita (in which case a following conjunct may, excef
tionally, be simplified).? It is very important to note that thi
elision of a vowel after niggahita is the only case in Canonica
usage where sandhi is allowed between the prior and posterio
padas of a padayuga (with one possible exception in th
Buddhavamsa, one of the latest additions to the Canon) ;

m may always remain before a consonant.

1 This is no doubt due to the alternative form yeva for eva, the sandi
being » 4+ y > ##. In Burmese manuscripts # is frequently written for 7
so that Aggavamsa perhaps had the result taiieva in mind and regarded it @
having a single consonant.

2 Historical feminines yam, etc., are not restored. A few cases of -am > a;
in sandhi do exist, however, such as: wvaddhatam eva (Geiger, 1916, § I12¢
see also § 71, end), mam iva (Mayrhofer I p. 73). A further example
arvahatam iva (D II 265), dative plural, with the variants -an: and -am»
The metre, of course, is unaffected, and we should perhaps regard these cast
as Magadhisms, cf. AM -a@m eva, Pischel, 1900, § 68.

3 An example of this in prose is A I 197, 198 : evam sa (= evam assa).
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4 05, In this section Aggavamsa collects various other rules,
icluding the following :

Sandhi is not made where the result would not be
cuphonious, or where the meaning might be obscured (this
is the fundamental rule of fluidity in Pali usage—the usage
ol a natural, living language) ;

metathesis sometimes occurs in sandhi, as in payirudahasi
(pari- > payir-) and in bahuabidho > bavhabadho ;

after a pure vowel, 7 becomes # preceded by a slight
pause (this rule is not observed in medieval Pali) ;!

some ambiguous combinations are noted, thus sakam may
be (1) sa aham, (i) so aham, (iii) cha aham, ** six days”’, digu
(dvigu) ;

when hiatus is left between two vowels, the result may be
written as one “ word” (samhitapada, i.e. any connected
unit of speech such as tatrayam), as in : suagatam, or as two
““words ” (padas, including prefixes), as in tatra ayam.

§ 06. To Aggavamsa’s doctrine modern scholars have added a
few observations.  Geiger (1916, § 68) notes that sandhi is
applied especially to words which are closely connected
syntactically : a further demonstration of the naturalness of
(he language. The historical origin of such phenomena as the
sandhi consonants has been demonstrated (Geiger, 1916, § 72),
but still more stress might be laid on Geiger’s remark (1916,
§ 07) on the origin of many compound words in an older period.
It seems likely that the majority of compounds current in the
language were a legacy from ““ Old Indian ”, and they should
therefore be explained according to the phonological transition
from Old to Middle Indian, not according to ‘‘ internal sandhi ”’
in Pali itself. It is for this reason that Geiger finds that on the
onc hand ““internal sandhi on the whole follows the rules of
Sanskrit ' (1916, § 67), whilst on the other ““ external sandhi

! This interesting statement suggests that in the older manuscript tradition
a final vowel before ¢7 was not lengthened as in the extant manuscripts, and
the present usage crept in from the practice of the medieval poets. The
" slight pause ”” equivalent to making a long vowel may well be the original
pronunciation : a fine point slurred over by writing a long vowel to indicate
the quantity of the syllable.

C
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in Pali is fundamentally different from that of Sanskrit * (§ €
True internal sandh: in Pali, in the minority of compour
which were new formations in the language, follows the us:
for Pali external sandhi, selecting, very naturally, those alten
tives which give the closest union between the padas concerne

§ 67. Jacobi has demonstrated a special factor at work

Prakrit sandhi, including Pali, namely the influence of the n
penultimate accent.! A long penultimate syllable weakens t
final syllable involved in sandh: by reason of the stress whi
falls on it. In Ardhamiagadhi and Jaina Maharastri the sana
vowel is regularly short after a long penultimate, even whe
a long vowel would be the normal result of the sandhi, whi
the long sandhi vowel appears when the penultimate is sho
It must be noted that in these two languages a short followi:
vowel is not lengthened to compensate for the elision of t
preceding vowel, so that the rule applies only to the remaini
cases in which a long vowel may be formed. In Pali t}
compensatory lengthening is the rule, but it is balanced by t.
effect of the penultimate accent, so that in the case of a lo:
penultimate followed by a sandhi vowel which normally wou
be long, the probabilities are about equal that it may be lo:
or short. In such a case the metre may decide the quantity.

1 See 1912-3, 211 ff. The problem of the accent will be investigated
Chapter III.



CHAPTER III

SCANSION

4 6. The rules of quantity in Pali are those obtaining generally
i Old and Middle Indian, the peculiarities of the orthography
liaving been allowed for as described in Chapter I :

A syllable having its vowel short and followed by not
more than one consonant is short (lahu) ;

A syllable having its vowel long, or followed by a con-
junct, is long (garu).

It must be added that the short vowels are a, ¢, #, and the
long vowels a, 7, 4, e, o, and, normally, am, im, um. We have
alieady investigated the problems connected with e and o
(¢ hapter I, (i), but some further notes are necessary here,
fopether with a clarification of the question of the nasal vowels,
il w may use this term for am, im, and um, which seem really
to he vowels followed by nasality.!

§ ). These problems are complicated in Middle Indian by the
ctect of the so-called ““ Law of Morae ™, according to which a
syllable should contain not more than two morae.?2 Undoubtedly
ther was a very strong feeling amongst Middle Indian speakers
tending towards this simplification of the language by making
the * natural ™ length of the syllables correspond exactly to the
metrical length.® Geiger’s statement (1916, § 5) that a syllable
i Pali can never contain more than two morae is exaggerated,
and his description of the exceptions as *‘ learned orthography ”’
(§ 7) cannot be justified. Whilst there was a strong tendency
to conform to this “law ”, it never became absolute in Pali,
. the usage recorded in the manuscript tradition seems quite
natural. We have seen in Chapter I, (vi), and elsewhere, that
I'ali was never completely subjected to absolute, artificial

' Sce Dr. Allen’s interesting discussion on this point, 1953, pp. 39—46.

“ i.c. “ natural ”” morae. There is no question here, of course, of a syllable
«ounting metrically as three morae.

* This tendency may be connected with the metrical transition to a system
ol exact quantitative oppositions.
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rules, and the uncertainty whether some conjuncts mac
position shows the futility of trying to decide whether
syllable was allowed to contain three morae and whether :
such a case it represents learned orthography. It would follo
from the “ law ”’ that ¢ and o must be short in a closed syllabl
Again this was undoubtedly a tendency in the language, b
hardly a general rule, and it had not as yet given rise to ¢
“ independent " short e or o appearing in open syllables.

§ 70. In § 5 of his Pali Grammar (1916) Geiger says that lor
nasal vowels do not occur. He means to say that long vowe
are not found followed by niggahita in the traditional orth
graphy. This orthography is part of the general usage of n
writing long a, 7, % before a conjunct, or, as one should say
be precise, in a closed syllable : niggahita makes a close
syllable whether or not a consonant follows it. It is understoc
from this usage, and found in scanning the texts, that niggahi
normally makes a syllable metrically long.

As stated in the Chapter on sandhz, niggahita usually becom
the consonant m when followed by a vowel. The syllable the
becomes metrically short except in those very few cases whe
an Old Indian -am is restored. Quite frequently, howeve
niggahita is retained before a vowel and the syllable remai
long. The poets appear to have been free to make a fin
am/am, im/im or um/um, followed by a vowel, long or sho
as convenient.

Whilst the normal practice, representing presumably tl
older usage derived from an earlier stage of the languag
treated miggahita as a nasality following the vowel, i.e. .
anusvara, we find in the Pali Canon the earliest examples
the short “ nasal vowel” of Apabhraméa and the mode:
languages, which became a true nasal vowel, anunasika, an
was probably pronounced as such already in Pali. There is 1
special orthography for this vowel in Pali, and the syllable
written either with wiggahita, as in the case of ordinal
anusvara, or without it, as if the nasality were lost completel
This loss of nasality metri causa (and the * short nasal vowel
in Pali seems to appear only under stress of metre) was perha;
the origin, and the original pronunciation, of the ‘“ short nas
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vowel 7, the nasality having first been lost and afterwards
retained in a different form by ““ colouring” the vowel itself
mntead of merely following it.! In Indian Prakrit manuscripts
the new sound came to be represented by the candrabindu,
which is now usually transliterated by a tilda over the vowel
m place of e after it.2

lecent

Y 71. Besides clarifying the rules of quantity with a view to
the scansion of Pali verse, it is necessary to enquire whether
any other feature of the phonology may have been at work in
Jdetermining the position a word might occupy in the pada.
Ihere is only one such feature: the accent. In the Vedic
l.inpzuage there appears to be no connection between the pitch
aceent, or “tone”’, and metrical rhythm. A great deal of
dincussion has taken place, however, on the question of
whether, and, if so, when, a stress accent replaced the Vedic
accent at some time during the development of the Indo-
\iyan languages after the Vedic period. Such a stress accent
mipht affect versification, and we must therefore examine the
reantlts of previous investigations of this question and endeavour
[ define the situation in the Pali period.

L 72. Westphal’s attempt to found a science of *“ comparative
metrics” of the Indo-European languages on the basis of
Aristoxenus,? alongside their comparative linguistics and com-
parative mythology, resulted in the efforts of several Sanskri-
tists to analyse Vedic, Pali and Sanskrit verse on the assump-
fion that it was governed by the recurrence of an ““ictus ”’, so
that the padas could be subdivided into feet composed of
thisis and drsis.

Joth the stress accent and the ictus have been rejected by
ome Sanskritists as not existing in the Indo-Aryan languages

' On the origin of the true nasal vowel in Inde-Aryan cf. Allen, 1953, p. 40.
We cannot adopt such a convention in editing Pali texts. It is only a
liypothesis that dspz in Pali was ever pronounced like 4 in Late Middle Indian.
Where the short quantity is certain the editor may mark it as a guide to the
reinder,
¥ Anfsatze zur vergleichenden Metrik der indogermanischen Vélker ”
(1Hoo). \We have already discussed this theory in §§ 23 ff. of the Introduction.
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and metres. If they do exist, however, they are likely to
interdependent ; that is, the ictus is likely to be carried by
stressed syllable. Let us summarize briefly the developme
of the stress and ictus controversies.

§ 73. In 1883 G. Biihler described the modern pronunciatit
of Sanskrit in India, with a stress accent dependent on t
penultimate syllable, in his Leitfaden fitr den Elementarkurs
des Sanskrit.  Jacobi (1893b) traced this stress accent back
Pali, Prakrit, and Epic and Classical Sanskrit on phonologic
evidence such as the shortening or weakening of vowels. 2
initial or *“ expiratory " stress was also assumed to play a pai
Enclitics were shown to behave as single word-units with t]
preceding word. Grierson (1895 and 1896) supported Jaco
by collecting evidence from the modern languages. In tl
Pali grammars of Geiger (1916 in German, 1937, revised,
English) and Mayrhofer (1951) the Jacobiaccent is accepted.
Jacobi was opposed by Pischel (1897 and 1899), who mai
tained that the Vedic tone still existed in Prakrit, or that :
least the accent, whatever its nature, occupied the san
positions as the old tone. This, he claimed, gave a mo
satisfactory explanation of certain phonological phenomena
Prakrit. (On the possible phonological influence of the tone
Vedic itself see Zubaty, 1888b, p. 136 on accent and metric
lengthening in the Rgveda. The statements that greater effo
or greater tension were involved in producing a higher tor
suggest a possible stress effect of the musical accent.)! By 190
however, in his Prakrit grammar (§46), Pischel had retreate
from his former position and conceded a penultimate accent -
Sauraseni, Magadhi and Dhakki whilst maintaining his Ved
accent in Maharastri, Ardhamagadhi and Jaina Maharastri.

U cf. Allen, 1953, p. 9o. Modern phoneticians, e.g. Chiba : A Study of Acce:
Tokyo, 1935, seem to regard the two kinds of accent as essentially related a:
as mutually exclusive as the predominant accentual feature of any languag
On the influence of tone on quantity see also Arnold (1905, p. 145). Note al
that the tone is often associated with a ‘‘ strong ’’ syllable, as when in ver
the strong stem is used when the tone falls on the stem, Whitney, Sansk
Grammar (2nd edn., Harvard University Press, 1889, 1941 reprint) § 55
Some modern stress accents in Indo-European languages occupy the place
the old tone, e.g. : Greek, Russian, Lithuanian (the latter two retaining a ri
in pitch). cf. now Kurylowicz, 1952.
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74. Jacobi published a further article (1912-3, “ Uber eine
neue Sandhiregel im Pali und im Prakrit der Jainas und {iber
(e Betonung in diesen Sprachen ) in which he announced the
new sandhs rule which we have referred to in Chapter II,
whereby a long penultimate syllable weakens, through the
wlress which it carries, a sandht vowel which follows it. That
fhis rule is not fully, but only 509%, offset in Pali by the special
tile that a short initial vowel may be lengthened after the
chsion of a final vowel he regards as confirmation of the theory.

I3ioch * rejected both theories, saying that nothing was known
of any stress accent in ancient times (§ 33) and even that there
was no stress in the modern languages (§ 34) : a position which
he still maintained in 1934 (pp- 47-9), stating that the accent
(hsappeared entirely after Panini and that the facts adduced
i favour of a stress could be explained in other ways. One
wonders, however, what he understands by the expression
" sommets rythmiques ” on p. 45.2 He had used this term
carlier (1920, p. 50) : in Marathi the final syllable is the
" sommet rythmique ” of the word, important in poetry on
account of rhyme. He held also that the elements preceding
(he ““ sommet ” lose their quantity. Perhaps the difference of
opinion or of feeling in regard to the accent between these
t,erman and French investigators is indeed due to the nature
ol their own languages. English investigators of Hindi
(Gircaves, Kellogg) noted that, contrasted with the English
aceent, there is in Hindi either no accent or an accent “ quite
subordinate in importance to quantity ” (Kellogg, 1893, § 35)-
Until accurate measurements are made, using instruments,
the discussion must remain subjective. In 1916 Professor
{urner, followed in 1926—8 by Banarsi Das Jain, attempted to
solve the problem by accepting Pischel’s accent for Maharastri
and demonstrating its continued existence in Mardthi, whilst
accepting Jacobi’s accent for the other Prakrit dialects and
their modern descendants.

' 1920, 50 ff. He ascribes the theories of the German scholars to a natural
prejudice (based on their own language) and considers that the Felber (1912)
phonograms contradict them.

* Banarsi Das Jain uses the term “ syllabic prominence *’ as an alternative
to stress accent in countering Bloch’s rejection of stress in Indo-Aryan
(1926-8, 315 ff.).
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§75. In 1943 (129 ff.) Poucha published an article ‘“ Vo
Vedischen zum Sanskrit-Akzent ”’, on the origins of the penulti
mate stress, adducing accent-shifts already in Vedic tending
towards the position of the Sanskrit penultimate accent (p. 148)
He maintained that the Indo-European tone changed into ¢
stress under the influence of the non-Aryan languages of India
and then conformed gradually to the penultimate rule governing
its position in the word. He gives (p. 136) as the unanimou:
opinion of Indologists the statement that the decisive chang
took place between Panini’s time (the 4th century B.C.) anc
the 7th century A.p. (Kasikavyttr), although the beginnings o
the transition are to be found, as he shows, in the earlies
Aryan records in India. Among the references he gives
however, Wackernagel (1896, p. 297) in fact remarks that the
stress accent probably was widespread in Sanskrit speect
already in Panini’s time, referring also to Leumann for the
Satapathabrahmana belonging to the period of transition
Jacobi’s theory would seem to push the transition back before
the 4th century B.c., since by that time Pali already possessec
its characteristic accent system.!

§76. From Lin Li-Kouang’s discussion (1949, p. 222) o
certain traditions about the recitation of the texts, it appear:
that Early Buddhist recitation was very different from that o:
the contemporary Vedic tradition. The Vedic accent system i
referred to, with the gestures accompanying the recitation, anc
rejected, the contemporary pronunciation and manner o
recitation of the various Indian dialects being approved. Ever
the schools which used Sanskrit rejected the chandas, the Vedic
manner of recitation, but this must refer to a somewhat lates
period. One source quoted by Lin, the Vinayaksudrakavastu
allows that if the local usage of a country requires the musica
accent (the Chinese text appears to be a translation of the
term ayatakagitasvara frequently used for Vedic recitation)
then it may be used. Perhaps this refers to the Buddhist

! We may note here the occurrence of non-etymological initial # in the
Asokan inscriptions : hevam, hemeva, called by Bloch (1934, p. 67) 1/
expressif ’, which is surely connected with the initial stress, and also evaw
> em resulting from a stress on the initial vowel.
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practice in Maharastra, or some other country in which,
exceptionally we may infer, the old accent still survived.

77. 1f we accept a penultimate stress accent in Pali, with a
ccondary initial stress, we next have to take up the question
whether this new accent system played any part in versification.
Il the stress was sufficient to produce phonological changes, it
might be felt by the poets and influence their fitting of words
into the rhythm of the pada, but presumably only if the metre
possessed or developed an element, such as an ictus, which
answered to the stress and tended to draw the words into
positions in which stress and ictus would coincide. We must
therefore refer to the ictus discussion in the Introduction
(8§ 22-9).

It is significant that Westphal’s ictus theory was applied
lirst, by Cappeller in 1872, to the study of ganacchandas, the
metre which is most closely connected with music. It is
nndeniable that in music the rhythmic periods are marked by
1 strong beat or ictus, and in a musical metre, if in any, we may
fherefore expect to find a “ measure ™ defined by an ictus.
(Cappeller’s work will be discussed in Chapter V1.)

§ 78. Kithnau’s Die Tristubh-Jagati-Familie, 1886, gives a full
cxposition of the ictus theory in relation to the ** comparative
metrics ”’ of Indo-European. It then takes up Indian metrics
and selects the tristubh as the best subject for analysis on
account of the great length of its history, although other
metres, particularly matrachandas, are referred to for com-
parison. Kiihnau seems to admit that in the fixed metres of
(lassical Sanskrit there would be no significance in an ictus
(pp- v—vi), but he evidently regards this fixed or ““ uniform
(ype of metre as artificial (presumably as resulting from the
supposed ‘‘“ external” schematic analysis of the Indian
theorists who failed to penetrate to the inner nature of metre).
What is important, in his view, is the evolution of metres and
the changes of rhythm, from which standpoint the perfected
array of Classical Sanskrit metres is merely a lifeless fossilization
of some of the products of metrical development. He admits,
however, that his attempt to differentiate the musical and
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metrical forms of rhythm is not entirely successful (p. vii
The reason for this is that he attempts to bring all metre
under the purely musical laws of the thésis and drsis. T
poetry, repetition is sufficient to constitute metrical form, an
it may be repetition of a whole pdda of considerable lengt
which is not analysable into smaller units. Stress may b
added, marking the recurrence of a particular measure, but i
is not essential in a metre where the rhythm is supplied by th
opposition of quantities in the word-material, or perhaps onl
by variations of tone in a language dominated by a musica
accent. The “ conditions of rhythmical movement "’ laid dow:
by the comparative metrologists are thus adequate for musi
but not broad enough for metrics. The Indian theory of th
cakravartana, in Apabhramsa and Gujarati metrics,! is mucl
closer to an adequate theory of metrical structure.

§ 79. It is not necessary here to examine the methods of all th
other workers in the field of metrics.? Some, like Oldenberg
whilst criticizing Kiihnau’s theory at some points, use ictu
schemes in the study of Vedic and Sanskrit metre, and speal
freely of ““iambic ’, ““ trochaic,” ‘‘ anapaestic,” etc., rhythn
in anustubh and tristubh padas. Others simply analyse th
metres in padas made up of long and short syllables variousl;
arranged, with or without caesura, very much along the line
of the old Indian theory, sometimes using terms such a
‘““ diiambus ”, but in a so to speak arhythmical sense implyin;
only a certain arrangement of longs and shorts and not a tru
““measure ’. We have seen that Arnold and Edgerton worke
in this way. Others again, like Jacobi and Helmer Smith, d
not seem to work consistently, so that it is difficult to tel
whether they always mean a true “ measure "’ when they writ
“foot ” or whether the term is used arhythmically.

The tendency has been to revert gradually to the Indiaz
system as a starting point for scientific research, as ha:
happened in other fields of study, and thus to get free fron
traditional European preconceptions. In this way a new scienc

i)

”

1 Discussed by Dr. Dave in an article on ““ Gujerati Prosody ' circulate
in typescript.

¢ See the Introduction, §§ 24-9, on methods of scanning the tristubh,
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of linguistics and related subjects is growing up on the basis of
{lie highest achievements of both Indian and European science,
but freed from the narrowness of both which had resulted from
the absence of outside criticism.

§ 8o. The modern attitude to the study of Indian metre has
heen best formulated by Belloni-Filippi (1912, pp. 5-6).
[living rejected the thésis—drsis theory of Kiihnau, he
provisionally accepts Oldenberg’s results for Vedic rhythm
(pp. 18-20, on the rhythmic structure of the ¢ristubh), and
looks to a future deeper understanding of Indian music for
more light on the question of rhythm. Moreover he proposes
a plan of experimental research and collection of material,
accompanied by the study of the Indian metrologists, at the
completion of which theoretical generalization about Indian
melrics will become possible.  Since 1912 Helmer Smith,
probably, has done more than anyone else to carry out this
plan.  As for the music, the work of Dr. Bake, which it is to be
hoped will soon be available in printed form, has cleared the
way for the full utilization of the ancient musical tradition of
India in theoretical research of this kind.

§ 81. In Apabhramsa and Hindi both stress and ictus play an
essential part in the metrics. The latter was recognized in the
{heory as the sam, the concept being introduced from the
musical theory (in which it is called graha) ; the former does
not seem to have been recognized by the Indian theorists, its
effect no doubt entering into the feeling for good versification
known as gafi. The musical theories were evidently introduced
in connection with the tala vrttas, metres built up according to
musical form from pddas of the matra vrttas which were the
direct descendants of the old ganacchandas. Clearly, however,
the ictus was already present in the mdatra vyitas : Sinha says
in his Thesis on The Historical Development of Medieval Hindt
P’vosody (London, 1953, p. 102) : ““ For example [of the earlier
metres, used for ‘ exclusively literary purposes ’, which preceded
the more popular and more musical ¢dla vyttas], when one reads
or sings a pajjhatikd, a metre frequently employed in
Apabhraméa-Prakrit poetry, one unconsciously keeps time by
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stressing the first of every four tala matras.” The pajjhatika,
as Sinha points out (pp. 177-8), is directly descended from the
matrasamaka of the ancient theory, which was a form of
ganacchandas * or matrachandas unfortunately very rare in the
extant ancient literature but very closely related to metres
commonly used in Pali and elsewhere (see below in the
Chapter on ganacchandas). In fact the pajjhatika and the Pali
gitt are remarkably similar in structure, both being formed of
alternate ganas of ==s= and v,=~~. The question is: how far
back in Indian literature does the ictus or sam play a part in
metres of this type ? Was it present already in Pali ?

§ 82. Although the ictus must have been present from the
outset in the musical accompaniment to which the old
ganacchandas metres were composed, it seems only gradually
and much later to have come to play any part in the arrange-
ment of the words. The new stress accent was in Pali apparently
not sufficiently felt by the poets to impose a conscious, or even
an unconscious, putting together of stress and ictus. We do
not find in analysing Pali verses the regular coincidence of
stress accent and presumed ictus which we see, for instance, in
the strophe quoted by Sinha (1953, p. 178) from the Moha-
mudgara attributed to Sankara :

ndlini-ddla-gata-jdlavat tdrvalam
tddvaj jfvanam dtisaya-cdpalam
ity samsare sphutatara-ddsah
kdtham tha manava tdva santdsah

(metre : padakulaka)

§ 83. In Paliit appears that any word can occupy any position
in the pdda provided only that the succession of long and
short syllables fits the metre. We have then to work on the
assumption that the accent and ictus even in ganacchandas did
not yet play the part they played later in Hindi and probably

1 We have already noted Cappeller’s application of the ictus theory to
ganacchandas, and suggested that it was no accident that this metre should
have been the first to be analysed in this way.
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already in Apabhramsa.! Future research may perhaps deter-
mine how far any tendency for accent and ictus to coincide
li:ul gone in the latest Canonical texts, and when in the history
ol ganacchandas this coincidence became essential. In the non-
nalld metres we cannot expect to find an ictus in Pali. It may
be noted that as the musical metres evolved towards the
Hindi system the other metres, except for those which were
assimilated to the musical structure, such as the varna vritas
of Hindi (Sinha, 44 ff.), fell into disuse except in Classical
sanskrit (and indeed in the Medieval Pali literature, where
they led a still more artificial existence).

! The earliest ganacchandas rhythms, | v~—| v—~|, do not lend themselves
to a coincidence of stress and ictus. The stress falls on a long syllable much
more often than on a short, so that the stress in such poems as the Upalisutta
or the Mettasutta falls much more often in the middle or at the end of a gana
fhan at the beginning : |~~—|~Z-~|. The early gana rhythms are still based

on the old type of metrical rhythm in that the alternation of quantities alone
woduces variation of rhythm, and we have not yet reached the stage where

’ 1

< A ¢-~-| and |--~~| are rhythmically equivalent. These points will be
further developed in Chapter VI.



CHAPTER IV
FLUIDITY AND LICENCE

Introduction

§ 84. In pdadas of more than eight syllables the earliest metres
in Vedic, Avestan and Greek (and also the Latin saturnian)
usually have a break consisting of an obligatory end of word
at a defined place. This “ caesura ", Meillet has suggested
(1903/1949, p. 137), differs essentially from that of, for
instance, the French classical alexandrine, which includes a
certain suspension of sense.

The end of a word in the early Indo-European languages
seems to have been marked by special pronunciation, giving
the word its phonic individuality in the sentence. Thus a
consonant in absolute final position was, according to the
Indian grammarians, only imploded (p7dita), which doubtless
facilitated the loss of final consonants in Middle Indian.!

The syllable preceding the ‘‘ caesura’” would not have a
fixed metrical quantity. Like the final note of a musical
phrase, it could be prolonged (pluta) or followed by a pause
(cheda) without any effect on the rhythm. We find in Vedic
that the final syllables of words, which often occupy the
position preceding a caesura or at the end of a pada, are
frequently indeterminate in quantity.?

§ 85. The crystallization of the rhythmical form of words in
Vedic and other Indo-European languages appears to have
been influenced by the cultivation of verse form for the earliest
literature, as was pointed out by Zubaty (1888b, p. 133).
A polysyllabic word tended to take a form having the maximum
alternation of long and short syllables, so that it could be
fitted easily into anustubh and tristubh verses. In making this
sort of description of the situation, however, we must avoid
the falsification of separating ‘‘ the language ”’ or the * word
material ” from ‘‘ the rhythm ", as though the words were

! The situation in Iranian is similar.
2 of. H. Smith, 1953, p. 138: ‘L’autonomie du mot fléchi (et celle du
membre de composé) qu’abolira la technique classique...”.

64
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fitted to the rhythm. The rhythm we are speaking of has no
cxistence apart from the words, and it is also true to say that
the rhythms found in the verses are derived from the nature
of the word material, and we have already referred to a trans-
formation of the metres apparently arising from changes in the
lunguage! There is some deeper rhythm in a language, which
expresses itself, which expresses perhaps the general meaning-
fulness, the life and purposefulness, of the language, in certain
mietrical rhythms. The forms of sentences and words express
chips of meaning, of which the possibility of being related to
other expressions of meaning, and thus ‘ understood 7, is
proclaimed by their consonance with this deeper rhythm. It is
to this rhythmic pulse in theliving Vedic language that both the
creation of the anustubh-tristubh technique and the crystalliza-
fion of the rhythms of particular words should be referred.

Nevertheless, once the metrical rhythms are well established
they seem to exert a direct influence on word forms through
the deliberate selection of suitable forms by the poets. If the
" Law of de Saussure-Wackernagel ’ that tetrasyllabic words
tend to take the form ~--x rather than --v= illustrates the
deeper rhythm working in the Vedic language and in Early
Middle Indian, some of the phenomena noted by Kurylowicz,
such as the alternation of jijuvuh and juhve according to
inctrical convenience (1949, p. 20), illustrate the direct influence
of metrical rhythms on the choice of words and forms.

§ 86. In Pali we find a number of indeterminate endings, such
as the feminines in ¢ and # or the perfect vidi, some of them
involving the penultimate vowel, such as -isu, -isu, -Thi, etc.
‘I'he fluidity in Pali, which is not found in Classical Sanskrit, is
of a similar nature to that in Vedic, and shows the historical
continuation of the old rhythmic situation to which we have
just referred. The rich variety of forms from such a root as da,
or in the aorist, exemplifies the selection or preservation of
forms by the metre. Sometimes there is a confusion of archaic
forms with metrical licence, which led later, in Buddhist
[ybrid Sanskrit, to a great extension of licence. As we shall

! See Introduction, § 30.
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see below, licence is not fortuitous in origin, but is based on
what may be called ‘ morphological weaknesses’. The
influence of the metre on the word material is based on the
weak points left by the “ deeper rhythm ” during the growth
of the language.

§ 87. In this chapter we have to define the limits within which
fluidity and licence occur in ancient Pali verse. This is of
particular importance for the study of matta- and gana-
cchandas, where alteration of the quantity of a syllable affects
not merely that syllable but frequently also the scansion of a
whole pada.

The situation in Pali is complicated by the fact that we find
not simply the continuation of the old language-rhythm but
the beginning of the transition to a new one: that of
Apabhramsda. The ““ Law of de Saussure-Wackernagel ” is in
process of being reversed : instead of ~~~x > ~--> we find the
tendency v-v= > vvvx in some forms, notably in the future
karissatt > karihiti discussed by Smith (1952, p. 177). He
describes such a quantitative reduction as difficult to admit in
an epoch which still obeyed the Saussurian law, but surely his
own distinction of a new rhuthmizdmenon, P”, appearing
already in Pali, must imply the beginning of this reduction, so
appropriate for the new metres, and the rise of new rhythmic
laws. It is this conflict between the two rhythms, the break-
down of the heavy Old Indian language-rhythm and the first
vigorous sallies of the new one, or in metrics the superseding
of -/« by -/-~ as the basis of rhythmic variations, which
constitutes the special feature of Pali taken as the central
topic in our study.

§ 88. Na hi Bhagava chandaii ca vuitiii ca rakkhati na pi
sukhuccaranattham akkharalopadikam karotr, yo hi sasanko
sabhayo, so afifiesam panditanam sankaya uppajjanakaninda-
bhayena chandai ca vuitiii ca vakkhati sukhuccaranatthaii ca
akkharalopadikam karvoti, Bhagava pana nirasanko nibbhayo,
Bhagavato pavacane khalitam natthi, so katham parappavadam
paticca chandaii ca vuttei ca rakkhissati sukhuccaranatthaii ca
akkharalopadikam karissati, vuttam K etam Abhidhammattka-
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vam . " Bhagava pana vacananam lahugarubhavam na ganeti, bo-
dhaneyyanam pana ajjhasayanulomato dhammasabhdvam avilo-
mento va tatha tatha desanam niyamet tv na kattha ci akkharanam
bahuta va appatd va codetabba” ti. (Aggavamsa, Sd p. 640.)

“ The Bhagavant does not observe number and quantity nor
make elisions, etc., of letters for the sake of euphony; he who
15 anxious and fearful, he, when amongst other learned men,
observes number and quantity and makes elisions, etc., of
letters, for the sake of euphony, from anxiety and from fear of
irrclevant (?) blame. The Bhagavant, however, being free from
anxiety and fearless because there is nothing unsound in his
feaching, why should he observe number and quantity and
make elisions, etc., for the sake of euphony merely on account
ol the quibbling of others ? As it is said in a sub-commentary
on the Abhidhamma: ‘The Bhagavant does not consider
shiort and long quantity in words ; he controls his speech so
fhat it should not disagree with the nature of the doctrine
whilst conforming to the mental dispositions of those who are
capable of being enlightened. Thus the abundance or paucity
of lctters is nowhere to be questioned.” ”’

§ 89. Evidently the irregularities of the Canon had worried
{he Medieval Pali grammarians, who were not able to explain
all of them by means of their linguistic science and metrical
{heory and therefore sought to evade the difficulty by invoking
the Buddha’s “ fearlessness *’ in the use of the language. This
attitude may partly explain the carelessness of the scribes in
handing down the manuscripts on which we depend, such as the
inclusion of obvious glosses in verses in defiance of the metre.

§ 9o. On p. 843 of the Saddaniti Aggavamsa again refers to
this difficulty, with the same quotation from an apparently
lost sub-commentary, and refutes an objection as follows :
Yadi evam, kasma tattha tattha pubbicariyehs “ gathdasu
chandamabhedattham akkharalopan ” ti ca “ vuttianurakkhana-
thaya viparitatd pi”° ti ca “ chandanurakkhanatthaya sukhucca-
ranatthaya ca” i ca vuttan ti. Saccam, yattha chando ca vutti ca
rakkhitabbd hoti, [kim) tattha Bhagavd chandai ca vutliii ca

rakkhati, yattha pana tadubhayam rakkhitabbam na hoti, na
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tattha Bhagavd chandaii ca vuitiii ca rakkhati ; tam sandhay.
vuttam ;. ‘ Bhagavd pana vacandnam lahugarubhdvam n.
ganet? " ti adi. Chandan ca vuttii ca vakkhanto pi hi Bhagav
na kabbakarakiadayo viya savyapdratavasena vakkhati, atha kh
aparimitakale anekesu jatisatasahassesu bodhisattakale akkhara
samayesu kataparicayavasena padani nipphannan’ eva hutv
sassirtkamukhapadumato wiggacchanti, tesu kani ci chando
vutttnam rakkhanasadisenakarena pavattants, kani ci tatha ne
pavattants : yani vakkhanasadisenakarena pavattanti, tant san
dhdya Bhagavd “‘ chanda@i ca vuttei ca rakkhati ' ti vattabbo
yani tathd na pavattants, tant sandhaya Bhagavd *‘ chandaii cc
vuttiii ca na rakkhatt” t0 pi vattabbo, na hi Bhagava paresawm
codanahetu sasanko sappatibhayo, sasanko yeva hi sappatibhayc
chandai ca vuttisi ca rakkhatt ti datthabbam.

“If so, why did the old teachers say in various places :
“ elision of letter to avoid spoiling the metre in verse,” ‘ change
to observe the quantity,” and ‘ to observe the number and for
euphony ’ ?>—Certainly where number and quantity ought to
be observed the Bhagavant observes them, but where those
two ought not to be observed the Bhagavant does not observe
number and quantity. In this connection it is said: ‘The
Bhagavant does not consider short and long quantity in
words ...’ etc. The Bhagavant does not observe them
professionally like writers of kabbas (kdvyas) and so on observing
number and quantity. However, during the limitless time as
Bodhisatta in many hundreds of thousands of existences,
through acquaintance with spelling systems and becoming
trained in words he came to have a glorious lotus-mouth. In
some of these existences observation of number and quantity
occurred and in some it did not : when it did occur it should
be said that the Bhagavant ‘ observes number and quantity’
and when it did not it should be said that the Bhagavant
‘ does not observe number and quantity ’, but the Bhagavant
is not to be regarded as anxious and fearful on account of the
criticism of others or as anxious and fearful in observing
number and quantity.”

§ 91. It has not been noticed that in those Jatakas where the
Bodhisatta is presumably to be supposed to observe number
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and quantity the verses attributed to him are any freer from
inctrical difficulties than other Canonical verses. It might at
lirst sight seem reasonable to suggest that the Bhagavant as
Isuddha, and the early Buddhists in general, were not con-
cerned with perfection in the art of poetry but were content to
use language in a less polished manner so long as they succeeded
in making their teaching clear ; yet in fact the early Buddhists
utilized the current arts of metrics and poetics to the full in
their propaganda work, just as Asvaghosa did after them.
It is enough to refer to the elaborate techniques of the
Sullani pata to justify this view.

Still less can we accept the suggestion that the Buddha (or
any of his followers) was above the rules and conventions of the
linguage of the societyin which he lived and used language in an
arbitrary manner. We should continue Aggavamsa’s own excel-
lent research into Pali usage, nit: sasanassopakaraya yathabalam
wmmhehi thapita (Sd p. 640),! in the hope of further reducing the
arca of uncertainty in the interpretation of the texts.

§ 2. In his chapter on sandhz, which we referred to in
Chapter II, Aggavamsa calls vuttasandh: the alteration of
sounds under the influence of metre or for the sake of smooth-
ness or sonority. Chandas is defined as the determination of
the number of syllables and vutts as the determination of the
quantity of syllables. Letters may be elided to observe the
chandas or changed to observe the vuttz. In prose elision and
change are made ‘‘ for euphony ”. This in practice refers to
certain ancient usages, and particularly to certain dialectal
variants such as fragments of Migadhi. Exceptional forms not
otherwise understood by Aggavamsa are generally explained
away as ‘“for euphony”. It will be useful to compare
Aggavamsa’s research in vuttasandhi (Sd pp. 632—40) with the
observations of modern scholars, and to compare this Pali
usage with that of other languages closely related to it.

§93. The quantitative variations in Vedic have been the
subject of extensive research, notably by Benfey (1874-80),

¢ " rules established by us, according to our ability, for the benefit of the
teaching.”
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Zubaty (1888b—go 1), Arnold (1905, especially Chapter VI)
Meillet (1920, pp. 194-5, etc.; 1903/1I949, p. I39) anc
Kurylowicz (1949, 8 {., etc.). General agreement does not seen
to have been reached as to the exact nature of these phenomena
mainly on account of the uncertainty about the traditions o
the Samhita and Pada texts as we now have them. Whethe:
the alternatives represent an indeterminate or fluid stage of the
language or artificial poetic licence, or, as seems probable, ¢
combination of the two, must be left to Vedic scholars tc
determine. Arnold’s objections (1905, xi—xii) to the seconc
view surely exaggerate the opposition between the twc
phenomena. We should expect to find rather a limited use o}
licence sanctioned by at least the memory of indeterminate
quantity in certain syllables. These changes in Vedic are
clearly akin to those in Early Middle Indian and we shal
examine some parallels, the Vedic examples being taken mainly
from Zubaty.

For Epic and Classical Sanskrit parallels we rely on Zubaty
(1889, 619 ff.) and Ballini (1912, part 2, pp. 7-8, 34, 60).

§ 94. Edgerton has made a very thorough study of the Buddhist
Hybrid Sanskrit usage, as a result of which we are now well
informed on the immediate post-Pali stage. The main outlines
are given in an article in the JAOS (1946) which has been
subjected to careful criticism by Smith (1950a, 1 ff.), to which
Edgerton has replied in his Buddhist Hybrid Sanskrit Grammar
(1953, pp- 5-6) where he adds many more examples. Further
examples may be found in Smith’s article, in Régamey (1938,
15 ff.) and in Lin (1949, Chapter IV).

For Ardhamagadhi we have only Jacobi (1884, p. 596 ;
cf. 1883, p. 320) and Banarsi Das Jain (1923, p. x) and for the
Prakrit Inscriptions of the period 3rd century B.C.—2nd century
A.D. Mehendale’s remarks (1948, xxii, etc.). For Classical
Prakrit there are a few notes in Pischel’s Grammar (1900), to
which we might add those in Prthvidhara’s commentary on
the Mycchakatika (1936).

! Publication not completed on account of Arnold’s work being forth-
coming.
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ct us examine first the types of variation which result from
the fluidity of Pali in its grammar and lexicon, and afterwards
consider, and endeavour to classify, the types of ‘‘ pure”
licence which are not directly justified by such fluidity. There
a1e of course many border line or transitional cases, through
which we can see how from a pair of variants, that is originally
from an ambiguous form, arose a normal form and a rare
Iy-form kept alive by poetic licence.

I’honological variants

§ g5. In Chapter I we have discussed metrical variants arising
liom epenthesis and contraction. Aggavamsa lists some
examples of this kind of vuttasandhi, such as :

sami [suvami

MAcco /matsyo

padmani/padumant (same in BHS—Edgerton § 3.114)
aceram/dacariyam (!—these are metrically equivalent in the

Canon: ---, but in Medieval Pali they are used as
metrical variants: -==-, e.g. by Aggavamsa himself,
Sd p. 928).

\We have also the futures noted by Smith, 1952, p. 169 :

hessati /bhavissati (Bv 2.66)
jessati/jayissaty (Vv 312)
(in both cases the two variants occur within a single strophe).

Alternative Sandhis

§ 96. These have been discussed in Chapter II. Sandhi is more
frequent in verse, under stress of metre, than in prose. Often
it has to be made in verse where the manuscripts leave the
words uncombined.

Morphological Variants

§ 97. These are the indeterminate endings, apparently derived
from the Vedic period of the language, which we mentioned at
the beginning of this chapter. Geiger gives a number of
examples in his Pali Grammar :
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-inam

-iinam !

-ihi

-t

-isu

-isu

-ito (abl. sing.)

—the last of these sometimes takes the long form in vers:
but the short in the commentary on it. The others are usually
short in verse but long in prose. In Geiger §§ 86—7 we see the
confusion between feminine nouns in 7 and 7 and in # and # ir
the nominative and also in the genitive (rattiyd/ratyd, etc.)
and in § go we have the variations in safthd- perhaps on the
analogy of these. The -in declension was absorbed into this
i system : hatthi-.

In the conjugation system we may note the verbs of
(Sanskrit : which Geiger follows) classes IX (jandii, jindtz
(= Aggavamsa’s class 5) ; ganhdti (= Aggavamsa’s class 6) ;
etc.), V (= Aggavamsa’s class 4 suno-/sund- and 7 (part of)
sakka-/sakkund-) (frequently transferred to class IX and
similarly variable: o/d), VIII (= Aggavamsa’s class %)
(extraordinary variety of forms from 4/ %ar). We have also the
-is aorist (pakkdmi, acdri, atdri, etc.) and the two causatives,
(p)aya/e, in which the quantity of the radical vowel also may
vary : jdleti, nikkhdmeti, thapets, etc. Aggavamsa has noted
(p- 635) -imsu/-tsum in the aorist.

Professor H. Smith has collected many examples of variants
of this type in the article just quoted : *“ Le futur moyen indien
et ses rythmes ”’ (1952, 169 ff.), e.g. :

dassam /dassami (J IV 405, etc.)
padissanti/padissare (Bv 2, 83)
disva/datthu (Sn 424)

pakasesi /pakasayi (Bv 4, 3~5)
plurals in a /ayo.

He notes similar variants in Ardhamagadhi.

1 In feminines with the suffix -»7 from stems in -¢ and -u there is the same
uncertainty. In some of the manuscripts of Th II, for instance, we find
bhikkhini in several places instead of the usual bhtkkhuni,
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Syntactic Variants

§ 98. Under this heading we may note the metrical expedient
called by Smith the “ split-compound ”, e.g. amatatala-

- amnatam tala- (see CPD Epilegomena to Vol I, p. 32).
I‘urther studies along the lines of Hendriksen’s Synfax of the
Infinite Verb-Forms of Pali (1944) would enable us to describe
other variations in sentence > pada construction.

lexicographical Variants

§99. Along list of these is given by Aggavamsa (Sd pp. 921-2).
Some of them do not seem to have been found in the Canon
and may be merely Medieval usage. It is probable, however,
that a good many such variants have been ignored or
““ corrected ” by modern editors, and excluded from the PED.
Some of Aggavamsa’s examples belong to our category of
honological variants (epenthesis/contraction), but others may
conveniently be listed here. Of metrical importance are :

dgaram
NLMESO /MIMISO
rinam
elamiigo Jelamukho
—many cases with or without suffixes such as -ka, -na, and
ol variations of gender, are noted. An interesting case is :
upayanam [upayanam, * approach
—the first is from upa-4/ya, the second from wupa-y/i. The
sccond has normally the special sense ‘‘ offering ", *“ present .
A few examples may be culled from the PED, such as:

mahisa /mahimsa
virava /virava
vilva fviliva
vulha [vitlha
vyadhati [vedhati

Variations of Usage (ritlhibheda)

§ 100. To complete this survey we might add Aggavamsa’s
category rilhibheda, ** variation of usage” (Sd pp. 923 and
201-3), which overlaps the preceding three categories and
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includes the coining of new words and the use of alternative
cases or numbers in declension to express the same relationship.
The study of this vast field belongs to the future, although a
start has been made by Hendriksen (1944) and by Smith, in his
examination of style and rhythm in Sanskrit sitras, and in Pali
treatises belonging to the same tradition, at the end (pp. 31—7) of
the remarkable article : “ Retractationes Rhythmicae ” (1951).

Licence

§ 101. Positio debilis, which is a form of licence in some of the
other languages,! has been disposed of in Chapter I, section vi,
since in Pali it is a regular phonological phenomenon in certain
words.

Helmer Smith has observed (1950a, p. 36, with reference to
pp- 6-8) that Pali orthography is very little sensible of metrical
exigencies ? (licence is indicated by the orthography in a much
smaller percentage of its occurrences than in the Buddhist
Hybrid Sanskrit manuscripts). We have to assume licence in
some cases of apparent irregularity, without the support of any
manuscript. The cases quoted below where the quantity
required by the metre is not absolutely certain, but only highly
probable, have been indicated by a question mark.

Licence is rare in Pali, compared with the usage in Buddhist
Hybrid Sanskrit, and where it occurs it is limited to certain
“weak points” (even Buddhist Hybrid Sanskrit resisted
licence in internal or root syllables : Smith, 1950a, pp. 32-3).
It is likely that in the earliest verses we possess there was least
licence and on the other hand the greatest freedom in the
structure of the metres : thus a short syllable might have been
permitted before the caesura at the fifth of the fufthubha in early
times,® but later we can be sure that the long was established,

! Epic Sanskrit (see Zubaty, 1889, Jacobi, 1893a, Hopkins, 1902, Ballini,
1912, part 2, pp. 7, 34 and 60); Classical Sanskrit (Bollensen, 1859, 291 ;
Ballini, 1912, 7-8 ; Damodara, Vawnibhiisana, 1, verse 6—before pr and &») ;
Hindi (Sinha, 1953, p. 10).

2 The emendations of some of the Burmese scribes (for instance in MSS. of
Sn: adopted and extended by Fausbgll, and to a lesser extent by Andersen
and Smith) are not likely to have been based on any ancient tradition. Their
lack of authenticity is clearly shown by such cases as the omission of ca (Sn
secondedition, p. 47, notes 1 and 5) to compensate the number of syllables after
the medieval misreading of -cariya as three syllables.

3 But not before that at the fourth, unless early Pali was freer than Vedic.
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preparing the resolution allowed in Buddhist Hybrid Sanskrit.t

In the remainder of this Chapter about one hundred cases of
inctrical licence in Pali are classified. They are taken from
Aggavamsa (A), Geiger (G), the PED and CPD, Simon (RS),?
Mayrhofer (M), Smith (HS), Fausbgll (F) and Dhammapala,
supplemented by the present writer’s collections (not marked).

1'he Final Syllable

§ 102. The plasticity of final syllables was a legacy from Old
Indo-Aryan metrics. Zubaty in a series of articles (WZKM
1888-90) quotes many Vedic examples showing the variation
of quantity in such cases as :

conjugation : - (rdksati, etc.)
-thd (jivdyathd, etc.)
-hi
-4 (perfect : dhd 3s., vidd 2p.)

=

-svd
declension :  -end
-asya
-d (vocative)
-an stems > 4
sd > sd
adverbs and particles (here Zubaty finds a correlation with
the position of the accent;?® the long ending is generalized
when oxytone as in purutrd) :

-trd (dtrd, tdtrd, etc.)
-thd
-dhd (ddhd)
ca > ca (twice only in RVS)
nd > na (once only in RVS)
cand > cand (once only in RVS)
dechd
smd
adya
kild
i See Ch. VIII on the evolution tufthubha > upajati.

2 ZDMG, 1890.
3 cf. § 73 above.
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yddi
ti
it
These variants were not generated ‘“ metri causa ”, and
according to Zubaty (WZKM 1888, p. 139) the long final
appeared originally before a single consonant or in absolute
final position ! and the short final before a double consonant or
at the close of a grammatical or metrical unit (= * nexus ') :
““am Schlusse eines grammatischen (. .. metrischen) Ganzen.”
The anticipation of the “ Law of morae " is interesting.
In Pali we find the following alterations of the normal
quantity in order to satisfy the metre :

§ 103. Lengthened final :

nadat? (Th 1 832) (G)

bhavayatz Dh 350)

ravatr (J 1 77)

saratr (J 11 12%)

passati (Dh 119)

bajjhatt (Sn 508)

ramat? (Sn 985)

yajati ? (Sn 509) (F)

passatha ? (Sn 177)

vada ? (Sn 383)

panudi ? (Sn 476)

sambhontt (Th 11 329) (RS)

patthayast (M) (Sn 18 ff. and Th I 51 ff. in
opacchandasaka cadence)

mun? ? (Sn 838)

tayi ? (Sn 382) (F)

ca? (Sn 41,672, 82 7, 481 ?)

na (Pv 28) (Dhammapila)

s (Sn 181, 885, 970)

——the same result is in one case indicated by writing a
doubled consonant after the final vowel :

1 It seems likely that in all Indo-Aryan metres the pada-final, if short, was
lengthened, cf. §§ 225-6 below.
2 On this see H. Smith, 1950a, p. 7 ' 3.4 ".



Fluidity and Licence 77

sarati bbayo (J III 95) (G)
(= vayo)
—one case of nasalization has been found (but not for the
purpose of lengthening) :
tdham (Sn 151) (HS) (sandhz consonant ?)

§ 104. Shortened final :
akaramhasa (for -se) (J I1I 26) } (A
okkantamasi (for -se) (J VI 555)
stficitva (Sn 771)
chetva ? (Sn 66) }(HS)
(chetva Sn 29 in opacchandasaka cadence)
puggala (Vv 617¢) (Dhammapila) ?
nimmakkho ? (Sn 56)
okamokata (for -to) (Dh 34) (G)
stlavatato (Sn 899g)
kamé ? (Sn 464)
va (“or”’) (Sn 222) (G)
—the same result is also obtained by denasalization :
papuns (Th II 91) (G)
phassetim ? (Sn 393) (F)
addhana (Dh 207) (G)
jatim ? (Sn 462)
padicanndm ? (Sn 964)
pathamasminm (Sn 233)
aydm (Sn 594)
—“in sandhi’’ : samatimadiiv "ham (Th II 72) (G)
—several other examples of denasalization of final are given
by A (Sd 630), who evidently regards it as a possible result of
ordinary sandhi, not as wvuttasandhi or metrical licence.? We
noted in Chapter II, however, that the cases he quotes are
mostly under stress of metre. In Chapter I1I we have discussed

)

! Followed by Aggavamsa. Hardy, however, in the PTS edition with the
Commentary, 1901, prints as compound with the following word. Aggavamsa
says (Sd pp. 15 and 634) that the inflections, especially -0, may be left off
nouns (avibhattikaniddeso), giving this illustration and thera vadanam (Dip.),
but remarking that others read theravadanam !

2 cf. § 64 above on (exceptional) simplification of a following conjunct when
a vowe% is elided after niggakita: does this indicate that a short syllable
results ?
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the possibility that such cases indicate not denasalization but
the existence of short nasal vowels in Pali, the prototypes of
those in Apabhramséa.

§ 105. The final syllable was occasionally elided altogether
under stress of metre :
chama (for chamaya, loc. s ?) t (J VI 89)} (A)
somana- (for somanassa-) (Sn 67)
acchodi (for acchodaka) (D II 135)
addhake (for -esu) (Ap 75, 77, 439) | (HS in
anussavane (for -ena) (Vin V 203) CPD)
avijja (for -aya) (Sn 1033)

§ 106. In Buddhist Hybrid Sanskrit, as Edgerton has shown,
alteration of the ends of words under stress of metre is very
common. The licence already practised in Pali was greatly
extended. The verb ending -#7 is frequently lengthened to -¢7
and also -fe and all other verb endings may similarly be
lengthened or shortened. Any word, including indeclinables,
ending in -a may be lengthened to -a (c4, etc.) but much more
often to -o (tena > teno, pasica > paiico, etc.). The final
vowelsz and ¢, a and o, are generally interchangeable, and not
only denasalization, but nasalization of the final, which is
practically unknown in Pali, is common.

In Ardhamagadhi, according to Jacobi, we find denasaliza-
tion of finals m.c. throughout the declension (1884, p. 596).
According to Banarsi Das Jain (1923, p. x) the anusvara is quite
generally variable for metrical convenience. Jacobi further
states that ¢ and o may be long or short; in the manuscripts
1, 1, a, are often written for them.

The Seam

§ 107. The ““ seam ”’, whether between stem and suffix (in cases
where the suffix was still felt to be something added to the
stem), between words in a compound, or between prefix and
root, was another weak point where the quantity of the syllable
could be altered without offence to the ear. In Vedic Kurytowicz
(1949) has noted a certain fluidity in the length of antesuffixal

1 According to the PED, however, this is the instrumental used adverbially,
cf. Vedic : ksama.
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vowels, sometimes utilized for metrical purposes, whilst Zubaty
i the articles already quoted has shown that the indeclinables
ddhi, abhi, pdrl, atl, prati, v¥, dnii, which normally end in a short
vowel, may sometimes, but especially in compounds (in the case
of the last four, only in compounds), end in a long vowel.
Between two prefixes Meillet has noted from Wackernagel
(1905, p. 71) ananukytyd- m.c.,! and he has also noted nasaliza-
tion in the seam, m.c., in dadhantt and dadhantu.

In Pali we find :

§ 108. Lengthened seam :

sattmant- (S I 81, Dh 91, 181, Sn 45,
Th II 35) (A, G, PED)

Jutimant-
dhitimant- }(RS)
mattmant- (HS)
thertke (Th II 1) (G) 2
mutya (Sn 846)
sarabhamiga (J VI 537)
kimadhikaranam (J IV 4)

(but cf. -4- in compounds : many similar cases are not metrica
lengthening, and these too are doubtful. See G § 33)

aniidake (J VI 499) (G)
anwipama (Ap 319, Bv VI 1))
aniipaya (Sn 786, 897)
anittha (Sn 934, 1053, 1066,

Th I 331, etc.)
ananugiddha (Sn 86, 778)
ananupasst ? (U 74)
ananuputtha ? (Sn 782) - (CPD)
ananuwyayr (Sn 1071-3)
ananuruddha (S IV 71)
ananuloma (D 11 273)
ananuvajja (Vin I 359)
andpara (Sn 1004)
andvara (I 76)

s/

! But cf. anu- > anu- in the next section (§ 111).
2 This, however, may be a recent Burmese emendation.
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(these and a number of others like them are clearly facilitated
by the “ Law of de Saussure—Wackernagel ’. Some do not
occur with the short seam ; they had become fixed in the
language with the long form suited to the ‘““old language-
rhythm ).

In the words witarase (J 11 14), garahast (J IV 248), (G) we
may have lengthened seams, or they may be genuine subjunc-

tives.
—the same by doubling the following consonant :

paribbasano (for -v-) (Sn 796) (G)
suggatim (J IV 496) A
na ppajjahe (J 111 14) }( )

no doubt parijjana at A I1I 38 is m.c. for parijana.

§ 109. Shortened seam :

paccanika (G)
purdno ? (Sn 312)
gimhisu (for -esu) (Dh 286) (A and G)

—by simplifying the following conjunct :

akificdfiam ? (Sn 1070-2)

dakkhisam ? (Th II 84) (G)

stkkhisamase ? (Sn 814) (F)

apaccisam (J VI 16) (A)

nidoso (Sn 476)

danana ? (Sn 839) (F)

ditkham (very frequent—by analogy
with sukham, J VI 552, Th I 734,
etc.) (A and G)

—Dby both :
padipeyyam > padipiyam (Vv XXII
5—but this may be a by-form ;
cf. § 52)
—by denasalization :

javdto (J T11 539) (G)
dvydante (Th II 475)
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§ 110. In Buddhist Hybrid Sanskrit we again find this form of
licence much extended, e.g. Sonita, sitrata (but cf. Smith, 19504,
pp. 12-13), Sidhana, cajjino, midkaggiri, Sarvajjagabhimu-
khariipa (Smith, 1950a, p. 9 quotes this incorrectly), silans uta-
JHana-, bibhatsa.

Lengthened Initial Syllable (especially Initial Vowel)

§ 111. Meillet has noted after Wackernagel (1905, p. 71) that in
Vedic anu- sometimes becomes danu- before -~, e.g. anusitka-.
In Pali we find a few similar cases of lengthened initial vowel :

anubodhim (A 'V 46) (HS)
wpanissaya (Sn 867, 9o1?)
abhayam (S 1 134, A 111 311)

There was a definite tendency to lengthen initial syllables in
Pali and in Buddhist Hybrid Sanskrit, not so much for metrical
convenience but as part of the phonology of the languages. Ifin
the “ old language-rhythm "’ there was, besides the Saussurian
--~- law, a “law” which we might name after Meillet:
v~~~ > -v-~ (although clearly it had much less force than the
other law), in the “ new language-rhythm " its place was taken
by the more effective initial stress discovered by Jacobi (see
Chapter III).1

In BHS Edgerton notes ‘ presumably m.c.” (Grammar,
§ 3.11) anubhdva, atireka, paripirna, bhavami, and others:
clearly this form of licence too was much extended.

Licence Apparently Based on Historical and Dialectal Variation

§112. If the Vedic, Ardhamagadhi or Apabhramsa cognate
had a rhythm different from that of the normal form of a Pali
word we need not be surprised to find that a poet occasionally
lapsed into this alternative form under stress of metre.

! Edgerton, 1953, Grammar, § 3.9, questions this accent-theory, which he
finds in Geiger, § 24, without stating his reasons (he questions the whole
theory, including the penultimate accent—see § 2.77 n.). It seems, however,
that sufficient evidence has been adduced to prove it (see the discussion in
Ch. III), at any rate for Pali and Ardhaméagadhi. It would be surprising to find
that it did not apply in BHS, and the onus is surely on Edgerton to disprove it
if he can.
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Alteration to the Vedic rhythm :

dutiyena > duttyena (Sn 49, 450, 884)
tatiyam > tatryam (Dh 309) (G)

Alteration to later Prakrit rhythms :

evam > em (J II 40) (A) (cf. AM em)

-jivim ? (Sn 181-2) (this is in any case uncertain, but c
Apabhrams$a jiya, Alsdorf: Der Kumarapalapratibodi
(1928), p. 54; his glossary suggests that jzva is, howeve
still the more usual form in Apabhramsa).

Metrical Haplology
§ 113. accupatati > accupati (J IV 250) (HS in CPD)

Other Types of Licence and General Conclusions on Licence

§ 114. Other types of metrical licence are very rare in Pal;
The root vowel appears to be shortened in the following cas
(cf. -jivimm ? above) :

médassa ? (Sn 196) (cf. p. 35 above : Vmid)
#idnena (Sn 839 = 1078) (written long)
€so? ? (Sn 61 twice)

Finally we have to read anusayitam for anusayitam
Sn 355 (pp. of anusetr).

The above lists could be considerably extended, but they a
sufficient to indicate the types of licence which were accepte
in ancient Pali verse. Here they are as far as possible limited 1
examples which are clear from our knowledge that the vat.
and tutthubha-jagati cadences were fixed well before the Ps
period (otherwise they are marked as doubtful). In the light «
a fuller understanding of the metres it will be possible to dete:
many other metrical alterations. The present chapter, howeve
isintended as a preliminary to the study of the metres, indepe:
dent of that study and serving as part of the basis for it.

We may formulate a general rule for licence in Pali (if not -
all languages) : that the poets sought to disguise licence and -

1 Even in BHS metrical alterations are much less common “‘ in the interi
of a word "’—Edgerton, 1946, p. 205.
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make the altered forms pass as regular ones. In this way, of
course, they assisted in the establishment of new forms in the
language and in later dialects. Smith (1950a, p. 4) has noted
that tha > tham in BHS is not pure metrical licence, but may
be justified morphologically by comparison with kaham,
taham, etc. The same applies to idha > idham in Pali.

The fluidity of the language, persisting from ancient times,
justified the majority of the alterations. Although in most
cases we can say that one alternative was normal in Pali, the
other evidently passed without offence to the ear. In some of
these cases an archaic form perhaps enhanced the effectiveness
of the poetry, in others, where the fluidity was a new develop-
ment in Middle Indian resulting from the confusion of declen-
sions, etc., the form passed by analogy.




CHAPTER V
MATTACHANDAS
Citram ammayad anyo nitanacchandasam avatarah
—Bhavabh:

General—T he Musical Metres

§ 115. The mattachandas were the first new metres to appear
the post-Vedic period. Although some changes took place
the anutthubha and tutthubha during their long history precedi
the appearance of mattachandas, there was no decisive break b
only a gradual tendency towards more fixed forms of pds
With mattachandas, however, even if its origins can be trac
in the Vedic techniques of verse making, we find a radic
departure, the establishment of a completely new principle
verse building, which led on the one hand to the countless n
metres of Classical Sanskrit and on the other to the music
metres of Apabhrams$a and the modern vernaculars. The esta
lishment of the principle of maftd measurement was decisive
the whole subsequent history of Indian poetry, and this ext:
ordinary event took place during the period we are studyir
its first manifestations being found in ancient Pali verse.

§ 116. In Indian music a two-fold division is recognize
marga and des7.! The former is generally regarded as limited

the Vedic tradition, although there has been a tendency

recent times to define all music which is said to be able to le:
the soul to liberation as marga. As opposed to the saman char
all secular music, whether actual folk music or the “ classical
tradition of the professional city and court musicians (whi
was based on the folk music) appears in the medieval perio
and perhaps earlier, to have been called desi. This interestis
term indicates the folk musicorigin of all the secular, non-Ved:
music. Thus Matanga, writing perhaps in the gth or 1oth centu
A.D., called his treatise on music the Brhaddesi. More mode
writers such as Dimodara (Sangitadarpana, c. 1620 A.D.) ha

1 It is convenient to use the Sanskrit terms, although the Pali equivaler
exist in both the ancient and the medieval literature and are sometimes
special interest, e.g. tala for tala.

84
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nnfortunately obscured the matter by calling all classical music
marga and using desi as a derogatory term for popular music.?

§ 117. The classical secular music was distinguished from the
liturgical music of the Veda not only by its new scales and
modes probably derived from folk music but also by its
rhythms, or ¢alas. The Vedic chant had no ¢{ala, since it followed
the verse and derived its rhythm from the metre. As we have
just said, the new metres, which we are going to study in this
chapter and the next, are fundamentally different in structure
from Vedic verse, and they differ precisely in that they are
rclated to tala. It is probably no accident that the earliest extant
poems in the new metres are in a vernacular dialect and not in
the learned language of the Vedic schools. The vetaliya *—
perhaps the most important of the new metres—was also
known as the mdgadhika, which probably indicates its origin
amongst the poets and singers of Magadha.? The metre thus
appears in Pali, at one stage removed from its native dialect,
along with the literature and philosophy of Buddhism radiating
westwards from the same country. The Ardhamagadhi litera-
ture which is extant does not appear to be as ancient as the
carliest Paliliterature in which the new metres are represented
(sce § 191 below on the vetalzya in the Siyagadam), but a pun in
the Veyaliyajjhayana (Sty. 1.2.1, last verse) shows how close
{his dialect was to the original Magadhi of the new metrical

techniques :
leading to destruction (of
veyaliyamaggamagao = ‘“ he who |  karman) 7.
has entered the road described in wveyaliya (veta-

l7ya) metre .
—uveyaliya means either the metre or Sanskrit vaidalika,
" destruction . This old Jaina literature seems to be directly
descended from the original Magadhi literature of perhaps the

' The usual Pali term however (Cy. trad.) is gandhabla-sippa (gandharva-
Glpa).

¥ \Ve follow the conventional spelling of later times. Vefaliya however was
probably the original pronunciation.

! Sce the references given by Velankar, 1949, p. 28. (This book is useful,
enpecially for the texts and references, but the introductory matter is highly
erratic.)
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6th or sth century e.c., in which the new techniques we
developed, a point we shall come upon again in discussi
ganacchandas (the ‘“ hypermetre” of the Varnakas). Ve
probably the Ajivikas were the first sect to use these techniqu
in the verses used in their ritual song and dance, which appe
to have played such an important part in their cult,® and t
other sects such as the Buddhists and Jainas merely emulat
and tried to outshine their rivals.

§ 118. The name vetdliya suggests some connection with mus
although its exact significance has been forgotten. Vetala
D I 6 is ““some magic art, probably connected with mu
(ghana-talam, cymbal beating) such as raising the dead ]
mantras”’ (PED based on the Commentary). At Sdayagada
2.2.15 (p. 87, Vaidya’s edn.) veyals is probably the same mag
art (Jacobi suggests punishment by spells, following t
Commentary). Vetalika in Pali means some office at court ¢
nected with music, etc.—a “ bard ”’ ; hence vetaliya would be
metre to be used in such singing or chanting. The name git:
the earliest ganacchandas suggests a completely musical met:

§ 119. If we look at the first few syllables of a maltichand
pada (opacchandasaka or vetaliya) and compare them with tho
of several other pddas in the same metre, we see at once th
besides the difference between the prior and posterior membe
of each pddayuga a number of variant structures are curres

such as --~v, vv-~~ ---, =v-=, ~~~- and so on (prior pdds
These are followed by a cadence which appears to be fixe
-v-v-x (opacchandasaka) or -~--= (vetdliya). The first part

the pada may contain any number from three to six syllable
but it seems to be constant (possible exceptions will be d:
cussed below) in containing six mattd, or eight matta in the ca
of the posterior pada. Such a variation is quite incompatit
with Vedic recitation, which depends on the number

syllables, but is entirely compatible with ‘dla, since the leng
of the whole group of syllables remains constant. This is t!
new principle, referred to in the Introduction, of the exa

! See Basham, 1951, 116~7, etc.
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equivalence of two short syllables to one long one.! Whereas in
the old metrics ~~-- may be equivalent to ---- and even vv--
tr ----, in the new metrics we find v~--=---=v-v~v- etc,

120. The new metres are further distinguished by being
addhasamavutta (ardhasamavyita), having the two components
ol the padayuga of different structures. This feature greatly
complicates their study, in that we do not find a simple
repeating musical rhythm as in, for instance, the Apabhramséa
pajjhatika, which is what we might have expected on the first
introduction of musical rhythms into the poetry. What we find
resembles rather the result of an attempt to combine musical
and metrical rhythms, which on further reflection we might
expect as the first step in introducing a new or unfamiliar
technique into the metrical tradition : a combination of new
and old may be understood and accepted where a totally new
form of versification may not. This observation applies particu-
larly to the cadence, which resembles those of the old tutthubha
and anutthubha, but the combination of padas of different
Icngths also was not unknown to the old metrics, being in fact
an important feature of Vedic versification in the so-called
" lyric metres ”’. These points will be studied in detail below,
hut we may make the general observation here that the history
ol Indian literature shows the successive appearance of more
and more fully musically articulated metres—mmattachandas—
panacchandas—mattavutta (matravyita, not the same as matta-
chandas 1) *—talavutta,

! It is worth noting in this connection that the tendency to exact oppositions
of long and short syllables seems to develop especially when a number of
people recite or sing in unison. Dr. Allen has obtained a remarkable recording
of Vedic chanting in unison in which this exact opposition of quantities is
maintained, giving a striking quasi-tafa effect. It appears to have been most
unusual in the Vedic tradition for the brahmans to sing in this way, only solo
racitation being required in the g)erformance of the ritual. In the non-Vedic
traditions such as Buddhism, Ajivikism and Jainism, on the other hand,
recitation of the Canonical texts by large gatherings (sangiti), in unison, is an
cisential feature of the life of the communities. This practice may well have
bween a contributory cause, or ‘“‘ catalyst ”’, in the development of the new
metres in the period of the rise of these communities.

¥ The term matvavytta was applied to the Apabhramsa and HindI musical
metres derived from ganacchandas after the true mattachandas had long been
extinct in India. The same word is also used generically to cover all metres in
which the matta count is an essential feature of the structure, including all four
« lagses mentioned here.
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§ 121. This process of musical infiltration of Indo-Ary:
metrics began at a definite stage in the evolution of the Ind
Aryan languages. The interconnection of language and metri
has been noted in the Introduction (§ 31) and at the beginnir
of Chapter IV. The appearance of musical metres in P
should not be interpreted as indicating that the desz music (:
opposed to ““ Vedic music ”’, if such a term has any meaniz
outsideits application to the chanting of sacred texts) originatc
in about the sth century B.C., although the nature of tho
metres may be expected to throw some light on the history
the music by establishing the existence of a particular tala -
that early period.* It is probable that the Vedic chant itse
was derived from the des§? music of a very ancient period, b
that owing to the nature of the language the falas of that mus
could not be reflected. With the beginning of the transition f
Apabhraméa, however, the language and metrics becan
susceptible of penetration by musical /alas, and Canonical Pz
shows Indo-Aryan in that critical stage. As the languag
became more supple (> Apabhraméa) its metres became mo:
musical.?

§ 122. The two main mattachandas metres are opacchandasal
(aupacchandasika) and vetaliya (vaitaliya). It should be note
that the classical metres which bear these names are nq
mattichandas but have fixed schemes, although they a
evidently descended from mattachandas and retain the san
numbers of matta per pada. Like pupphitagga (puspitagra) an
aparavatta (aparavakira) they are merely particular cases ¢
mattachandas pada structures. We can identify other matt
chandas and metres of mattachandas origin by their beir

1 Tt is possible that this desi music was that of the pre-Aryan population
the Ganges region : it imposed its rhythms, etc., on the Aryan literature (a:
music ?) just at the time when other presumed pre-Aryan features we
imprinted on the religion, etc., of the region (asceticism and Vaisnavism wi
temple cults, etc., and transmigration).

2 The primary cause of this evolution Old Indo-Aryan (in fact Indo-Irania
> Apabhramsa, etc., was perhaps the impact of the non-Aryan languages
India. First we get the distinction of dentals and cerebrals, later we g
(gradually) a rhythmical assimilation of the Aryan language to its new Indi:
environment. The Dravidian metres have the exact opposition of quantitie:
Munda metrics awaits clarification, but cf. Khmer metrics (exact oppositior
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addhasamavutta. Besides those mentioned, we find in our texts
swapata (still in the mattdchandas stage, but not so fluid in
structure as the main metres) and vegavatz (also approaching its
rlassical fixed structure). In addition to all these we find
samavuttas which appear to be of mattachandas origin, being
particular cases of mattachandas (including vegavati) padas
pencralized @ rathoddhata, dodhaka (meghavitana does not seem
to occur in the Canon). Iinally we may note that the visama-
vulta upatthitappacupita (upasthitapracupita) with its variant
structures appears to be derived from mattachandas. This
wonderful invention of the old Buddhist poets, which was
perhaps the first talavutta in Indian literary history, is analysed
in Chapter IX on akkharacchandas. In their fixed forms all the
mectres considered here belong to that chapter, where they are
accordingly reclassified, but their origins are discussed in the
present chapter, since they help to illustrate the nature of
mattachandas structure.

§ 123. Some particular pdda structures of opacchandasaka and
vetaliya have names, such as bhaddaviraja, pavatiaka, and
others (see the tables below), but it does not seem necessary to
discuss them as separate metres since they are found only in con-
junction with the two main metres. The two main metres occur
cither independently or in mixed strophes. In the latter case the
mixing is normally not haphazard as in tutthubha-jagatr but is
a regular alternation of vetalzya and opacchandasaka pdadas. We
should perhaps regard this mixed strophe as a third main
metre, but its structure does not differ in any respect, other than
the cadence, from the first two.! In the tables its padas have
been counted under opacchandasaka and vetaliya.

Tables of Mattachandas Structure

§ 124. No detailed discussion can be given in this and the
[ollowing chapters on the metrical interpretation of particular
padas according to the rules given in Chapters I-IV, and no
account is given of the hundreds of emendations which had to
he made to the printed texts (usually with manuscript support)

! See §§ 183 ff. below on strophe structure for an account of the mixed
strophe.
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in order to scan them, except in isolated cases of special interest.
It is hoped to publish a new edition of a typical text (the
Therigatha) in illustration of the metrical interpretations.

§ 125. The present piece of research is of a preliminary nature,
and aims at understanding the main usages as a basis (itselt
liable to modification as our knowledge of ancient Pali in-
creases) for further detailed and more accurate investigations.
The extent of the uncertainty in scanning old Pali verses which
results from the fluidity of the language and a certain use of
licence, as we have already seen, makes it impossible to arrive
at precise figures—quite apart from textual corruption. There
is thus some scope for the exercise of subjective judgment, the
amount of which, and the resulting amount of possible distor-
tion, has been approximately estimated. The figures arrived at
indicated that the general picture of mattachandas, for instance,
given here, might be about 3 per cent in error, whilst in some
of the details, particularly the permissibility of certain pada
structures, a much greater local error might be made. After
some years of studying these metres and trying to acquire a
““feeling ”’ for them, the analysis offered here seems nearest to
the truth and can apparently be justified, in its main outlines
but probably not in all details, by the study of ancient Pali
metrics as a phase in the history of Indian metre. Many doubt-
ful structures have here been recorded and considered, although
the eventual conclusion is that all forms defective in quantity
(mattd count) should be emended. This conclusion cannot be
assumed in these preliminary tables.

§ 126. The following tables show the structure of the great
majority of the opacchandasaka and vetaliya padas in the Pali
Canon (a few stray strophes in the Vinaya and other pre-
dominantly prose texts are not noted here ; however, the aim
was to scan everything that could be found in these metres in
the Canon, although no doubt a few verses have been over-
looked). The schemes show the first part of each pada, con-
sisting of six smatta in the prior and eight in the posterior, the
cadence being assumed to be fixed : -v-~-= (opacchandasaka)
or -~-v= (vetaltya). This is the form of the cadence as given by
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the Indian theory (e.g. Pingala IV 32), and the deviations from
it are sorare as to be almost certainly corruptions. It must be
noted, however, that some matiachandases, or metres of matia-
lhandas origin, had a different cadence, which we must attempt
fo explain, and that a certain amount of rhythmic interplay
hetween the free and fixed parts of the pada sometimes seems
o involve an overlap in which the first syllable of the cadence
elongs to both parts, or even to the free part and not to the
cadence at all. It is possible that in these exceptional cases,
which have here been called * syncopated ”, this syllable could
e altered, as long as the mattd count of the pada was main-
tained, and therefore the few examples found where such an
alteration appears have been recorded.

§ 127. A number of padas which could not be scanned satisfac-
forily owing to extensive corruption, have been omitted. Prior
padas were more liable to corruption than posterior padas :
whereas posterior padas were protected by the prior padas
preceding them, prior padas were sometimes remoulded into
other metres which were presumably more familiar to the
reciters and copyists. The same thing happened in the ganac-
chandas verses. These missing pddas belong mainly to Sn
(twenty-six cases), which was studied first : in working after-
wards on the other texts greater efforts were made to obtain
some kind of probable scansion, except in the most desperate
cases, or when the substituted pdda in some other metre left no
indication at all of what originally stood there. It will be
noticed that owing to this corruption of prior pddas the total
number of posterior padas scanned in the tables is 5% per cent
preater than that of the prior padas. Owing to the greater length
ol the posterior pada and the consequent larger number of
possible structures, the discrepancy is no doubt partly due to
Ihe accepting of corrupted posterior padas merely because they
chanced to fit the mattd count. A third cause which increased
the proportion of posterior padas—especially in Sn—is the
occurrence of large numbers of repeated pddas as refrains in the
fourth pdda of the strophe. These were less liable to corruption
(han the multiform prior padas which accompanied them. All
figures should be taken as approximations or estimates only.
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§ 132. There are nearly 400 verses in opacchandasaka a
vetaliya in the Canon. The other metres we have mention
occur much less frequently. Vegavati is represented by twent
five verses, or thirty-four if we count those which appear
both S I and Th I each time they appear. There are twel
verses predominantly of pupphitagga (which have been includ
in the tables of opacchandasaka) and two of aparavatta. Svaga
appears in at least nine verses. Of the samavuttas, dodha
seems to be limited to three verses in Vv, but rathoddhata
fairly common ; forty-six verses were counted.! There a
fifteen strophes of upatthitappacupita. Some of these metres a
still fluid in the Canon, the alternation -/~ being apparent
allowed in certain positions, and sometimes ~~-/~-~ and oth
variations. On account of the small numbers of examples, ho
ever, one can hardly formulate exact rules. The norm
schemes of these metres are as follows :

pupphitagga ~~~~=- AR R T X2

aparavatta ~ vvvvvv-~ N B )
vegavaty  ~v-v~ mvve v X 2

v J— _.| vV

dodhaka -<--<v-~~-" X 4
rathoddhata ~  -~-~ ~~-~ -~ X 4

upatthitappacupita - - -vv-v-vovvo |vvoveevovovl o

svagata - - -

T he Mattachandas Texis

§ 133. Before proceeding with our analysis of mattichand
structure and taking up the question of the origin and history
these metres, we may make some general observations abo
the texts in which they occur. It is part of the purpose of tt
study to deduce a chronology for some of the Canonical texts
metrical grounds, and little weight is attached here to any
the speculations on Canonical chronology which are based «

1 Padas of rathoddhata also occur in vetdliya verse as a regular variation
least 20 examples).



§ 128. TABLE 1
Opacchandasaka
Remarks Prior Pada D III Dh U Sn Vv ThI ] Total
bhaddaviraja - - v~ 1 3 2 58 I-h 8? 31? 107
(74) () (32) | (125)
vasantamalika | vv- v~ 1? 1 20 I 2 7 32?
(4) (34)
- - 2 6 2 1 3 14
(57) (8) (23)
pupphitagga | =wvves 21? 1 54 3 30
1??
X 4 = mayinrasarini . 1? 9? I 4 16
B 2 2? 3? 52? 2 2 17
41
e 1 6 1? 6 14
AR v 1 3? 4
~~~~~ 1? 2 2 5
(3) (6)
““ svncopated ”’ V- - 3? 1? 1? 4
- -/ 1 2? 3?
(6) (8
iy v - v 2 2
? - - vvd 1 1? —— 1
F S e TS T e - v 1 1
R | s e I I
- -~ I 1

a word lost ?




i

=

“ I(z) B 1
L — - ' .
s G
—— — z 4
- — - :
- 496-7-' 1
L A - o =z
- - il h
3 - W L e . =
g e 12 l
= g - ' TP
o e o s
= S0 I
i T — ; H
j —_—— T = i -
e gt = -
T - 3
o= 2 pe-
) 12 13
2 o == B
T 1? I
....... /.. 17 ]
S R a2 =
Soial 23 26+ 62

(24)

9
(10)

128
(180)

9(10)

14
(21)

(74)

277
(351)




Remarks Posterior Pada | D 1I1 Dh U Sn Vv Th1 ] Total
bhaddavivaja LT 1 3 5 35 7+ 10 23 86
(39) 2 (14) (28) (99)
vasantamalika e - - 2 1 3 35 24 ) 15 62
(4) (62) 2?? (6) (19) (98)
s i HE T 1? o 4 4 4 14
pupphitagga SOCOERE 16?7 6? 22
(17) (23)
- - - 3? 3 6
= ad OIS 6 41 1 8
= = ol 4 BRI 4 9
(20) (25)
e - - 1 5 1 I 8
- vEe 6 +1? 7
(8) (9
A T 4 +1 5
2 Ey e 1 1
A 1 1
" syncopated ”’ A S e 1? ¢
g oy ] 1@
————— /~ s 12(2) 1(2)
—————— . I i peer e 2 2
ST vvo v v 1? 2, 1 4
BE g e 1 I
T 1(2) 1 2(3)
e Shen o +1? I 2
vvvvv X 1 1
R AR T - i —- . -
g B SnTon L i 3 N 3




T e TR el e 1 1? 1

’ P : B I

? S O 1 T

‘“ syncopated ”’ Iy 1? 'y 1

24 4 7 118 22 14 64 | 259

Lo (139) (23) (20) (70) | (293
+6

Explanations for Tables 1 to 4 :
?  doubtful
?? very doubtful
() includes repetitions of an identical pada
/~ first syllable of cadence is short (‘‘ syncopated ")
+ & xis an additional figure from very confused verses partly remoulded into another metre
/-~ first syllable of cadence resolved into two shorts

On account of the difficulty of assessing the ‘‘ doubtful *’ cases the totals given in the right-hand columns are apprexima:
only and do not agree exactly with those at the bottoms.



§28 Tams= 1
Opacchandasaka

Remarks Prior Pada D II1 Dh iy Sn Vv ThI ] Total
bhaddaviraja - - v 1 3 2 58 1+ 8?2 31? 107
(74) (9) (32) | (r25)

VYASANIAIR IR T i d it i S bt 2 1? 1 20 i 2 7 32?
(4) (34)

I 2 6 2 T 3 14

(52) (8) (23)

DUDPRUGGE RS o= ool lecisiitinzet' 21? 1 54+ 3 30

e,
X 4 = mayarasarini i 1? 9? 1 4 16
Sl 2 2? 3? 522 2 2 17
+1

- - - 1 6 T2 6 14

g I 3? 4

vvvvv 1? 2 2 5

(3) (6)

““ syncopated ”’ =il 3? 1? 1? 4
5= s T 2? 3?

(6) (8)

> - - v NS 2) 2
? R A 1 T 1
vve wwy 1 1

a word lost ?

cauivalent to posterior pada




Mattachandas 93

such criteria as the development of the doctrine. It has been
snggested, for instance, that texts containing ‘‘ highly sys-
tematized ” doctrine such as the ‘“ eightfold path ”’, and even
the *“ four truths ”, are later in origin than texts of a more
poctic nature. The strongest argument in favour of this
criterion is that the Abhidhamma texts, which are pure
systematization, are indisputably later compilations than the
Dhamma-Vinaya in all the Schools of Early Buddhists, and are
largely recognized as such by the traditions. This argument,
lhowever, cannot be extended to the analysis of the Dhamma-
Vinaya texts, and in any case the Abhidhamma compilations
are almost certainly based not on, or not directly on, surveys of
Dhamma (Sutta) texts but on old lists or Matika (Matykd) of
topics, elements, and phenomena, which cannot be proved to
be later than the Dhamma-Vinaya and may well have formed
part of the earliest collection of Dhamma.

§ 134. Asforthe subjective argument that a religious movement
necessarily starts on its career with beautiful and inspiring
poetry, and afterwards loses its creative élan and produces only
dry manuals of doctrine, one can equally convincingly argue
the other way round : that Buddhism, for instance, began as
one of the countless sects of early philosophical inquirers in
India, each with its own system of elements and so on (much
of it held in common by many of them), and afterwards grew
into a great popular movement with poets and preachers using
all the literary arts to arouse and persuade the lay people on
whom the success of the movement depended. The History of
Buddhism was clearly much more complex than any such over-
simplified scheme can indicate. The chronological arguments in
this study are advanced on purely metrical grounds, although
interesting correspondences with some of the speculations
rcferred to have been found. Some of these may provisionally
he indicated here, subject to detailed confirmation in the
analysis which follows.

§ 135. The pre-Pali literature possessed a very small number of
metres, whilst the post-Pali literature used a very large number
of metres, the new ones being constructed on principles quite
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different from those of the old metres. We may therefore expect
to find Pali texts standing at different stages in this develop-
ment in their use of metres, unless all the texts were composed
at the same time and show only one stage. An extreme case is
the Lakkhana Sutta in D 111, which contains a greater variety
of metres than any other Canonical text, all of them, moreover,
being either new ‘‘ Classical ”’ type metres or Classical forms of
old metres. In the latter category we find rucira and vam-
sattha (vamsasthd), in the former rathoddhata, wpatthitappacis-
pita, uggatd and pamitakkhard (pramitaksard). Besides these
six metres we find verses which are predominantly pupphitagga,
sprinkled with padas of the more common forms of opacchanda-
saka, some or all of which may be corruptions. These metrical
considerations justify the conclusion that this is a late text
standing on the threshold of Classical Sanskrit metrics. It is
therefore of great interest to note that in content this sutta is an
elaborate piece of *“ Buddhology ” describing in minute detail
the thirty-two physical characteristics of the Buddha. In the
histories of the religion this iconographic development has often
been supposed to be a late development in Early Buddhism,
tending to Mahdyana, and this more or less subjective argument
can now be supported by the objective evidence of the metre.
Finally, on turning to the commentary on this sutta, we discover
that the orthodox tradition records that the verses are not so
ancient and authentic as the bulk of the Canon by attributing
them to Ananda : etd pana gatha poranakathera Anandatherassa
thapitd vannagathd ti vatva gata (DA p. 922).

§ 136. The earliest stratum of Pali verse is not so easy to
locate, since the use of only one or two metres is not in itself
proof that the others were unknown. There are, for instance,
such uninspired compositions as the Cariyapitaka and the
Apadana, which may be shown to be derivative from the
Jataka and Theratherigatha and entirely devoid of originality or
poetic interest.! Apart from three garbled verses copied from
arvya verses of Th II, the metrical outlook of these two texts
is limited to pedestrian wafta composition with a very few

1 On Cp ci. § 6 above.
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(u{thubha strophes. In these cases we may safely conclude that
the pious monks who compiled the texts had no knowledge of
inetrics beyond the two commonest metres and no poetic
aspirations. These texts tacked on to the end of the last
Nikdya of the Canon may represent a final decadent phase of
’ali composition, later than the great period of innovation and
creation of new techniques which culminated in the Lakkhana
Sutta, when the Theravada Pali poets were left behind by those
of newer schools with new ideas to express (see e.g. the Maha-
vasti).

§ 137. The Suttanipata contains a high proportion of wmatta-
chandas, fairly homogeneous in structure and not characterized
by successions of short syllables or other techniques of classical
metrics. The collection as a whole, however, is far from homo-
geneous, as we shall see when we analyse the vatfa poems in it
(cf. also § 20 above), and whilst it may contain some of the
carliest Pali verses we possess, its composition extended over a
long period. Its metrical techniques do not include those of the
latest phases, although they do include ganacchandas and vega-
vati, so it would appear that it represents an early, or at least an
intermediate, period preceding that which ended with the
Lakkhana Sutta. An inscription of Asokaappears to refer either
to the whole collection at some stage in its growth or to the
Muni Sutta (tutthubha) which concludes its first vagga.

§ 138. A large part of the Therigathd, and part of the Thera-
gathd, seems to be especially characteristic of the later creative
period leading up to the Lakkhana Suila. Here we find the
tendency to successions of short syllables and certan other
“ classical 7’ techniques. We are fortunate in possessing the
Subhd [ivakambavanika poem in vetalzya, which is an excellent
cxample of proto-classical kabba composition, not only in its
metrics but also in its vocabulary and alaznkaras :

madhuran ca pavanti sabbaso,
kusumarajena samuddhata duma |
pathamavasanto sukho utu,
ehi ramamasi pupphite vane||



96 Pali Metre

kusumitasikhara va padapa,
abhigajjanti va maluterita |

-

ka twyham rati bhavissati,

yadi eka vanam ogahissasi||
vala'migasanghasevitam,

kuitjaramattakarenulolitan |
asahdayika gantum icchast,

rahitam bhimsanakam mahavanam||
tapaniyakata va dhitika,

vicarast cittarathe va acchara |
kasikasukhumehi vagguhi,

sobhasi vasan{avaryehi 'niipamel||
aham tava vasanugo siyam,

yadi viharemasi kananantare |

. o L=

na hi m’ atthy taya piyataro,

pano kinnarimandalocane|| Th II 371-5

§ 139. The Sagatha Vagga of the Samyutta (S I) is another
collection which is rich in metrical innovation and in poetic
content. The vegavatr verses ? ascribed to the famous poet
Vangisa or Vagisa Thera occur in both this collection and the
Theragatha.® Other mattachandas verses in S I attributed to
Vangisa include the vetaltya strophe (Pavdramd) and the
remarkable ‘‘ unpremeditated ” verses of the Parosahassa
section in which Helmer Smith (Sd 1171) sees the fusion of old
rhythms from which will develop the caupar of Apabhraméa
and later vernacular poetry. Elsewhere in S I we find the
svagata metre. Both the advanced nature of these metres and
the tradition that some of the poems were composed by a
disciple and not by the Buddha (cf. the Lakkhana Sutta) point to
a late period : indeed a large part of the Sagatha poetry is
assigned to persons and beings other than the Buddha, although

1 Or perhaps viyala- (udiccavutti), cf. Sanskrit vydda.

¢ Avrati and Pesalad-atimaiiiiana.

3 Note also the connection between S I and the Therigatha (Bhikkhuni-
samyutta). .
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as is usual in such cases in the Canon he is supposed to have
heen present to approve the verses. In folklore this is perhaps
the richest part of the Canon, and we seem to have a glimpse of
the Early Buddhists working to spread their teachings in a
popular milieu through the medium of a popular style of
composition akin to folk music and dancing. The name geyya
for this type of composition (tradition of the commentaries,
referring to S I) may indicate some kind of performance of these
short dramatic scenes with musical accompaniment. The study
of this geyya literature should help us to understand the des?
(folk music) origin of the new metres in the vernacular lan-
guages, to which we referred in the first section of this chapter.
Indian folk music and popular poetry, defying systematization,
continuously created new techniques, which re-fertilized the
more artificial ““ classical ” literature from the time of Vangisa
down to that of Puspadanta and Jayadeva.

§ 140. The Jataka used folk stories to popularize the teaching
in a way similar to the use of folklore by the Sagatha. A large
part of it, like most of the Sagatha, may tentatively be assoc-
iated with our “ later creative period ”, but other parts of this
vast collection may be at least as old as anything in the
Suttanipata, since they exhibit similar styles of composition to
the latter. The bulk of the Jataka mattachandas resembles that
of Sn in structure, whilst we shall see that the ganacchandas
resembles that of Th II; this apparent discrepancy is due to
there being no connection between these Jatakas in different
metres other than their inclusion in the same collection, which
probably took place at different periods.

§ 141. The Vimanapetavatthu may be entirely late in composi-
tion. It has been pointed out that it includes a reference to
cvents which took place about two centuries after the Nibbana,!
and itslevel of literary inspiration is well on the downward path
to the piety of the Apadana and the Cariydipitaka. Only rarely

! Pingalaka being king of Surattha: see PvA, p. 244. The Theragatha
includes verses ascribed to at least six theras who are recorded by the Commen-
tary to have been ordained after the Nibbana, three of them in the Moriyan
period (Tekicchakani, Vitasoka and Ekavihariya). Vv and Pv are probably
still later than this, i.e. considerably later than the traditional date of Pingalaka.
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do we come across anything of interest, such as a story which is
told in a different version but with some of the same verses
(mattachandas) in the Jataka.

The remaining mattachandas verses are scattered strophes
about which we can say very little as yet, since the anthologies
(Udana, Dhammapada) and prose texts (D II, Vinaya, Udana)
in which they appear have not yet been subjected to serious
historical analysis.! There seems to be no reason to suppose that
any of these verses are very early, with the possible exception
of one or two udanas.

§ 142. Although there are no hard and fast boundaries between
the periods or phases of Pali literature to which we have
referred, and most of the Canonical collections overlap at least
two of them, it is worth noting here that this tentative survey
of some of our material would suggest, when placed against the
historical background (see our Introduction and the stray
referencesin the texts mentioned above), that it might be useful
to assume three phases :

(i) An earlier period, during which mattachandas and
ganacchandas first appeared, represented by most of the
Suttanipata. This is a pre-Moriyan period, but we have not
found evidence to indicate whether it includes anything as early
as the sth century B.c., and, if not, whether any extant Pali
literature belongs to a still earlier period.

(ii) A later period, during which both new classes of metre
became markedly transformed in structure in accordance with
the tendency to Apabhrams$a rhythms, and new metres of the
fixed classical type appeared in increasing numbers; repre-
sented by a large part of the Therigatha, part of the Theragatha
and the Lakkhana Sutta. This approximately coincides with
the period of the Moriyan Empire.

(iii) A period of decline in literary creation, represented by
most or all of the Petavatthu and the whole of the Cariyapitaka.
This decline may have begun under the Moriyan Empire, at the

1 On Dhsee Senart, Les Inscriptions de Piyadasi, 11, Paris, 1886, pp. 314-22,
who points out the resemblance between the doctrine of Dh and that of
Asoka’s inscriptions.
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¢nd of the 3rd century B.c., but coincides roughly with the 2nd
century B.C.

I'he Origin of Mattachandas

§ 143. In the ZDMG of 1884 (vol. 38), pp. 591-5, Jacobi out-
lined his conceptions of the origin of vetalzya (i.e. of mattachandas
penerally), its further development giving rise to aparavatia
(through what he calls the ‘ victory of the quantitative
principle ’), and the evolution of gawnacchandas.! Hopkins
(1902, p. 337, etc.) gives a different theory contradicting
Jacobi’s (although he does not seem to have known Jacobi’s
work), on the basis of his study of the Epics.

Hopkins bases his theory on the fact that opacchandasaka and
velaliya are almost unknown in the Mahabharata (except for
what he calls a ““ sporadic approach to waitaliya . . .in a late
passage of Vama and in Santi ”) whilst pupphitagga and
aparavatta occur more than ninety times (“‘ chiefly in later part
of the epic "—also in Harivamsa, where pupphitagga :s some-
times mixed with wupajati, 3, 6, 10). If Hopkins is right in
assigning the main composition of the present Mahabharata to
about the 2nd century B.c. with additions until the 4th century
A.D. (1902, p. 398, etc.), then it is later than the Pali Canon,
which we saw in our Introduction to have been composed
hetween the sth and the 2nd centuries B.c. Oldenberg’s
researches on the watta, which led to the conclusions we have
stated in § 20 (see Chapter VII for more details), are in complete
agreement with these deductions on the relative ages of the
Canon and the Epic.

§ 144. Some verses in the Epic may be earlier than the 2nd
century B.C., being taken literally, or perhaps with linguistic
adaptations (Sanskritization ?) not always affecting the metre,
from the old I{7hasa mentioned in the Pali Canon, but probably
none of the pupphitagga or aparavatta, which Hopkins associates

1 See also Kiihnau, 1886, pp. 178 ff. and 206, etc., on apparent correspon-
dences between mattachandas and tutthubka and viraja (virdaj) and the probable
origin of mattachandas. These researches seem to have been quite independent
of those of Jacobi, although they were published two years later. Ballini, 1912,
part 2, 73 ff. simply reports the conclusions of Jacobi and Hopkins without
adding new arguments.
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with the later parts of the Epic, are so old.  We can therefore
refute Hopkin’s theory that opacchandasaka—uvetalzya evolved
out of pupphitaggi—aparavatia simply by placing the Pali
evidence beside that of the Mahabharata, whatever the reason
for the preference for the latter metres in the Epic.

Hopkins is apparently on stronger ground with the Rama-
yana, where he finds pupphitagga-aparavatia tags in Books I-VI
but opacchandasaka—vetaliya tags in Book VII. Unfortunately
he overlooked the fact that these opacchandasaka—vetalzya
verses are in the fixed classical form of the metres, not in the
true maitachandas form of the Pali Canon. In any case it is
certain that the Ramdyana in its present form is not only later
than the Canon but, on the average, later than the Maha-
bharata, although the latter probably had some additions made
to it down to a still later date. The argument deriving pupphi-
tagga directly from tugthubha-jagati (Hopkins, p. 337) by the
resolution of two long syllables to give a posterior pupphitagga
(the derivation of the prior pdada along similar lines would be
still more arbitrary) is thus entirely fanciful, and Hopkins was
completely mistaken in supposing that the fully fledged
pupphitagga (with its long successions of short syllables)
appeared first and was followed by a reversion to a metre much
closer in structure to the tutthubha.

§ 145. Jacobi regards pupphitagga as a development from a
“pure”’ mattachandas (early opacchandasaka), and derives
vetaliya (which he takes as the basic type—Hopkins takes
opacchandasaka as the type and describes vefalzya as “‘ cata-
lectic ”’) from the Vedic satobrhati (2 X 12 + 8 syllables). This
is plausible in that the appearance of successions of short
syllables can be followed stage by stage through the transition
to classical metrics. In our earliest opacchandasaka—vetaltya the
principle of maffd measurement was perhaps not yet fully
established (this is Jacobi’s view), so that only the unevenness of
the prior and posterior padas is the essential characteristic
which distinguishes metres belonging to the mattachandas
family. The derivation of vetaliya from satobyhati, however, is
nnconvincing owing to the great gap in time between the Vedic
and Pali periods of Indian poetry. Jacobi’s idea of ritual
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tampering with Vedic metres leading to metrical experiments
which resulted in vetaliya is even less happy than Hopkins’
forced derivation of pupphitagga.

§ 146. The theory that the new metres were a continuation of
the Vedic “lyric metre” tradition of the combination of
nnequal padas (which otherwise has to be regarded as having
disappeared completely without being replaced by any new
technique) can in fact be improved. It is not necessary to
divide the first ““ foot ”’ of the satobrhait and to transfer three of
its syllables to the posterior pada as ‘“ anacrusis ”’, for in the
Swullanipata we find two poems having a strophe structure
closely paralleling the Vedic lyrics. This is the mixed vetalzya-
opacchandasaka, in which the vetalzya always takes the prior
position and the opacchandasaka the posterior :
baddha hi bhist susankhata,
tinno paragato vineyya ogham |
attho bhistya na vijjats,
atha ce patthayasi pavassa deva | Sn 21
—1let us compare this not with the satobrhati but with what
Arnold calls the ““ uneven lyric ”’ : anustubh + tristubh (instead
ol anustubh + jagat?) :
dgne tvdm no dntama,
utd trata $1vd bhava varathyah |
vdsur agnir vdsusrava,
dcha nakst dyumdttamam rayim dah |
sd no bodhy Srudhi hdvam,
urusyad no aghayatih samasmat |
tdm tva Socistha didivah,
sumndya nindm imahe sakhibhyah | RVS 'V 24

! wnd short metrically when followed by a vowel : Arnold, 1905, pp. 6 and 7.
¢ The accent would indicate that this y counts as a separate syllable :
Arnold, 1905, p. 83. But exceptions are possible.
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—the general similarity here is at once apparent. Other
padas in the Pali poem appear to coincide exactly with indivi-
dual Vedic padas : compare putta ca me samaniyd aroga (Sn 24b)
with the final Vedic pada, or sutva devassa vassato (Sn 3oc) with
the penultimate Vedic pada.

§ 147. Although this bringing together of texts so widely
separated in time and in manner of recitation cannot show a
direct correspondence, it does seem possible that both groups
of metres belong to the same class (a class of specifically
““lyric ” metres having special connections with music ?) at
different stages of development, and that the coincidence is not
accidental. We may suggest that the combining of the Vedic
lyric metres with a musical accompaniment (including ¢ala) led
to changes in rhythm (groupings of syllables) within the frame-
work of the ancient pdda structure (number of syllables and
quantity of each syllable, where this was fixed, especially in the
cadence). Eventually, with a firm musical basis established of
14 + 18 X 2 matta corresponding to the average duration of
the old syllabic strophe, the numberand quantity of the syllables
may be varied without disturbing the flow of the verses. The
new metre would then be not a curious and apparently arbitrary
combination of 14 and 18 mattd padas, but the result of a natural
historical development : the supplanting of an old metre by
a new one on a new basis but conditioned by its origin within
characteristic limits.! We shall have more to say on the
relationship between mattachandas and the older metres in the
following sections, since, whatever their past interconnections
may have been, they certainly seem to have interacted on one
another during the Pali period.

§ 148. To summarize the discussion in this section on the origin
of mattachandas we should first stress the importance of its
special connections with music and the musical organization of
its rhythmic structure.2 There is no proof of any connection
with the metres of the Vedic tradition, and the new metre may

1 Assimilation of Indo-Aryan lyric metres to the pre-Aryan ?
# The alternation ~~/-. The structure will be discussed in detail below, and
its musical affinities will then be seen more clearly.
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have had its origin in des? (Magadhi) * folk song : its rhythms
may even be non-Indo-Aryan in origin, coming perhaps from
some Munda tradition in Eastern India. The arguments for
a Vedic origin are the unevenness of the pada structure, the use
ol vetalzya prior padas and opacchandasaka posterior padas, and
not vice versa, in the mixed strophes, and the apparent simi-
larity between the shortest pada and anufthubha and between
the longest pada and fufthubha. These three points suggest
i connection with the Vedic lyric metres, which Arnold believed
{o have special musical affinities when he so named them. The
internal chronology of the Veda, and the development of its
metres, is still uncertain (apart from such obviously later
developments in speculation as a large part of the Tenth Book).
Arnold assigns the majority of the lyric verses to the earliest
period, but one of his arguments for this is their *‘ being
practically unknown in later literature ”’ (1905, p. 9). He also
says that in several cases of apparent lyric metre occurring ‘“ in
the late Rigveda the metre seems to be confused rather than
lyric ” (p. 50). It may be suggested that in this confusion we
might seek the beginning of the transition to mattachandas, and
that if they are connected with mattachandas the argument for
their great antiquity is reversed, and they may represent a late
development in Vedic metrics.

Relationships with other Metres

§ 149. The poem in mixed vetaliya-opacchandasaka quoted
above in comparison with the ““ lyric ”’ metres commences with
a tutthubha pada :

pakkodano duddhakhivo "ham asmi Sn 18a

—this is almost certainly a substitution for or corruption of
the original vetaliya pada, but it is not altogether accidental, for
as we have seen the two metres may be related through the
opacchandasaka, which sometimes is very similar to the
tutthubha in its posterior pada. There is some metrical evidence
in the Canon which suggests that poems have been altered
slightly, perhaps to adapt them to Theravada doctrine, and

1 Note the alternative name madgadhika for vetaliya.
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plenty of evidence of substitutions by careless repeaters or
scribes : in any case we have good reason to suppose that some
of the ancient theras responsible for the formation and preserva-
tion of the Canon had very little knowledge of metrics and were
quite capable of mistaking a mattachandas poem for tutthubha,
or a ganacchandas for vatta, even before the partial interruption
of the tradition in the 1st century B.c. Similar substituted
padas occur elsewhere in Sn, especially in the Sabhiya Sutta
(510-40), which includes jagat? padas.

§ 150. We have noted the resemblance between the posterior
opacchandasaka pada and the tutthubha, particularly in the case
where the latter forms the posterior pada of an ““ unevenlyric ”
metre : in the case quoted it is interesting to observe that the
whole mattachandas cadence is regularly paralleled in the older
metre (-v-~- -) although only the last four syllables are
normally reckoned as cadence in the tutthubha. Of still greater
interest, however, is the structure of the ““ break ”’, the middle
part of the tutthubha pdda, in its more regular forms in both
Vedic and post-Vedic metrics. In the early form of the metre
with caesura after the fourth syllable (Oldenberg, 1915,
P- 490 = Arnold’s “ primitive trimeter verse’) we have
* - % « v - -+~ - = Less often, but 1ncreasmg in fre-
quency untll it displaces this form altogether in the post-Vedic
period, we find * - * -, - v v - ~ - = whichis very close to
the alternative early form with caesura after the fifth syllable
= - = -« v -« - = and eventually coalesced with it to
form the classmal upajati which has no caesura. In these forms
the break always contains a pair of short syllables which gives
the metre its characteristic ring : a kind of syncopation cutting
across the rhythm of the opening, the tension thus created being
released in the cadence. Although such a pada is a single inte-
grated rhythmic unit, and cannot be subdivided into ‘‘ feet ”
(cf. the discussion on the “ ictus "’ in the Introduction), we see
that in the Vedic metre the conflict of rhythms which gives life
to the pdda may be produced in different ways by the different

x x

forms of the break: ...~ -|v >~ - | - «.., or ...~ -]
-~ «~]-~...0r...>=~-|v~|-~... The pair of short

~— S S
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syllables seems to oppose itself to the single short syllables of
the opening and the cadence, but it also opposes itself, one feels,
to the long syllable which precedes or followsit: v | ~ - but
also - | ~ ~. In other words we seem to find in the tugthubha
break an anticipation of the new technique of variation of
rhythm by the opposition of two short syllables to one long one,
and even a kind of proto gazza ~ v - or - v - anticipating the
4 matta gana of ganacchandas. Thisgives us a further indication
of the way in which the musical technique could penetrate
into the old metrics and find there an element with which it
could combine to form the basis of the new metrical technique,
once the other conditions (linguistic changes, etc.) were favour-
able for such a development.

The Pali tufthubha seems never to have a pada structure
which coincides even superficially (i.e. in the mere succession
of longs and shorts) with any mattachandas pada structure.
Such ambiguous forms were probably disliked, and we may
surmise that there was a direct connection between the develop-
ment of the new metres and the limitation of the old ones. The
Vedic ¢ristubh could take almost any form, although some forms
were more popular than others, and could even coincide super-
ficially with the opacchandasaka, as we have seen. The succes-
sive limitations of its structure until in the later parts of the
Mahabharata, in the Ramayana and in the Classical Sanskrit
literature we find only the fixed forms upajats and vamsastha,
together with fixed derivatives such as rucira, would be very
difficult to account for except by noting the appearance and
development of new metres, in ever increasing numbers, many
of which tended to coincide with it. The fristubh was thus
narrowed down to its most characteristic form = - v - - v ~
- ~ - =, which is least like any other metre.

§ 151. In the case of the vatta a similar process of restriction of
the Vedic anustubh pada took place, although it did not go so
far. The anustubh itself was not broken up into a series of fixed
forms, and very few of the new metres had a pada of as few as
eight syllables which might coincide with it. The ““ invention
of the vatta, or epic siloka (Sloka), and its adoption as the epic
narrative metre in which it was practicable to compose poems
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of epic length, prevented the process from going any further.
The epic metre had to be variable in structure to avoid mono-
tony and also to satisfy the need for a flexible siloka into which
a simple straightforward narrative would fit easily and
naturally.

We have noted that the Vedic anustubh could coincide with
a prior vetaliya. In Pali the form - - - - v - ~ 2 may occur
in either metre, and, as we shall see in the Chapter on the vatta,
the form with initial resolution v v - - - v - v = may also
occur in either. These forms, however, are not of frequent
occurrence in either metre, except in the posterior pada of the
vatta, where of course there is no coincidence since the posterior
vetaltya is longer. == - - - ~ - ~ < is fairly common in the
prior vetaliya, although it disappeared in Classical metrics, whilst

.. ¥ - ~ =in prior position, as vipula, although commonin the
earher Canonical verse, died out rapidly in the later phase of
composition, very probably under the impact of vetdlzya, and
afterwards gave place to the classical vatta with only the pathyz
and four vipula forms excluding . . . v - ~ = from the prior pada.

§ 152. The relationship between mattachandas and ganacchandas
is of a much closer nature, and is best considered as part of our
study of the origins of ganacchandas in the next chapter. When
ganacchandas had developed fully and produced the flexible
ariya, it appears that mattachandas rapidly lost favour. True
mattdchandas does not seem to have been used at all after the
period of the early Buddhist and Jaina literature, and its fixed
derivatives became part of the general classical stock of metres,
not specifically restricted to musical performances as ganac-
chandas was (apart from certain technical treatises).

We now proceed to a detailed study of the structure of the
mattachandas pada and strophe.

T he Mattachandas Pada

§ 153. We have noted that the pada falls into two parts, the
cadence, which is fixed (apart from the altemation of vetaliya
and opacchandasaka), and the variable opening part.! European

1 There is no caesura in the mattachandas pada.
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scholars (e.g. Fausbgll, Jacobi, Smith) have for some reason
(comparison of vetaliya with vatta ?) generally described only
the last four (or five in opacchandasaka) syllables as the cadence,
and treated the preceding syllable as part of the opening. They
have then divided this opening into two or even three “ feet ”
or gawnas in various arbitrary fashions. If the pada is to be
subdivided for convenience of analysis, and in order to under-
stand the mechanism of its variations, we must make more
careful tests on the basis of our statistics concerning the usage.
In regard to the cadence, we find in practice, as in the Indian
theory (noted by Jacobi, 1884, p. 594),! that the fifth (sixth in
opacchandasaka) syllable from the end is regularly long, the
exceptions amounting to less than 2%, of our collection. We
may assume, then, that the fixed cadence was normally
-v-“¥(¥), although it remains possible that our exceptions, or
some of them, are not mere corruptions but a rather rare form
of variation of the pada (see the discussion of ‘“ syncopated
structures below).

§ 154. Since the cadence appears to resemble that of the
(ugthubha we may now make a closer comparison of the two
metres than we did in studying the origins of mattachandas.
This may help us to understand the articulations of the pada :

_(,)v..

¥_¥_ (’)VV_

jagati N
vamsattha — =--- R ] SLE TSR
vetaltya (=)o {vv —

(BHS jagati =~ -vo= wo~v)

! The Indian scheme for wvetéllya when classified as a jati metre is 6/8
matta + ra la ga (when classified as a vutta metre the fixed scheme is sa sa ja
ga| sa bha va la ga X 2 ; it is then sometimes termed viyogini). In fact this
jati form of the metre does not seem to have been found in the extant classical
literature, and it is probably merely a scheme taken over by the classical
metrists from earlier treatises or traditions relating to the pre-classical period.
This of course gives it greater authority for us (Pingala IV 32).
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(whereas tutthubha and upajate drop the last syllable of this
cadence, opacchandasaka adds a syllable :

tutthubha : jag.-vet.: opacchandasaka :

—the apparent anticipation of mattachandas rhythms in the
“break " of the jagafi is striking.

§ 155. For the free part of the pada we obtain the following
statistics from the tables given in §§ 128-31. It might appear at
first sight that there would be no difference between opacchanda-
saka and vetaliya except in the cadence, and that to obtain
larger samples as a basis for statistical discussion we should
simply combine the tables. Although it is useful to do this, and
it does indeed give a sharper outline to our statistical charts, the
usage in the two metres differs in some important details. Thus
the form of vetaliya posterior pada used also as the samavutta
rathoddhatd is very rarely paralleled in opacchandasaka. Evi-
dently there is a close union of the two parts of the pada, which
was always felt as a unity despite its contradictory rhythms. In
our analysis we must never lose sight of this unity.

§ 158. The variationsin the free part of the pada suggest a kind
of articulation into groups, or ‘‘ proto-gazas ’’, normally of
2 + 4 mattas in the prior and 4 + 4 in the posterior. The
normal variations are then as follows :

Prior Pada :
2 4
commonest '
form .... - —~ 429,
i : 830/{) 88'5% of the Samp]e
bstitu- -
suti?nisu el .. (probably 93-94%, if

we could restore all
the corrupted padas)



§ 156. TABLE 5
Prior Pada
Rhythm Op. tot. Vet. to. Total % Op. % Vet. Overall 9,
bhaddavivaja tvpe ESIES L S 107 (125) 162 (166) 269 (291) 41 (42) 42 (42) 42 (42)
vasantamalik@ type - -~ B 32 (34) 79 (84) 111 (118) 12 (11°5) 20-5 (21) 17 (17)
B s 14 (23) 29 43 (52) 5'5(7:75) | 7°5(7-25) | 6°5(7°5)
o veve - ¥ 1
> voven ? e 1 1
) - - et I 1 2
- - - b I
o oy Feeilie 1 1
- - e I? T
Tetal . 259 (293) 385 (398) 644 (691)

(percentages are of the cases counted)
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Posterior Pada :

4 i 4
commonest
forms.. v= w= i - vv 729,
78%
substitu- or 82%) 85:5% or 86%
tions ........ .- ....)79°5%|or (probably well
83%| over 9o9, if
........ B e b we could re-
H store all the
B corrupted
: ) padas)

§ 159. Quite regularly, although very infrequently, we find
what appears to be a syncopation of these articulations
identifiable through the shifting of the last substitute shown
above in the four matta groups (v~ ~)into a position overlapping
the usual groups, and even overlapping the first syllable of the
cadence, which is sometimes resolved :
Prior Pada :
4 1 4
HE T

v oo~ = (- vev O (2 just over 4% (probabl
: : ] P y

| over 5%,)
R S EYON
(etc.) :
Posterior Pada :
2 4 4?
i 27
— i vie (4 () 4-5-5% (perhaps more
N e than 6-7%)
- e (200
i (etc) i

This alternative grouping, which in the above cases so
strikingly anticipates the cadence rhythm (¥-~|- -), may have
been felt also in padas which appear ‘‘normal”, e.g.
—vv|- =]v=v- =, ~|-v~|- -|¥-¥- -, or even --|v~-|v-~--, where
we cannot identify it with certainty. No doubt some sort of
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usage was current whereby perhaps 10-159, were sung with
““ syncopation ”, reflected in the musical setting but only ap-
parent in the actual text in the 59, which have the forms shown
above. No doubt also this usage was fairly freely interpreted
in practice by the singers, and the same pada might be sung
in both ways if its structure permitted. The ekariipa, - -|--~|
v-v- - X 4 (two pddas in Sn seem to have this form, but they are
probably corruptions), may be another syncopated form, the
resolution of the first syllable of the cadence implying that it has
been transferred to the free part of the pada. Other cases of this
resolution, however, such as - -|v-~|v~ ~-v- - (Sn)—if this
is not a corruption—would contradict this theory.

§ 160. We shall trace below the tendency to a more restricted
technique with groups of two matta each only : 2|2|2| cadence
|2|2|2|2| cadence ||, and the relationship between these
mattachandas variations and the early ganacchandas rhythms.
It should be noted that boundaries between these groups could
occur only after even numbers of matta, i.e. groups containing
odd numbers of matta were not allowed. This rule is in fact
given by the Indian theory (of later redaction but probably
based on usages more ancient than the extant treatises) as
reported by Jacobi (1884, p. 594).
The overall scheme for mattichandas is thus :

Wil e § Rk W

() F i () x4
R B
(-0

Using the musical terminology we may say that the padayuga
begins atita (i.e. before the beat, or graha),! whilst the posterior
pada follows through sama (i.e. it begins with the graha). E.g. :

. ()
yo upatitam vinety kodham,
. (] ()
visatam sappavisam va osadhehi |

, ()
so bhikkhu jahati oraparam,

. () <>
urago jimnam iva tacam puranam  Sn 1

! Or perhaps andgata (after the graha), but in any case visama.
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§ 161. It would be possible to put forward other schemes to
account for mattachandas structure. For example, it could be
suggested that, in opposition to the caturasra tala of ganac-
chandas,* maitachandas was based on the other fundamental
tala of the ancient music, the ¢ryasra (SIIS or -~~-). We could
scan in ganas of 6 mattds each :

e R O R R e R R

—the whole strophe consisting of twelve ganas organized in
four groups of three marked off by the cadence-rhythm -~-~.
Such a description would avoid the difficulties we experience in
dealing with mixed pddas in binary (the free part) and ternary
(?—the fixed cadence) rhythms. There is no justification, how-
ever, for thus assimilating mattdchandas to ganacchandas by
scanning it in ganas throughout with the same alternation of a
gana of special (fixed) rhythm to mark off the ‘ bars” or
‘ phrases ”” of a fully musical structure. Had the distinction
between the two metres been simply the difference of tala, not
merely the theoretical descriptions but the whole subsequent
history of the musical metres would surely have been quite
different from what we actually find. It seems most natural
(and in all science we have to prefer a simpler description to
a more complicated one, provided that it accounts for all the
facts) to regard mattachandas as the semi-musical forerunner of
the fully musical ganacchandas.? We can then account satis-
factorily for the disappearance of true mattdchandas after the
development of gamnacchandas, without having to explain the
absence of fryasra tala from the musical metres of later times.
Mattachandas and ganacchandas are indeed very closely related,
but in a much more organic way than they would be if they were
merely the reflection of two different musical ¢alas, one having
twelve 6 matta ganas and the other sixteen 4 matta (or eight
8 mattd) ganas. The strongest argument for the explanation of
mattichandas pada structure adopted in this section lies in the
analysis of the origins of ganacchandas which is set forth in
Chapter VI and partly anticipated at the end of this section.

§ 162. With reference to §§ 133-148 of this chapter, we may
make a comparison of earlier and later mattichandas texts in

1 See the following chapter for an explanation of this description.
2 cf. §§ 120-1.
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the Canon with a view to tracing the tendencies in the develop-
ment of the metre. We have suggested that the Suttanipata
verses belong to an earlier period (i) whilst those in the T heri-
gatha belong to a later period (ii). Let us compare the tech-
niques used in these two texts :

§163. TABLE 7a
Prior Pada
Sn Th II Sn9% | ThII®
- - 93 (109) | 150r16 | 53 (55 | 23o0r25
(23 or 24)
wv- v 31 15 (16) | 17°5 (16) | 23 (24)
- .- To 5 55 (5) 7°5
------ 1 1 o5 15
- e 10 o 5°5(5) —
- eeen 9 225 (2) 14
- - - 8 3 45 (4) 45
oo - 1 2 0-5 3
vvvvv o 2 0r 3 — 30r4-5
- v= 20r3 I I0ri-s 15
N 1 (6) 1 0°5(3) 15
> 2o ee 2 - o s 2 o 1 —
- ve v~ 2 o I —
> R 1 2 0°5 3
> - - 2?2 - -~ 2 o 1 —
Ry L o 1 — -5
- - -/~ o 1 — 15
~~~~~ ) 1 —_ 1-5
> - - -2 < .- o 1 — 15
~~~~~ o 1 — I-5
_____ o 1 — 1°5
defective 7 2 4 (35) 3
Total . s s . | 176 (197) 65 (66)
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§ 164. TaBLE 7b
Posterior Pada
Sn Th II Sn 9, Th IT %,
- 45 (49) or 23 (25) or 28 or 29 37 or 38
47 (51) 24 (20) (23 or 24) | (38 or 39-5)
N LR 47 (75) 23 29 (35) 37 (35)
T 6 8 (9) 35 (3) 13 (14)
s o 4 — 65 (6)
- - - 5 (21) Io0r2 3 (10) I'50r3
(15 or 3)
e - - 7 o 45 (3-25) —
------ 1? o 0-5
- - 6 (8) o 3°5(3°75)
=T N 7 o 4°5 (3-25)
- 3 o 2 (:-5)
—————— 2 o 1 (1)
EERER 2 o I
e 1(2) o 0-5 (1)
————— /- 1 (2) 0 o5 (1)
R 1 o o-5
~~~~~~~ o x — 15 (1°5)
defective 28 (29) 2 17 (13°5) 3(3)
Total 162 (215) 63 (606)

§ 165. It is clear that a considerable change has taken place.
Whereas in the older text - -~~in the prior pdda accounts for
more than half the verses and ~~-~~ for only about one-sixth, in
the younger text this ratio of 3 to 1 between the two commonest
forms has changed to one of approximate equality. In the
posterior pdada the corresponding commonest forms do not show
this change, presumably because apparently for reasons of
halance and contrast the form -~ --~ is already at least as
common there as - - -~~. The contrast between the prior and
posterior pada has given place to a closer parallelism between
them, certain forms being regularly associated with one another



114 Pali Metre

no doubt as a prerequisite for the formation of new metres suc
as aparavatta. This point will be further developed below i
considering the strophe structure.

The historical tendency to resolve the longs into pairs ¢
shorts and so to produce successions of short syllables can als

be seen in some of the other forms. Thus -~~~~ increases fror
about 29, to 14%, and four cases of posterior ~~~v-~~ (aparc
vatta) appear which are not paralleled at all in the older tex
(one pada only of the associated prior form ~~~-~~ appears i
each text). In single examples only several other new form
appear showing the same tendency: ~v-v-~ VAR
vvvvvvv . We may note also in the wudiccavuiti padas th
tendency ~-v- > v-~ v~ . A curious counter example is th
disappearance of - -~~~~ (about 49, in Sn). If we count th

actual number of syllables in the tables above we find i
Sn 657 (849) longs against 791 (966) shortsandin Th IT 243 (252
longs against 371 (387) shorts, a change from 55 (53)% short
to 60-59%, shorts.

§ 166. The complete disappearance of ---v prior, whic
accounts for at least 5%, in the Sn cases, is very striking
although there is a slight increase in the forms of the udiccavutt:
which also contains ~v--, but in the initial position (fror
about 159, to about 5 or 69%,). This change probably reflect
the tendency to group the mattas in pairs referred to abov
(2|2]2(|2)). In the posterior pada likewise the 4 or 5% c
forms 2|2|~-~ have disappeared. Paccavutti proper does nc
appear in either text except for one doubtful rathoddhata pad
in Sn* we find - - - ~- |~ once (twice) in Sn. Finally th
form - ---|v, which may be taken to be a variety of udicce
vutts, occurs in one pdda in either text, but is in Sn a refrai
which appears six times (3%).

The Th II vetalzya, we conclude, shows a definite develoj
ment in the direction of the classical metre which has the fixe
scheme ~v-vv-v-~ 2|vvo —vvovon * X 2.2 It also shows tl

1 Note thatin Th Il vathoddhata is anindependent metre which has separat:
off from mattachandas (Ambapaligatha).

2 The proportion of longs to shorts in the formerly free parts of the padas
three to eight, i.e. 73% shorts.
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proto padas of aparavaita in the period immediately preceding
the separating out of aparavaita as an independent metre.

§ 167. Glancing at the otherlater texts, we sce in the Lakkhana-
sutta (D III) the stage following Th II, in which pupphitagga
(cf. aparavatta) appears as an independent metre. A dozen
padas of pupphitagga are found in the Vimanavatthu. This is
about one-fifth of the pddas found in that text, so that these
verses may perhaps be reckoned as showing an intermediate
stage between Th II and the Lakkhana. The vetaliya verses in
Vv are borrowed from the Jataka. The few verses in the
Petavatthis are similar in structure to those of Th II. In the
Theragatha, although again it contains only a few mattachandas
verses, there seems to be a clear distinction between the
opacchandasaka verses and the vetaliya. In the former we find
the initial long in a higher proportion of padas than in any other
text, not only in the prior but in the posterior padas also. These
opacchandasaka verses therefore appear to be very old. In the
vetalzya, on the other hand, the initial long in both pddas is
more frequent than the shorts, but only as 10:8 (or 15: 12
including all structures, not merely the two commonest) in the
prior and as 13 :% (8) (or 17:9 (10) ?) in the posterior. This
arrangement is very different from that of Sn, since in Th I the
shorts are most frequent in the prior pada, whereas in Sn they
are as common as the long in the posterior pdda but less than
one-third as common in the prior. The high proportion of
shorts in the prior pddas of the Th I vetalzya is surely the most
significant feature here, and we may conclude that these verses
are a good deal younger than those of Sn and only a little,
if at all, older than those of Th II. This conclusion seems
to be confirmed by the occurrence of three aparavaita prior
padas in Th 1, against only one in Th II in more than twice
as many verses, Th I having also one posterior aparavatia
against four in Th II. Finally, the Sagatha Samyutta has a great
preponderance of shorts in the prior pdda but approximate
equality in the posterior. In this collection, as in Th II,
all the verses are vetdlzya, and in structure they appear more
advanced than the Th I wvetalzya, although there are no
aparavatta padas.

E
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We still have to consider the verses in the Dhammapada, th
Udana and the Jataka :

§ 168. TABLE 8a
Prior Pada
Dh U J Dh 9%, U9, I %
- - 25 (28) | 9 (10) | 86 (87) 45 35 (36) | 48-9 (47
or 87 (88)
~~~~~ 15 (17) 5 20 27 19 (18) 11
- - 4 3 11 (16) | 7 (6°5) I1-5 6-5 (9)
or 12 (17) (9°5)
"""" 5 ] ] 3
- -~ 7 (8) 5(6)? 11 12-5 (13) | 19 (21) 6
- v 2? 7 (8) 8 (7) 4 (4°5)
- - - 2 I 14 3-5(3-25)| 4(3°5) (7+5)
- - 1 50r6 4 (3°5) 3
----- 2? I 2 35 4 1
(3-25)
.- .- 4? 2
- -/ 4o0rs5 2°5
- e/~ 1? o5
_____ 1 05
..... I 05
defective 1 about 5 | 2 (1-5) 3
Total 56 (62) 26 (28) | 178 (185)
§ 169. TaBLE 8b
Posterior Pada
Dh U k) Dh %, U % %
- 24 (25) Y 56 (61) | 40 (37) | 33 (31) 33-4
or 58 (63)
AR 19 (25) | 9(10) | 29(33) | 32(37) |33(34'5)| 17-17°5
or30(34) (18)
- e 1 4(5) | 23 (24) 175 15 (17) 14-6
orz7 (28) | (1-5) (13-5)
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Dh U J Dh % UY% J%

~~~~~ - 2 35 (3)

- ! 6 43°5) 3'5

e - - I 4 175 2'5 (2)
(1-5)

R 2 11 (12) | 3-5(3) 6°5

------ I I 175 o5
(r-5)

e I? 2 4(3-5) I

- - v~ 1? T ] 0-5

- - 4 2-5 (2)

oo wen 1 ' & o-5

cv- v~ 1? 0-5

vvvvvvv 2? 1

A 1 (4) 05 (2)

- wweeo 1? 1 175 05
(r-5)

- - - 3 | 2 (1-5)

- - oo | zory 3 | 650 2 (13)

S oeeeens I 0-5

v - 1 175

>- - - (1-5)

el - 1 o-5

oo e e I 5

- - v- - 1

- - v 1 I

T-ov- v 1 I 4 (375)

- - - 1 203 1 (15)

~~~~~~~ 1

~~~~~ - 1

defective 1 4 .

Total . | 6o (67) 27 (29) | 170 (185)

§ 170. In the prior pada the frequencies in J are very close to
those in Sn, but in the posterior pada the long opening syllable
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is twice as common as the two shorts, whereas in Sn thest
alternatives are about equally common. Other differences ir
the posterior pada include the much greater frequency o
-v~v-~~in J and also of the various paccavutti forms. Thest
discrepancies may be due to the considerably higher proportior
of vetalzya in J (nearly twice as frequent as opacchandasaka) a
compared with Sn (only about one-quarter as frequent). We
must conclude that the great majority of the Jataka matta
chandas texts belong to the earlier period, but we must alsc
note a tendency in the direction of the later style: in the
posterior pada -~~-~~ is as common in J as it is in Th II
(although ~~~~-~~is absent in J). The large proportion o
rathoddhatd padas in ] may also be reckoned as a tendency
leading into the later period when rathoddhatia became an inde-
pendent metre. This is the kind of evolutionary process whict
tends to confuse our picture of the metres based on our pre-
liminary rough distinction of earlier and later styles : betweer
the periods of the Sn verses and those of the Th II we now have
to postulate an intermediate stage in which rathoddhata padas
had become very popular, leading to the formation of a new
metre and the subsequent avoidance of rathoddhatd padas in
mattachandas. In J these three periods are all represented, since
the independent rathoddhatd appears in the Kumnalajataka
(No. 536).

The Dhammapada verses may belong largely to this inter-
mediate period, although ----~- appears only once. This
structure has a high frequency in the Udana, although since
there are only some fifteen mattachandas strophes in that collec
tion it isnot a satisfactory sample for our calculations. Probably
the U verses too belong to the intermediate period between
(i) and (ii).

§ 171. We must now study the differences between opacchanda-
saka and vetaltya pada structure which have come to our notice
several times in the preceding discussions. Tables 5 and €
(§§ 156—7) show the total occurrences of each form of prior
and posterior pada as opacchandasaka and as vetaliya.

In the prior pada and the posterior pdada the bhaddavirija
(suddhaviraja) type is about equally common in both metres
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This type appears to be the fundamental rhythm of matta-
chandas from which the others had been derived by resolution.
In the second most important type there is already a sharp
distinction between the two metres, which seems too great to
be mere chance : in the prior pada the opacchandasaka shows
only 129%, of the vasantamalika type against the vetalzya’s over
20%, ; in the posterior pada if we count the repetitions there is
very little difference (28/309%,), otherwise without repetitions
only 229%, of opacchandasaka but 299, of vetaliya. In the third
type (-v~-/-v~->~ —if it is correct to bracket these prior and
posterior forms) there is little difference in the prior frequencies,
but in the posterior there is a great increase in the frequency in
velaltya (opacchandasaka : 5%, vetaltya : 129%,). The greater
frequency of pupphitagga as against aparavatta is due to the
inclusion of the Lakkhana verses which are almost pure
pupphitagga and should perhaps have been excluded along with
the poems in rathoddhata. In the other opacchandasaka texts the
frequency of pupphitagga is no higher than that of aparavatta in
the vetaliya texts. The inclusion of the Lakkhana verses lowers
the percentages of the other opacchandasaka types very slightly
as compared with those of the vetaliya (the bhaddavirdja type
would in fact increase by 5%, in the prior pada, the vasantama-
lika type by 1-5%, the others by not more than 19 : the
present discussion is not appreciably affected by this correc-
tion). The other prior types do not show any marked difference
between the two metres. In the posterior pada the fifth type
(- - - -), which appears in only about 1-5% of the vetaliya
sample, rises to more than 79, in the opacchandasaka, if we
include repetitions. The rathoddhata, which is extremely rare
as an opacchandasaka pada (only one clear case, some cases of
-~- -~~may be corrupted rathoddhata or intended to be given
the rathoddhata rhythm by licence), accounts for nearly 59%,
(perhaps considerably more if we are right in correcting all
cases of apparent -v- --~ ) of the vetalzya. In this connection
we may note that the other udiccavutti types, though rare every-
where, show a slightly higher frequency in vetaliya. - - v~~~
is twice as frequent in opacchandasaka as in vetaltya, and
- -vv-, which accounts for 2-5%, of the opacchandasaka, does
not appear at all in the vetalzya sample. - ----, which may be
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compared with these two forms (and they may all be compared
with - - - -), is likewise much commoner in opacchandasaka
(2%/0-25%,). The other types are too rare to be compared,
except perhaps in the light of conclusions drawn on the basis
of those we have already examined.

§ 172. Our findings may be summarized as follows :
Prior Pada :

Little difference except that -~- ~~-v-v- is considerably
more frequent than v~- v~v-v-v- -and that if we disregard the
Lakkhana - - ~~---~- -is more frequent than - - ~v-v-~-

Posterior Pada :

Ve . Opacchandasaka :
tends to 4 S “C_‘__“rg tends to {— i :w:_,_v_ A
Lt i ™ flogmtely

o

oot ™ e i

§ 173. The only explanation, unless we suppose simply that
opacchandasaka is more archaic than vetalzya, which seems able
to account for these differences in the handling of the two
metres is the apparent parallelism between the cadences and the
favoured openings: opacchandasaka N2 and vetdliya

-~ ~==- (when not ‘syncopated” we might suggest
that -} + - >- is the nearest approach possible to such

parallelism or interplay between opening and cadence). It
seems that there was a strong tendency of this type in the
posterior pdda because the cadence of the padayuga was
prominent, compared with that of the prior pada, and also, we
may suggest, because, according to the proto gana-division
implied by other features of the versification, the complete
4 matta group at the beginning of the normal posterior pdda
was felt as a unity which, in opacchandasaka, could answer to
the final group of the cadence: - -|4|-~i-vi- - (compare :
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2|v-~|4|~-~|- rathoddhati—udiccavuits). In the prior pada

there is a weaker tendency to - I-\/- - which perhaps

checked the rise of the initial resolution in opacchandasaka (but
not in vetalzya) to some extent. In the next section we shall
develop this discussion further in connection with the interplay
of the padas in the strophe.

§ 174. To conclude this section we have to say something about
the development of the other metres and clarify one or two
other points concerning the pada structure which bear on this
development.

Jacobi suggests (1884, p. 592) that the first syllable in
mattachandas is anceps just like the last. This is his reason for
accepting the opening -v-(]-...), which if included in our
scheme would constitute a k1nd of 5 matta *“ gana . In the
earlier research on mattachandas for this study this 5 matta gana
was accepted and incorporated in the schemes as a kind of
“ cyclic dactyl ” or at any rate as being equivalent to a 4 matta
gana. The ““ anceps "’ idea was rejected and |-~-| was accepted
medially as well as in the initial position. In thelight of further
study of metrical licence and of the origins of the rathoddhata it
seems we may now abandon the ““ 5 mattd gana *’ and consider
it more satisfactory to regard any pada opening with -v- - . ..
as being in fact an original -v-~ ..., vv- - ... or -vv-
Practically all the examples of this in the Jataka contam
syllables which elsewhere are regularly shortened by metrical
licence, so that the pddas can be scanned in the alternative ways
quite naturally. Other cases (which are recorded in the tables)
are probably corruptions, and in some cases inferior readings
accepted by editors such as Fausbgll himself and others who
like him and Jacobi regarded -v- -... as a normal matta-
chandas opening.

It should be noted that the anceps initial syllable was essen-
tial for Jacobi’s theory of the origin of the posterior vetalzya
through the dropping of the first syllable of a jagat? pada :

()=~
¥

becomes anceps
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—having rejected this theory we do not need to assume the
anceps syllable. However, in common with all Vedic period
verse we may assume that the pre-Pali metre from which
mattachandas evolved had the anceps initial. In this case there
may be traces of such a usage in the earlier Pali verses, or at
least the initial syllable of a pada may be more liable to metrical
alteration than the other syllables, that is, a syllable of a Pali
word which is not normally liable to metrical lengthening or
shortening may be altered if it happens to occupy this position
in the pada.t This would of course apply to such cases as
“|-v~...> -]-v~...and others, besides -v- > v~-

§ 175. In discussing the origin of ganacchandas Jacobi again
makes use of the posterior opening -~-:

prior  posterior vetalzya

fourth gana
of giti (capald)

—it is true that the g7¢i seems to have appeared in the earlier
period (a fact not known to Jacobi) and may have owed its
origin partly to this anceps syllable, but it should be noted that
the last syllable of the prior pada (like the last syllable of any
pada in Indian metrics, which normally may be lengthened) is
much more certainly anceps and that we find .. .|-, ~~| ...
also as the fourth gasia in some of our earliest gztz Verses. Thls
junction gana linking the padayuga may therefore have been
more flexible than Jacobi supposed, so that his scheme of
derivation may be too artificial, or may be only a special case.2
It is easy to see why v-~ was the favourite form for the fourth

1 There appear to be similar cases of exceptional licence in the initial
syllable in the oldest ganacchandas verses (cf. § 226).

2 In the following chapter we present an improved theory of the origin of
ganacchandas including intermediate stages, or perhaps parallel lines of
development, not noted by Jacobi, which, besides accounting for the displace-
ment of the *“ cadence "’ rhythm, allows us to see the possibilities of variation
in the fourth gana.
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gana in early gamacchandas, without insisting on this exact
correspondence with a mattachandas prototype.

§ 176. We now come to the following statement by Professor
Smith (1949, p. 1155) : “ Devant cette ligne impaire... on place
aux endroits pair.. une ‘base’: normalement -- ou -,
anciennement aussi -~ ou ~-, base, qui, nonobstant I’autonomie
des gana, formera plus tard, avec la mesure suivante, une unité
a six mores...”—He instances the samavutta forms aparantika,
rathoddhatd, and also svagata and the fused types resembling it :
-~-~(~-~-). Now in his study of mattachandas Smith employs as

far as possible the gana-division : ~~-|v~-|v-v—||v~|- -|v~-|
“ base ”’

v-~-||. Wereject this, except for the rare padas which we have

termed ““ syncopated "', and give as the normal form : ~~|--~|

=~v=v~(=)||*~-|-~~|-*-*-(-)||. The ““ base ” here appears in
the prior pada (* ligne impaire ’).

§ 177. In the syncopated padas (according to our analysis) the
“ base "’ in the prior pada is absorbed into an opening gana and
a second gania overlaps the cadence as in Professor Smith’s
scheme: ~-~|-~-|v-~-. This perhaps originated through
beginning sama with the musical accompaniment, the first
syllable coinciding with the graha instead of anticipating or
following it (cf. § 160). In the posterior pada the same shift
takes place: -|v-v|v~-|v-~-. This pada now begins visama
with the musical accompaniment, instead of sama, and a
‘““ base "’ appears. As before the cadence is overlapped. In the
pavattaka of the metrical theory both padas of the yuga are
syncopated

oo

[ EVRERVN RURVEEN R ERCr I
) .

—notice how the gana division may here be carried right
through the padayuga, which is impossible in the normal form.
This point will be developed in the following chapter, in dis-
cussing the origins of ganacchandas.

1 ¢f. Fausbell, followed by Jacobi: ~«|-v~-|v-v-||~v-|-v~-]~-~-]| with
the tetrasyllabic ‘‘ feet ”’ supposedly inherited from Vedic metrics: it may be
seen from the schemes given above (§§ 150 and 154) that the tetrasyllabic
‘“foot ”’ is not the rule even in Vedic tristubh.
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The ““unité a six mores ”’, if it is of any significance, is
normally a feature of the prior pada and not the posterior, both
in the texts and in the Indian theory. It would appear in the
posterior pada in the syncopated forms. It iscorrect to say that
the openings -~ and ~- are early, but already, and not merely
at a later stage, they would show a probable 6 matta unity with
the following syllables, as in the common Sn prior pada
-v-v ... (~-v-...occurs once in Sn). On our analysis, of
course, these forms are regarded not as 6 mattd ganas but as
respectively normal and syncopated openings involving a proto
gana-division : -|v-vor v-v|-.

§ 173. In the light of this discussion we may consider briefly the
ways in which the other metres belonging to the mattachandas
family appear to have originated.

In the first place we have seen how the tendency to succes-
sions of short syllables gave rise to pupphitagga and aparavatia
and to the fixed classical forms of opacchandasaka and vetaliya
(8§ 166-7).

In the second place we find the samavuttas produced by the
repetition of a single pada-structure in place of the addhasama
padayugas. Of those formed directly from the two main metres
the rathoddhata is the only one which occurs in the Canon: as
we have seen it originated from the syncopated form of the
posterior pada of vetalzya known as paccavutti :

o os|oexx |- v-v- | posterior vetaliya
o= |v-v == o|v-v- || paccavutti
-lv-~ |¥~ -|v-v- X 4 ... rathoddhatd

—it is possible that the alternative forms of the paccavutts
were still allowed in the Canonical rathoddhata :

Y e
sa jaraya bhagga vindasita 'Th II 262c

but there are no examples of this in the other texts, J V 452—-4
(Kunalajataka) and D 111 (Lakkhanasutta).t

1 A score of useful examples of metrical licence may be adduced from these
texts in a fixed metre.
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§ 179. The dodhaka (and the meghavitana, which does not occur
as an independent metre in the Canon and is merely anticipated
in J IIT (VIIth nipdta, 149a) and possibly in a corrupt vetaliya
strophe in Dh) is formed by repeating a vegavati pada (dodhaka
= posterior vegavat? X 4, meghavitana = prior vegavati X 4).
The vegavati and svigatd appear to have resulted from an
attempt to simplify the structure of mattachandas by bringing
the cadence into line with the opening of the pada. They
doubtless originated in the same period as the gitz (both are
found in the Th I verses ascribed to Vangisa), when various
ways of making mattachandas more singable were being tried :

Sei- Lvvi- L v-v.- sw.emi- L vvi- Lv-v - vetdliya
“Sv oLvvio Lvevi- - =iy vvi- L ~-v. - pavaltaka
Tl e e oo DT L-i- Lvv- - svdgatd

VVI- LY=L vV o, s LvYI- L vYI- o vvi- - vegavall
R T AR Ry}

—it should be noted that these three metres all have the
cadence ~~- - to the padayuga. The vegavat? may have been
the earliest, being based on a normal vetalzya padayuga :

R e | R B R

Y- y-e] -
The svagata is based on the paccavutts, i.e. it has the posterior
pada syncopated. It is thus related to the rathoddhati. In the
svagatd the padas thus all open in the same way and the
addhasama form is maintained only by an additional long
syllable at the end of the posterior pada: -|7_"|- -|-~-(-).
Later, the classical fixed svdgata has the form -|v-~|- -|v~-|-
X 4 derived from the posterior pada. Its structure should be
compared with that of the git:

sk Y= et Xk S SUALALA

S e et s od el o oy
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§ 180. The vegavati (as well as the svagatd) may not be a com-
pletely fixed metre in the Canon, i.e. it may still be a matta-
chandas in the proper sense of the term :
..l - v v - - -
yo lobhagune anwyutto,

- vvl_ vvl_v -

so vacasa paribhasati annel Sn 663 ab

v v = L A I

mukhadugga vzbhutamanar ya

[

1
blmnahu ;ba;baka dukkatakam | Sn 664 ab

(the initial long occurs several times in Sn 663-678)

L Y RV

atha satthzszta samtakka
putkujanatc;ya adkammamm_tthal ST187
=ThI1217ab

§ 181. The svagata, whose posterior pada resembles that of the
giti (as we have just seen), originally opened in a very similar
manner to the vegavati. It may perhaps be regarded as a modi-
fied form of a proto vegavati mattachandas :

o~
o= | v~

oo o~ |- v¥|- -, s=v~|- vv|- v~|- - proto vegavati

[U— - —

e o R e M el R T

—the cadence although apparently similar in the posterior
pada probably had a different rhythm: * ~~|- - > “v- |%
The Pali svdagata is a true mattachandas in the sense that it is to
some extent variable within the mattd count. Unfortunately
there are so few verses in this metre in the Canon that their
analysis is extremely precarious and it is hardly possible to go
beyond Smith’s description (1949, p. 1169) which is supple-
mented by, if it was not originally based on, his analysis of the
svagata verses in BHS (1950a, p. 26). Smith has pointed out the
significant affinities between the ancient svdgata as represented
in ST (together with the metres of Th I 382—4, 1242-5, and the
vegavat? and artyd) and the Apabhramsa > Hindi techniques
which culminated in the caupai (1949, 1171, 19502, 40). His
demonstrations are not invalidated by his assumption of a
6 mattd gana, although there does not seem to be any good
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reason to postulate such a gana in either Pali or Hindi metrics
(cf. Sinha, 1953, p. 180). We should merely alter his scheme for
the svagata (1949, 1169) to :

.vy -
(~~nl-22] | ==

ewlesZl - 71T x 2

§ 182. The last of these metres belonging to the mattachandas
family which are found in the Canon, the visamavutta upatthi-
lappacupita, should be considered with svagata and the other
associated metres mentioned by Professor Smith in tracing in
the later ancient Pali metrical techniques the origins of the
Apabhraimmsa—Hindi system. The analysis of this metre must
be deferred until after we have studied the rhythms of ganac-
chandas, since there are striking parallels between these two and
our study of the latter will enable us to dissect the complicated
wpatthitappacupita strophe. It will therefore be convenient to
consider the metre in Chapter IX, which is in any case approp-
riate since already in Pali it shows its three fixed forms as
classified in the Indian theory and is not a true mattichandas.
We may anticipate here, however, by saying that this complex
metre appears to have been based originally on the mixed
vetaliya—opacchandasaka strophe structure as exemplified in
the Suttanipata.

T he Mattachandas Strophe

§ 183. In the last section we reached the conclusion that the
prior and posterior padas unite in a padayuga which normally
opens wvisama, with an incomplete proto-gana, and follows
through sama with the presumed fdla accompaniment in the
posterior pada, which has a complete initial proto-gana. We do
not seem to be justified in speaking here of ganas in the strict
sense, since such an articulation of the pddas has not yet fully
crystallized, especially in the cadence, and mattachandas may
loosely be described as a *‘ semi-musical " metre.! Two pada-

1 See the discussion at the beginning of this chapter (§ 120). All Indian
metres are of course ‘‘ musical *’ in the broad sense that they are usually sung,
but these metres are further *“ musical ”’ in a stricter sense to the extent that
they are organized on the musical basis of ¢dla. According to the old Indian
theory (reported by Weber, 1863, 281, etc.) the distinction between ganac-
chandas and mattachandas is that in the latter the matta are not divided in
a fixed number of ganas.
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yugas form the mattachandas strophe ! (the strophe of three
yugas does not seem to have been used in our texts, but it was
probably known and very likely used in these metres, since it
appears in ganacchandas) :

—i—imy v (5) [ e == () [ X2

vvvvvv . 53 . D R —

’

(202 2 23 3 2(2)2 2 2 2'3 3-2(2)

(4) 4 cadence 4 4 cadence
bl T R

6 8
s e Sl 1O | PR S|
( ) alternative alternative
8 cadence cadence

—the grouping of the cadence in three-mattd segments is
suggested by Smith’s characterization of the rhythm of the
metre as ‘‘ binaire — ternaire ”’ (1949, 1155), but he would
presumably divide the cadence differently : (-):v-;~-:(-). The
structure indicated for the free part of the pdda is not absolute
and may be syncopated. Moreover its rhythms interact with
those of the cadence not only in that they may overlap but also
in that they tend to reflect or compensate one another (opac-
chandasaka fvetaliya/vegavati/svagatd). The extra syllable at the
end of the opacchandasaka was perhaps felt to be awkward in
the prior pada, especially as the desire for a more fully musical
metre developed, hence the extensive use of the mixed vetalzya—
opacchandasaka padayuga. In the vetdliya the final syllable
may have been pluta or followed by a cheda, making three matta
as in the preceding segments of the cadence.

§ 184. The use of the different structures of the free parts of the
padas in the composition of strophes does not appear to have
been governed by chance. The various prior and posterior pada

1 The term ‘‘ strophe’’ seems most convenient in place of gatka, which is
a vague general term often meaning a whole poem. ‘‘ Stanza ” is not a good
name for the Indian unit, which is usually a quatrain and is sometimes built
up into larger pddas. ‘‘ Strophe ’’, with its strong implication of a completed
unit or division (a ‘“ turn’’ in a dance), seems happiest for musical metres
which were probably closely connected with dancing.
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structures are related to one another by the similarities and
oppositions of their rhythms, and a strong feeling for imitation,
contrast and balance in the interplay of these rhythms mani-
fests itself in the structures of the padayuga and especially of
the strophe as a whole which are found in our texts.

§ 185. Turning first to the Suttanipata, we notice at once in the
first poem ! (in opacchandasaka) a regular strophe structure
A2A2 ? unbroken throughout verses 1-6, with the resulting
contrast between the openings -/~~. Verses 7-15 then show
many different structures (apart from the refrain padayuga Az
continuing from the opening verses), which, however, resemble
one another in that all the padas open with a long syllable. The
concluding two strophes (verses 16-17) then revert to the
structure AzAz2.

§ 186. The next poem (Sn 18-34, Dhaniyasutta) is in the mixed
vetaltya-opacchandasaka metre (strophe : VOVO normally, with
a number of irregularities probably due to corruption) with
three ““ tag ”’ verses in pure vetalzya. The sutta is a dialogue in
which the two speakers utter alternate strophes (strophes 1-12),
followed by a narrative strophe (13), two strophes (14-15) in
which Dhaniya makes known his resolve to become a disciple
of the Sugata, and an altercation (strophes 16-—17) between

1 The Uragasutta.
2 It may be convenient to repeat here the letters and numerals used as
shorthand for the more important pada structures :

Prior Posterior
A — — I — — —-~
B e v 2 vy — e~
C —_— ev— 3 = vv v
D v weve 4 v ovv v~
E — -—- 5 == v~
F — vy 6 — — vvev
G — — 7 @ — = ——
H v — 8 v = ——
9 — — LR Re—
X leed e 10 (& wE ashon
Y vev — 11 - v—~ e~
z _—— -/~ 12 vv v—~ -
13 — v—~v —
14 e /-

-

W
I
|
<
l

~
«
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Mara and the Bhagavant. It is possible that the last three
strophes in vetaliya (15-17) were added later to make up the
same total as in the Uragasutta. The first twelve strophes—the
dialogue—have a constant refrain pada : atha ce patthayasi
pavassa deva, which appears also in Th I 51—4. The poem is
apparently not so well preserved as the preceding one : besides
some opacchandasaka padas where we expect vetalzya, spoiling
the mixed metre, we find two tufthubha padas (1a and 2a). The
last two strophes seem to have been borrowed from S I 6
(para z), where they also occur, or from a source common to
both collections. Strophes 3-8 are of the same type as those of
the middle section of the Uragasutta; 9g-11 (or 12) form a
separate group, united by their subject matter, in which the
first padayuga resembles the type of strophes 3-8 whilst the
second padayuga has the structure B2. It is possible that in
both these poems the middle sections (Sn 7-15 and Sn 20-5)
were the original kernels to which other verses were later added.

The next two mattachandas poems in Sn (83-9o and 359-375)
are in opacchandasaka. No particular strophe structure repeats
over any number of these verses, but the second poem, the
Sammaparibbajaniyasutta, has a refrain pada of structure 7
throughout : samma so loke paribbajeyya.

§ 187. The Sabhiyasutta (Sn 510-540) is in the mixed metre
with seven vattas tagged on (541-7). There is a prose introduc-
tion and conclusion, together with a few explanatory sentences
amongst the verses. The forms A, B, 1 and 2 predominate,
especially with the opening long, A and 1 (but these are not as
prominent as in the previous poems), with an occasional E and
one pupphitaggi pada. This poem and the Jardsutta (Sn 8o4—
813), which although in wetalzya otherwise resembles the
Sabhiyasutta in its forms, appear to be of later composition than
the others analysed above, tending towards the style of the later
period (Th II, etc.).

§ 188. The following is the structure of the Subhdjivakamba-
vanmskagathd (Th II 367-399 ; 366 is an introductory vatta) :
A1B2 (367)
B1B1
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C2A1

B7C3  (370)

B4D'3 (D' = v~v~- )
D2A2

X3B2 (a may be A instead of X)
B4F6’ (67 = -vvvv~~ )
X6Br  (375)

B2Az2

F2F2

X3D3

(379 very uncertain)
A4C1 (380)

A1B1

F2B1

B3B2

B1G:

CiHz2 (385)

A2H2

C?1A7?

CzF1

A1Cr

A1A2 (390)

A1’Gr  (or first yuga: Y ~-vv~- .
Y2A1

X?3Br  (or...Fr)
A2B2

FiBz2  (395)

A2C?3  (or...H3)
F1Cz2

CiZ?2  (or... G2 by sandhi)
A2F1  (399)

§ 189. The mattachandas strophes in the Dhammapada are con-
structed as follows :

BitA1 (15) a group of verses very similar in
B2A1 content. B ... 1 constant with
BriE: interplay of rhythms 11, A, 2, E in
B2E1 (18) between.
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A2E10  (24)

AzAz  (44)

A28z (45)

B2A1 (80o)  cf. 15-18 above, especially 16.

Bir’Br (95)

(B2zA1  145) (= 80)

EEXXZZ gggg} Az is refrain

A1B2 (184)

C4A1T  (235)

E1A1

BirAz

E1A2 (238)

B1’A2  (240)

A2B1 (284)

A2E1 (285)

B12A4  (324)

BiCrz  (334)

B2?A1  (341)

B2Aj3

B2A1

AzA1  (344)

C1Az (348)

X?10GI1I (or X1II...—can gen. in -assa be
shortened to -asa m.c. ?)

X2E1 (350)

F?6°A1  (362) (? cf. lalita)
...IA6 (371) (cf. ST 200, Th I 119 and J III 412,
line 6, for the corrupt first pada)

C2A1  (388)

(note frequency of a strophe or a group of strophes opening

with C)
An interesting group of strophes in the Jdtaka is the following
(Udayajataka : vol. IV, 111-2) :

DiB1i4  (54)
B1A14 (the syncopated pdda ““14” is a
A1A14 refrain)

A1Ci4 (57
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§ 190. Most of the texts show some feeling for strophe structure,
for the grouping of strophes and for the agreeable variation and
interplay of rhythms in longer poems. We may have a regular
strophe A2A2 (Sn) or a basic form B2AI more or less freely
varied (Dh 15-18 and many other Dh verses) ; A1 is favoured
as the concluding padayuga of a strophe or a group of strophes
(Dh, J IV g99-105: Mattakundalijataka, U III %7-8 and VIII
5-7). Sometimes the form C is used only to begin mattachandas
poems and not in the interior of a poem (Dh and U). Elsewhere
we find complete freedom of structure (e.g. Sn 83-9o, 510-540),
sometimes with excellent craftsmanship in the association and
contrast of the various pada forms : this more refined art was
probably a later development in mattachandas composition, it
is well illustrated in the Subhajivakambavanikigatha. Not only
are the normal variations used frequently (as in the vatta, but
without the great preponderance of one form found there and
with a larger number of common wvipulas), but extremely rare
variations may be introduced, probably with a conscious feeling
for the special effect produced. Thus we have the refrain *“ 14 ”
in the Udayajataka, Z in Sn, and others. The rare udiccavutti
and paccavutty (including the rathoddhata *“ 11, which some-
times is quite common) are used in this way, and apparently
occasional pddas of metres other than forms of the opacchanda-
saka and wvetaliya : meghavitana (Dh 371a ? and parallels cited
above), lalita (? Dh 362), vijayanandini and perhaps others, but
in such isolated casesit is very hard to tell whether we have true
mixing or mere corruption. Unfortunately it was impossible to
make a thorough investigation of such mixing/corruption of
metres within the limits of the present study. This is an
interesting problem awaiting research.

The composer in mattachandas had great resources at his
disposal for shaping and varying his style and for rousing the
attention of his hearers by an unexpected turn. Perhaps the
name opacchandasaka was adopted on account of the flexible
structure and sinuous pada-rhythm of the metre (upa-+/chand

o« o«

= “coax ", “entice 7, *“ persuade ).

§ 191. It is interesting to compare the technique of Ardhama-
gadhi mattachandas with that of the Pali Canon. The first
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section of the Veyaliyajjhayana in the Siyagadam (St I. 2. I)
scans as follows (vetaliya) :

AIA3

HiAx

A3A1

B7By

GzArI

AFAT (3 = —ve- )
A3B7y

B2Cy

D4Cy

B2A1

B8B7y

Hi’Ar

B7A8

BzH2

B4A6

F2B2

B2Hr

D2Br (D= vv~~- c)
A3A3

G1B1

A1B3’

AYGr (4 = vv~~-- c)

—this style is reminiscent of the Th II poem : it contains
aparavatta padas and padayugas (D4) and other forms having
successions of short syllables (F, D’, 6, 4°). The padayuga B7 is
strikingly frequent, however, and on the whole this style
appears to represent a period a little earlier than that of Th II.
There are no syncopated forms.

§ 192. We may distinguish phases in the development of
strophe structure corresponding to those already noted for pada
structure and further clarifying the history of mattachandas. In
the earlier period we find the long-opening padas tending to
form regular strophes A1A1, but frequently combining with the
resolved-opening padas to form the very popular strophes
A2A2 and B2A1. This inaugurates the transition to the later
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period through the further increase in the use of short syllables
and the rejection of the tendency to rigid strophe structures
found in the earlier period. The poets now seem to delight in
the interplay of the numerous pada structures which have
become familiar. This transition is well under way in the
Sabhiyasutta (Sn 510-540) and with the Sé#yagadam we seem to
have entered the later period, which is seen at the peak of its
development in Th II. In the preceding section we postulated
an intermediate phase of development represented by parts of J
but especially by Dh and U. This seems to be confirmed by our
analysis here, in which we have been led to describe the strophe
structures A2A2 and especially B2A1 as showing the beginning
of the transition to the later period. B2Ar1 is characteristic of
Dhand. .. A1 of U and parts of J. Dh and U are also related
in their use of the opening C. Finally a new development puts
an end to the free style of the later period : rigidity in the pada
appears in place of the old tendency to rigid strophe structures,
and the more popular forms become separate metres. Garac-
chandas has taken the place of mattachandas as the flexible
musical metre, and the fixed vetalzya and opacchandasaka B2B2,
together with the aparavatia and pupphitaggi D4D4, take their
places as addhasamavuttas amid the galaxy of classical metres
deriving their beauty from the exact quantitative opposition of
long and short syllables in fixed padas.

§ 193. In the Pali Canon we have thus distinguished five phases
of mattachandas, represented by the texts as follows :

(i) Earlier period characterized by ATA1 (Sn 1-34) but more
generally by the predominance of long syllables (Sn 83-9o,
359-375, parts of J).

(ia) Intermediate period of transition B2A1, etc. > in-
creasing successions of shorts; origin of rathoddhatid (Dh, U,
parts of J).

(ii) Later period of free style characterized by the predomi-
nance of short syllables (Th II, parts of Th I, S I).

(iia) Further development towards classical metrics with
fixed padas (Lakkhanasutta, with Vv showing the transition
from (ii) to (iia) in a few verses).

(iii) Period of decline in Theravada literature ; borrowings




136 Paly Metre

from (Vv vetalzya) and imitations of (Pv vetalzya) earlier litera-
ture leading to the complete abandonment of the new metres
and pedestrian compilation of edifying legends, seldom rising
to epic narrative, in the familiar epic vatta with occasional
tutthubhas (Vv, Pv, Ap, Cp).

(The Sityagadam may belong to (ia) or (ii).)

§ 194. The feeling for strophe structure which we have observed
in our texts indicates that the Pali mattachandas was a ““ lyric
or ‘“strophic ”’ metre (as opposed to an ““ epic "’ metre), as we
should expect from its connection with music.! In Classical
Sanskrit, vadtaltya and aupacchandasika were used as canto
metres in the mahakavyas, unlike ganacchandas which was not
so used, but their musical origin had then long been forgotten
and they were simply fixed metres having certain structures
like any other classical fixed metres. In apparently epic type
literature such as the longer Jatakas and the Th II ““ ballad ”,
the mattachandas strophes are still “lyric” or “ strophic .
They are usually dramatized dialogue, not narrative, often
organized in groups with refrains, as whenin J No. 458 the four
opacchandasaka strophes constitute the moral ovdda delivered
by the Bodhisatta at the end of the episode (with a refrain
common to all four). In the Subhajivakambavanika ballad,
although the whole story is in vetalzya (with the significant
exception of a preliminary narrative vatta which sets the scene
and introduces the speakers), refrains are frequent and—as
often in Pali ballads—the episode tends towards drama rather
than epic: it consists almost entirely of dialogue and the
speakers sing rather than declaim their parts. A * perfor-
mance "’ would resemble that of a Classical Sanskrit drama, in
which the verses are sung, but without the prose speeches since
everything necessary to the action is included in the verses,
which are not more or less adjuncts to the action (however
relevant), as in the Classical, but integral parts of it despite the

1 In §§ 227 ff. of the next chapter we shall suggest that the adoption of the
addhasama structure was the first stage in the transition to fully musical
metrics which was consummated by the invention of the visama structure in
the ariya : the strophe thus became a clear metrical unit, satisfying the feeling
for its unity observed already in mattachandas.
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elaborate descriptions in which they anticipate the descriptive
verses in the Classical drama.

In the early texts the strophes sometimes seem to be assoc-
iated in groups or pddas by the use of structural patterns linking
the series or of actual verbal refrain. In any case the technique
of building up larger structures more complex than the mere
succession of padas is well established, even if we are not
justified in describing it as the prototype of the Apabhramsa
pada. The mattichandas strophe, the mixed strophe, the com-
plex upatthitappacupita with its sometimes doubled third pada,
and above all the system of chaining verses through verbal and
rhythmic repetitions and patterns: these are so many tech-
niques of Middle Indian lyric poetry which were well known in
the ancient Paliliterature and lived on to produce new blossoms
in the scintillating strophes and padas and the supremely
musical ‘afavuttas of Apabhramsa literature.




CHAPTER VI

GANACCHANDAS

Further Development of the Musical Metres

§ 195. During the period which we are studying, all the arts
(and sciences) experienced a rapid development in India, and
acquired the main forms which remained their basis throughout
the “ classical ” period. By the end of our * pre-classical ”
period the Nagyasastra had systematized the conventions of the
drama, music, dancing, poetics, and other related arts. At
about the same time the Pzrigalasitra had probably received its
present form, incorporating the fixed syllabic metres charac-
teristic of the “ classical ”’ kavya. In the course of this develop-
ment new combinations of the different media of expression
were tried and all the arts interacted on one another, the drama,
it seems, being the unifying goal in which successful experi-
ments found their consummation, with an appreciative
audience. In the popular arts, folk music and vernacular
poetry, in which this classical art had its ultimate source, the
different means of expression, such as rhythm, mode, versifica-
tion, mime, costume, banners, combined naturally and were
never really separated.

§ 1g6. As we saw in the last chapter (§§ 115-121), the new
musical metres were closely related to instrumental music,
which had developed in India prior to our period and no doubt
continued to evolve its complex system of ¢dlas and scales,
through experiments on the wina, throughout the * pre-
classical ” period until its fundamental conventions were
codified in the Natyasastra. We know, from the history of Indian
science and technology, that mathematics was highly developed
by the Moriyan period (e.g. in astronomy and architecture). It
is against this sort of intellectual background that we have to
chart the rise of the musical mathematics of rhythms and
scales, and of the metrical mathematics of ganacchandas and of
metre in general which we see worked out ‘‘ astronomically ”’ in
138
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Pingala.! When Vardhamihira selected the arya as his medium
he was perhaps inspired not only by the flexibility of its struc-
ture, into which any technical term could be fitted without
difficulty (Professor H. Smith, 1950a, p. 14), but also by a sense
of the fitness of a metre which could be governed by mathe-
matical principles.

§ 197. The principle of exact quantitative opposition (=)
having been established with the development of mattachandas,
the next step in the adaptation of des? verse for songs with
instrumental accompaniment was to make the entire strophe
subordinate to the new quantitative principle. We saw in the
last chapter that this was tried within the framework of
mattachandas by means of a new cadence (vegavatz, svagatd), but
at the same time, or perhaps even earlier, experiments had been
made involving the reorganization of the whole strophe.
Whereas the simple reduction of the cadence to the prevailing
rhythm, as in vegavati, produces a rather monotonous metre,
the flash of genius which invented the division of the strophe
into equal ganas (perhaps suggested by the wvegavat?) realized
also the possibility of varying the rhythms of these gazias : every
second gana has a rhythm opposed to its neighbours, which
appears in fact to have been derived from the old mattichandas
cadence (-v--- (-)). Thus originated the earliest recorded

ganacchand:zg_rlnetre, called appropriately the gi#Z, “ song ”’. We
shall examine this transformation of the mattdchandas strophe
in detail below (§§ 230 ff.). It may be noted here that the
svagatd was a kind of compromise between mattachandas and
ganacchandas in which, the cadence having been assimilated to
the prevailing rhythm, as in vegavat7, the old cadence-element
(-)~-~ was introduced in the opening part of the pdada by way of

—_
diversifying the rhythm, without, however, reorganizing the
strophe in a system of ganas.

§ 198. By the end of the period we are studying the old giti,

1 See e.g. IV 53, on calculating the number of long syllables in a strophe
(given the length in matta of the strophe and the total number of syllables it
contains), and the end of VIII for calculating the number of permutations
possible in any metre.
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with its rigid capala alternation of the two gana-rhythms, had
been superseded by an ar¢yd in which almost endless variation
of rhythm, within the limits of exact quantitative opposition
and the gana organization, was practised, as a glance at the
tables will show. The new technique of versification thus
evolved did not remain limited to the musical metres, however,
for the entire repertoire of Indian metrics, with the single
exception of the epic vatta, was assimilated to the new prin-
ciples. Not only is exact quantitative opposition the very basis
of all the classical fixed syllabic (vr¢ta) metres as well as of the
musical (jati) metres, but phrases or segments of rhythm clearly
taken from the ganacchandas system, and familiar in the Pali
artya, abound in the fixed syllabic metres, and probably the
majority of them will be found to have favourite ganacchandas
phrases, rather than modifications of the futthubha, as their
basis, just as in our period it was mattachandas which gave rise
to the majority of the early fixed syllabic metres.! The
tuithubha was assimilated to exact quantitative opposition, as
we shall see in Chapter VIII, before taking up its special duties
as sophisticated narrative metre in the classical repertoire
(tradition represented by Advaghosa) with the alternative forms
upajats and vamsattha.

§ 199. We have already mentioned the two forms of ganac-
chandas which predominate in the Pali Canon, the g7t and the
artya, which appear to represent successive stages in the evolu-
tion of the metre rather than alternative structures used con-
temporaneously. A few strophes of wuggiti (udgiti) (inverted
artya) and upagiti (the two short padayugas) are found, which
presumably belong to the later stage. The samavutta pamai-
takkhara (pramitaksard), the visamavutta uggatd (udgatd) and
other fixed syllabic metres derived from ganacchandas will be
studied in Chapter IX, although some references to their
origin will be made here. The discussions in Chapter IX are in

! It may be suggested that the mysterious dhruva metres of the drama,
which are “ syllabic’’ but apparently derived from music (being opening
strophes of songs), have the same origin, and may illustrate the formation of
the classical syllabic metres, but these have not yet been studied (see Nitti-
Dolci, 1938, pp. 84 ff.).



Ganacchandas 141

fact a continuation of the present Chapter, since we have to
regard the formation of the classical fixed metres asan extension
of ganacchandas technique. The more direct continuation of the
musical metres which led to the Medieval mattavutta (cf. § 120)
is not discussed in this study. The ganacchandas form of musical
metre, especially the ariyd, remained in use for some centuries
(Maharastri lyric, for instance) before the transition to matta-
vutta took place when the Apabhraméa stage of the language
had been reached.

§ 200. Besides the distinctions based on the lengths of the
padayugas, ganacchandas is classified in other ways: according
to the position of the caesura at the end of the prior pada
(pathya fvipuld) and according to the presence (capald) or
absence of the rhythm v-~ in every even gana. These distinc-
tions are of very great importance in Pali ganacchandas, whereas
in the classical literature they are secondary refinements, whose
significance is not very clear. The ancient theory which
describes them is thus more closely related to the Pali metre
(although the rules do not apply exactly to the Pali examples,
and are evidently based on the literature of a somewhat later
period) than to the classical metre, which rarely deviates from
the standard ariya pathyd and merely adheres to the rules
without fully exploiting the resources they offer, the rhythmic
variations which they reflect having no doubt disappeared
from the living practice. The traditional total of eighty forms
of ganacchandas (see § 202) represents the possible combinations
and permutations of pathyd, vipula and capald in the two
padayugas of giti, ariya, uggiti, upagiti and ariyagiti (this last
has not been found in the Pali literature). Finally we have to
cxamine the gurvini (= *gubbini in Pali? !) metre, which
possibly occurs in the Canon (or the apparent examples may be
mere corruption), in which the rhythms of the odd and even
ganas are simply interchanged. The early ganacchandas was in
fact a single metre which underwent gradual modification and
was capable of various alternative structures, the most impor-
tant of which were named.

1 cf. gubbind in the Prakytapaingala, p. 120.
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Before examining Pali ganacchandas in detail and discussing
the evolution of the metre it is desirable to give a fuller account
of the traditional theory and its terminology.

The Traditional Theory of Ganacchandas—T erminology

§ 201. We have already remarked that the Indian theory seems
to have been based on a stage of ganacchandas alittle later than
that represented in our texts, but nevertheless closely akin to
our stage and following many of the same rules. We may
therefore adopt this terminology, bearing in mind, however,
that it is not the original terminology and views the metre from
a different standpoint : the ariya pathya non-capala is taken as
the norm, whereas in our texts the capala is everywhere the
predominant structure, the gite vipuld capala is the original
form of the metre, and the vipuld is as important as the so-called
pathyd. In fact the whole theory is standing on its head as far
as we are concerned, but it represents the perfected metre for
which our poets were preparing the ground. Sometimes our
verses seem tentative and experimental in character (this is a
purely subjective judgment hard to substantiate with the badly
preserved material at our disposal), as if new rhythms were
being tried out in various combinations and a classical norm of
usage had not yet been arrived at. We must therefore beware of
imposing the later rules throughout the Pali versesin attempting
to restore them out of the chaos of the manuscripts copied for
two millennia by scribes who did not understand the metre. One
is constantly in danger of ““ over-restoring ’—as we might call
it when freer verses or a more fluid language is forced into some
classical norm. We should remember Professor H. Smith'’s
remarks (1950a, p. 9) concerning the reduction of Pali and
BHS tutthubha verses to the *“ banale "’ upajate rhythm by the
classicalists :

““ On renchérit donc sur les licences prosodiques en faisant
scander (Mv)... *arthadas? matinam* au lieu de... v{z)yakare
arthadarsi matimam ~ sevetha nam atthadasst mutima Sn 385d
(ici la v.l. atthadasso, comme atthadassa ] VI 260.4 au méme
endroit du vers, remonte peut-étre & un *atthadasa-, biti
comme duddasa-. . . durdysa, et introduit ici par quelqu'un
qui affectionnait la ¢ristubh banale et classique).”
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§ 202. The terms used by the Sanskrit writers on ganacchandas
are as follows :

the five metres( g7tt (30 + 30 matid)
described by | arya (30 + 27: the short sixth gapa in the
the early] second half)
writers from| wudgiti (27 -+ 30)
Pingala upagiti (27 + 27)
onwards aryagiti (32 + 32 : full eighth gana)

From these five with vipuld and/or capala in both padayugas,
in either, or in neither (= pathyd) we obtain the traditional
eighty kinds of ganacchandas. The later theoretical writers
worked out and labelled all possible combinations of two pada-
yugas of 30, 27, 32, or 29 (short sixth and full eighth ganas)
mattd, making altogether sixteen metres and 256 kinds of
ganacchandas. Cappeller decided (1872, p. 25) that the 29 matta
form is quite artificial and never existed in the literature, which
would rule out the seven metres which are said to use it:
sangiti, carugiti, vigitt, madijugiti, pramada, pragiti, candrika.
This leaves the above five with four others making a total of
nine, which is also a traditional figure in connection with
varieties of ganacchandas. The four are all metres with the full
eighth gana in one padayuga :

sugiti (32 + 27)
anugiti (27 + 32)
vallart (32 + 30)
lalita ¥ (30 + 32)

§ 203. In the extant Classical literature, Sanskrit and Prakrit,
only the drya is common, as we have already noted, whilst in
Early Middle Indian, Pali and Ardhamagadhi, the giti is
common and appears to be the original metre from which the
others evolved : it is therefore noteworthy that of these nine
names six contain the word g7t;, suggesting that they were
originally regarded as varieties of that metre.

1 lalitd is (probably merely by chance) the name of one kind of uggata. We
shall see in Chapter IX that the uggata has in effect a prior padayuga of
thirty-two matta, but a posterior of only twenty-six matta (six full ganas and
a half). It thus bears some resemblance to the vallari.
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We have noted the rare occurrence of ugg?ti and upagits in
Pali; they also occur very rarely in the Classical literature.
The ariyagits appears to represent an old form from the experi-
mental period in which the sixteen ganas of the musical strophe
were filled completely by the words instead of each padayuga
terminating with a prolonged syllable or a rest. In the Classical
period occurrences of ariyagiti have been found by Ballini
(1912, p. 102), together with a continuous use of it in the
Nalodaya ' (Cappeller 1872, 87 ff.) : this late example should
perhaps be compared with Apabhramsa mattavuttas which also
show the full gana at the end of each pada (pajjhatika, for

—

- -

instance : ====|:lo5 | (233, | v, ==~ X 4, is practically identical
with ariyagits). The Nalodaya metre is also related to
Apabhramséa mattavutta in its regular use of rhyme. In fact,
however, the ariyagiti is the dominating metre of the Ravana-
vaha (5th century) and a systematic search, particularly of
Prakrit literature, might reveal a regular use of this metre
throughout the Classical period. We have no examples of
artyagiti in our period, but we do find varieties resembling it in
having the full end ganas in the so-called ““ hypermetre "’ in
Ardhamagadhi (described by Jacobi, 188sa, 389 ff.), in the
metres called matrasamaka ? in the early theory (Pingala IV,
42—7)—of which the only traces in the literature are those in
the Mahabharata discussed by Hopkins (1902, 353—4), and in
the metres called gityarya in the early theory (Pingala IV,
48-52) but not found in the extant early literature (one strophe
is found later : Naisadhacarita XX1I, 148). Taking a hint from
Jacobi we may suppose that as the g7tz evolved from the vetaliya
the proto-ariyagiti was evolved from the opacchandasaka.

If the ariyagiti is not common, only the shadows of
its variations vallari and lalitd (mixed with ordinary git:),
sugite (cf. ariyd) and anugiti (cf. uggiti) are to be found.
Only the sugitz may claim two extant examples (see Ballini,
1912, p. 102).

! The date of this poem may be ¢. A.D. goo, if it is by the Vasudeva at the
court of Kulasekharavarman.

2 On later metres of this type see Sinha, 1953, 177 f. (origin of padakulaka
> caupai).
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§ 204. Variations :

pathya (any of the above metres having a caesura immediately
following the third gana of each padayuga)

vipuld (any of the above metres not having a caesura
immediately following the third gana of the first padayuga :
adivipula or wmukhavipuld, of the second padayuga :
antavipuld or jaghanavipuld, or of both padayugas :
mahavi puld)

capala (any of the above metres having ~-~ in the second and
fourth ganas of either or both padayugas : adicapala . . .
mahacapala. Other rules are given which were not yet
observed in Pali, although they may have developed from
tendencies already present in Pali usage)

gurvini (characterized by having ~-~ in the odd ganas. The
genuineness of this metre was doubted by Cappeller (1872,
pp- 78-81), and it is not mentioned by Pingala. The
corruption which Cappeller suggests was responsible for
the apparent occurrence of gurvin? in the Classical literature
may also be invoked to explain the more numerous
apparent cases in Pali. On the other hand the *“ hyper-
metre ”’ in Ardhamdgadhi is definitely of the gurvinz type,
and in the most thoroughgoing manner, the roles of the
odd and even ganas being interchanged throughout. There
is thus no reason to doubt that the gurvinz of the theory
existed in the earlier period, although the recollection of it
in the treatises on metrics is extremely vague).

§ 205. Jacobi’s “Law of Vipula” (see “ Zur Kenntniss der
Arya 7, ZDMG XL, 1886, 336 ff.) based on the usage from the
Hala Anthology onwards, was not yet observed in the Pali
ariya, although the normality of the pathya had already become
established in the later Canonical texts and the vipula had been
reduced to its secondary position.

The gurvini is perhaps more primitive than the g7#; in that its
arrangement of the gama-rhythms more directly reflects the
structure of mattachandas. With the relationship between git:
and gurvini may be compared that between ordinary wetaliya
and pavattaka. This parallel will be studied below.
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Tables of Ganacchandas Structure. The Ganacchandas Texts
§ 206. In the tables the seven possible gana structures (- -,
v, —vv, vev vvwe v ) with - as a doubtful eighth, are

shown separately with their occurrences in selected Canonical
texts as the various ganas of the strophe :

Posn. Upalisutta | Mettasutta | Tuvataka- Isidasi- Sumedha-
of (M I 386) (Sn 143~ sutta gatha gatha
gana 151) (Sn 915- (Th I1 (Th II
934) 400-447) 448-487
and
493-522)
1 71 7? 132 26 41
2 8 19?
3 7 7 12 32 43?
4 1(-,-) 20 21?
5 7 9 8 25 41?
6
7 6 9 26 35?
8
9 5t 8 122 28 41
10 9 12
11 6 6 13 32? 40?
12 15 23?
13 5 9 8 37 40?
14 1
15 5 I 5 26 39
16
17 8t
18
19 7
20
21 1 (10)
22
23
24

! If -- was permitted as the first gana of a padayuga, distinct from - - by

licence (or anceps), then - - only 6 times in 1, only once in 9, and 5 times
in 17; the balance being ~- (or =-).
2 One case in 1 and two cases in g are perhaps ~- (cf. preceding note).

The figures for the Tuvatakasutta are incomplete, the poem being very corrupt
with a number of apparent gurvini type deviations from the usual structure,
which resembles that of the two preceding poems. Sn 915, 917bcd, 918b,
920d, 923b, 926--7, 929b, 932 and 933d are omitted.
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§ 207. P
Posn. of | Upalisutta | Mettasutta | Tuvataka- Isidasi- Sumedha-
gana sutta gatha gatha
1 3 2 3 13 9
2 2 8? 7
3 3 2 4 6 18
4 2 2 1 9? 7?
5 3 13 12?
6 1?2
7 4 9 3 13 19?
8
9 4 1 2 10 15
10 1 5°? 7
11 4 3 2 9? 172
12 1 1 5? 13
13 5 23 9 23?
14 1 1
15 5 8 8 18? 15
16
17 2
18 1
19
20
21
22
23 1 (10)}
24

1 Doubtful licence, but our scansion is certain unless the cadence was outside

the ganacchandas structure (opacchandasaka !).
2 Burmese MSS. and Niddesa read payuttam here: ~--.

3 One may be ~-- (931).
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§ 208.
Posn. of | Upalisutta Mettasutta | Tuvataka- Isidasi- Sumedha-
ganva sutta gatha gatha

I 7 9
2 1? 5 5
3 5 4
4 (¢} 10
5 6? 12
6 1? 1?
7 7 9?
8
9 9 47

10 -~~ does not occur in 6 13

11 6 7

12 either the Upalisutta 10 6

13 1 2?

14 or the Mettasutta.

15 4°? 10

16

17

18

19

20

21

22

23

24
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§ 200. —
Posn. of | Upalisutta | Mettasutta | Tuvataka- Isidasi- Sumedha-
gana sutta gatha gatha
1
2 9 9 13 25?2 27
3 I
4 4 7 10 117 28?
5 4
6 7 9 11 44? 58
7 1?
8
9 2?
10 8 9 14 23? 28?
11 1?
12 1 8 12 17? 21?
13 2 1?
14 7 8 12 1t
15
16
17
18 9
19
20
21
22 1(10)
23
24

1 4o1. Everywhere else we find the ariyad short sixth here, so thisis suspect :
it is one of the verses said to have been added by the recensionists.
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§ 210.
(v,~~~ except where otherwise noted)
Posn. of | Upalisutta | Mettasutta | Tuvataka- Isidasi- Sumedha-
gana sutta gatha gatha
1 6 (mostly
2 I 2 7
(sometimes
“ee)
3 I
4 1? 2?
5
6 2 2 5
7
8
9 I 2
(+=-) (-3, -
and ~~~~)
10 I 5 5
I:v-~~) | (T:v--~)
11 1??
12 1? 1 5
(=-)
13
14 I I
15
16
17
18
19
20 1 (10)
21
22
23
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§2r11.
Posn. of | Upalisutta | Mettasutta | Tuvataka- Isidasi- Sumedha-
gana sutta gatha gatha

6 1
8 10 3 6 13 21

14 46 64

16 10 2 4 15 28

22

24 1 (10)

Posn. of | Upalisutta | Mettasutta | Tuvataka- Isidasi- Sumedha-

gana sutta gatha gatha
8 (does not 6 7 32 43
16 occur— 7 8 32 35
24 endings in
-assa)
§212.
~—and v,—*
Posn. of Upalisutta | Mettasutta | Tuvataka- Isidasi- Sumedha-
gana sutta gatha gatha
1 1 2?
4 3 3 )
9 4 (Does not 1? (Does not occur)
12 7 occur) 2?
17 3

§ 213. It was not practicable to scan all the ganacchandas
strophes in the Canon (the total is more than 450). On the
one hand the state of preservation is extraordinarily bad, but
on the other hand the very great complexity of the gana metre
rules out all but a very small number of possible readings.
Whereas in mattachandas a large number of different metrical
interpretations may fit the matta count, in ganacchandas the
gana divisions and the exact rules governing their rhythmic
structures leave us with far fewer doubtful alternatives. The
difficulty is to find the traces of the original strophes in the

1 .- perhaps always = - -. Besides these we find five cases of ~,~~
apparently = ~,- with resolution (Upalisutta has one in fourth position and
two in twelfth ; Twuvataka has two in fourth).
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mangled verses which have come down to us, preserved since
the 1st century B.cC., it seems, by people who did not understand
the metres, and edited by modern scholars who were similarly
ignorant of them (which is hardly surprising in view of the state
of the manuscript material) or who, at best (Sn), were not able
to venture far into the realm of conjecture in the absence of
general rules governing Pali metrics and of particular rules
governing the ancient g7tz. Although the restorations we can
make are in most cases convincing, the time and cffort needed
to puzzle out these 450 enigmas proved too great for the present
study. It is hoped that the sample taken is an adequate basis
for discussion.

§ 214. The ganacchandas verses in the Canon are distributed as
follows. There are two poems in Sn, the well known Mettasutta
in the Uragavagga (g7ti, except possibly the last strophe which
H. Smith suggests is gurvini : 1949, 1164) and the Twuvataka-
sutta in the Afthakavagga (g7ti). These texts seem to represent
the oldest stratum of ganacchandas in the Canon. Whereas the
Mettasutta is comparatively well preserved, the Twuvatakasutta
is full of corruptions. It does not observe the capala rule
followed by the Mettasutta, and it seems to allow ~-~in the odd
ganas. The poem may represent a slightly later stage than that
of the Mettasutta, when greater freedom was allowed, the gana
principle having become firmly established. In any case it is
much earlier than the majority of our ganacchandas texts, and
we cannot reconstruct its usages with any certainty in the
absence of further similar examples.

The Upalisutta of the Majjhimanikaya (which otherwise
contains only a few scattered verses in anufthubha and tutthubha)
is also in giti. This eulogy of the Bhagavant resembles the
Mettasutta in the regularity of the capala structure, but it is
composed in strophes of six padas instead of the usual four, the
groups of six being clearly marked by a refrain throughout. It
also differs from the Mettasutta in that the first syllable of the
padayuga appears to be partially anceps, i.e. any short syllable
may be lengthened there to produce the full gana (~- > - -).
This primitive feature seems to occur a few times in the
Tuvatakasutta also.
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In the Therigatha we find three poems, the Kisagotamigatha,
Isidastgatha and Sumedhdgathd, and in the ariyd metre, but with
a much higher frequency of capala than in Classical arsya.t Five
Jatakas, in an even worse state of preservation than the Theri-
gatha verses, are in the same metre (the Culladhammapdla, No.
358, the Kalingabodhi, No. 479, the Candakinnara, No. 485, the
Cullasutasoma, No. 525, and the long Khandahala, No. 542). The
usage of the various ganas appears to be similar to that in Th II.

Elsewhere there are only scattered examples of ganacchandas,
and it is noteworthy that none are found in Dh, U, I, Vv or Pv.
There are a few strophes in Th I, including ugg?ti (359) and
upagiti (489), in the Mahdavagga of the Vinaya, in S I, in the
Buddhavamsa, Th 11 23—4 in a very corrupt state and one or
two other strophes in the Jataka. We may mention finally the
uggata and pamitakkhard, metres derived from ganacchandas,
found in the Lakkhanasutta of the Digha, which would add
another twenty-seven strophes to our total.

T he Origin of Ganacchandas

§ 215. It is more than eighty years since Cappeller published
his remarkable study of ganacchandas,? yet his theories are still
very little known, much less subjected to criticism or replaced
by more modern research. The question of the nature of the
rhythm of the ariya, regarded by many Sanskritists as most
obscure—a system of arbitrary rules rather than a verse form
with strongly marked rhythms which could be felt in recitation
like those of the more familiar vatta or wpajati—was first
properly posed by him and was very largely clarified by his
keen insight.  Jacobi, having additional materials at his
disposal, such as the Ardhamagadhi texts, carried the study
further by his hypotheses about the history of the post-Vedic
metres. His tentative conclusions, as formulated in the famous
ZDMG article of 1884, have, however, achieved an authorita-
tiveness which would astound that ingenious scholar were he
alive today, for he himself pointed out later (1895, p. 271,
f.n. 2) that his work had been done before he knew of the

1 Note that the latter two poems are in the immediate context of the
Subhajivakambavanikagatha in the later style of mattachandas.
2 Die Ganachandas, Leipzig, 1872.
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existence of ganacchandas in the Pali texts—thus implying that
his historical conclusions might be vitiated, or might at any
rate require fresh demonstrations taking the new discoveries
into account. Ballini, who in 1912 published the careful
collection he had made of the contributions to the study of
Indian metrics, unfortunately missed this and simply copied
out the old arguments, although by that time all the ganac-
chandas in the Pali Canon had been printed (admittedly only
the Sn examples seem to have been recognized).! Even today,
Professor H. Smith in his own work on Pali ganacchandas
merely refers to the 1884 article with the remark: “ Quelle
qu’ait été la genese de 8.5,01...05 [ganacchandas], il ne sera pas
inutile de confronter le sloka (ac : 8.1.3, aux équivalences - -:
v~-) avec les kola 8.5,01 et 8.5,03, qui servent de points de
départ au systéme de 2gana & quatre ou a six mores...”’?

§ 216. Before discussing the rhythms of ganacchandas in relation
to actual ““ performance” with music, involving the ictus
scheme put forward by Cappeller, it is necessary to trace the
origin of the metre and of its rhythmic elements. Without a
living picture of the metre such as its historical development can
give us, we are in no better position than Cappeller in trying to
fit aready made theory, suchas Westphal’s, to the dead metrical
scheme of the old treatises on metrics. That Cappeller’s results
were, on the whole, not illusory as Kiihnau’s were, can be
affirmed only through our knowledge of the nature of ganac-
chandas gained mainly as a result of Jacobi’s historical studies.

§ 217. The giti strophe contains the same number of matta as
the vetalzya strophe :

wx |- vv|- vev x| zo|- vv|- oy ¥ X 2 vetdltya

el R bl I P B R RS P £

(we give the vipuld capala form of giti as found in our earliest
ganacchandas texts).

1 Ballini: “‘ La poesia profana (Laukika),” in SIFI-I, vol. VIII, part 2,
Florence, 1912 ; see p. 89. Fausbell’s edition of Sn appeared in 1885, just after
Jacobi’s main article.

2 1949, p. 1159.
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—Jacobi in his 1884 article gives a theory of the evolution of
ganacchandas based on this correspondence. He describes two
forms of ganacchandas, a newer form found in the later Svetim-
bara Canonical texts and in the Classical literature (the ariyd),
and an older form found in the earlier Svetimbara texts:
Ayarangasutta and Siiyagadam (the giti). The same historical
sequence, as we have already suggested, appears in the Pali
texts, where the g7#i is found in association with the earlier
mattachandas texts in Sn whilst the ariya is found alongside
a later mattachandas text in Th I1. Whilst mattachandas is more
widespread in the Pali Canon, occurring in texts where
ganacchandas is not found (Dh, U, Vv, Pv and the Anguttar-
antkaya),! there are altogether more strophes in ganacchandas
than in mattachandas (over 450 as against less than 400). This
fits in very well with our picture of the older mattachandas,
widely used in the earlier texts, being pushed out by the newer
ganacchandas, which is but rarely used in the earlier texts whilst
it is very popular in the later texts.

Jacobi gives the following scheme for early ganacchandas :

Pnl e R e

and points out the resemblance to vetalzya, the second and third,
sixth and seventh, ganas being simply interchanged, and, he
believes, a different principle of measurement being introduced :
in place ofthe Vedic foot of four syllables, which he unjustifiably
attributed to vetalzya, we have the gana structure. Having seen
only Dh as an example of early Pali poetry he supposed that
ganacchandas was unknown in Pali and was not invented until
a post-Pali period represented by the Svetimbara Canon. This
is not the case, but he was nevertheless right in supposing
mattachandas to be the earlier metre, if the outline of the general
development of the musical metres indicated in our last chapter
is correct.

§ 218. If the matta count is identical in the two metres (vetdliya
and g7tz), and proves their affinity, how are we to account for

1 As against ganacchandas found in the Majjhimanikdya where mattachandas
does not occur.
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the curious rearrangement of the ganas ? The mere carrying of
the musical rhythm through the cadence as well as the free part
of the pada does not explain the normal form of ganacchandas
as a direct descendant of the normal form of mattachandas. In
our study of mattachandas, however, we have found a number
of alternative rhythmic structures, including such a *‘ rationa-
lized ” padayuga as that of the vegavat?, and in ganacchandas
also there were such alternatives. By putting together all the
evidence at our disposal, meagre though the literary remains of
our period may seem, a fairly clear picture emerges from which
it should be possible to elucidate the nature, interrelationship
and process of evolution of all these metres.

§ 219. In the case of mattichandas we have the “ syncopated
padayuga called pavatiaka

v_vlL‘t _lv_vx W[v_vlr_! _lv__vz
:

In the case of ganacchandas we have the gurvinz, which we
may also call syncopated, the eight matta rhythm == -|v--
beginning one gana late ; in illustration of this metre we may
give the Ardhamagadhi ““ hypermetre ” as described by Jacobi,
1885a, 389 ff. :?

e B A e RSN
(the part enclosed by |: :| may be repeated a varying number
of times—see Jacobi’s article for details).

The similarity between these two metres extends almost tc
identity, syllable for syllable : besides the gana ~-~ appearing
in exactly the same positions in both, the gana ==- (initial long
which may be resolved, final long fixed) appears twice (seconc
and sixth positions). Only the fourth gaza changes slightly
from == to ==-. The only difference is the pdda and strophe
structure, since in place of the four pada mattachandas strophe
the “ hypermetre ”’ has its curious extendable form, varying
from an occasional four gana (first, second, third, and eightt

1 This metre is used in the Varnakas of the Jaina Canon, a special type o
descriptive composition.
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ganas of the above scheme) strophe (?) to one of twenty-eight
ganas, any even number in between being permitted, the eight-
gana form being the favourite. The initial gara sometimes takes
the form - -, and the final gana generally has the full four
matta, like the ariyagiti, but may have only the single anceps
syllable. With the usage in the final gana should be compared
the mattachandas usage of combining an opacchandasaka
posterior pada with a vetalzya prior, which results in a padayuga
of exactly the same length (32 matta). For convenience of
reference we may call a metre with the full final gana, or the
opacchandasaka cadence, *‘ acatalectic ”’ and the alternative, in
which the final syllable is missing, ‘‘ catalectic .

§ 220. We can now see all the components of ganacchandas
separately, with their mattachandas prototypes, and the various
combinations and permutations which are possible. We may
construct a kind of matrix of musical metres in three dimen-
sions:  ““normal ”’/‘ syncopated ’, ‘‘acatalectic ”’/‘ cata-
lectic ’, mattachandas/ganacchandas—in which the third pair
seems to be of least significance in our theoretical analysis, their
difference emerging only in practice, where the least important
distinctions so often appear on the surface, obscuring the inner
relationships and interconnections of things :

Syncopated opaccliandasaka “ Hypermetre " (usual form)
SYNCOPATED
Pavattaka Gurvini (and catalectic ' hypermetre ')
ACATALECTIC

/

CATALECTIC

Opacchandasaka Ariyagity

NORMAL

Vetaliya Gili

MATTACHANDAS GANACCHANDAS
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“«

§ 221. Taking only the ‘‘ catalectic ’ forms of the metres, we
may compare their structures as follows :

I

X 2 vetaltya

e BT R R

vomv|E= o |vev o=|em|ve v |=x -|v-v = X 2 pavattaka

I | - |vev = -|v- vi|e= -|v-v|= “ hypermetre "’
(gurvini)

= -fem el ZG ) - e v - ]E X 2 (or X 3) gitd

-T2 - =], -] 2l - - |vv- - X 2 svagata

|- vy |- vv |- - e vv |- vv |- vv |- - X 2 vegavall

- -~ |(v_‘; -|~-~ = X 4 rathoddhata

From the conflict of the mixed rhythms of mattachandas
(the uneven padas and the two opposing rhythms within them :
- -|v-~ together with the syncopation or two matta shift of the
proto-gana divisions) a whole array of new metres was generated,
the most important (the most successful solution to the
rhythmic problem of creating an isochronous but not mono-
tonous strophe) being the g7t/, with its rich potential of further
development of rhythmic variety and flexibility within the
16 gana strophe.

§ 222. In the last chapter we considered how mattachandas
developed several fixed offshoots, or, more precisely, several
forms in process of stabilization of rhythm in particular direc-
tions which later became fixed. In the development vetaliya
> pavattaka (and > chappada (satpada) > rathoddhatd) we
reach a well-rounded samavuita. In the development of the
vegavat? and the svagata the cadence rhythm is assimilated to
that of the opening, in the former metre a rather monotonous
strophe being produced, in the latter a fresh opposition of
rhythms of the mattachandas type, apparently with a “ normal ”’
prior pada and a *“ syncopated *’ posterior.

The transition from the pavattaka to the *“ hypermetre ”’ was
of quite a different nature. Aswe have seen, there is hardly any
change at all in the external, schematic, appearance of the
metre. What has changed is the wider context in which the
metre is situated, the way in which it is used and the *“ deeper "
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nature of the rhythms which does not appear in the superficial
scheme. As far as we know, the pavattaka was not used as an
independent metre, but only as a variant of vetalzya, but in any
case it was a mattachandas : its cadence was fixed, its strophe
was divided by the cadences into four padas. Used as a ganac-
chandas, the same rhythmic scheme acquires the following new
characteristic : the division into four padas is superseded by
the articulation into eight similar segments of eight matta each
which might be called ““ bars ”’ ; this perfectly cyclic rhythm is
then seen to be in its essence, or simplest form, the repetition of
this segment, so that a phrase of musical type may replace the
old strophe, and may be of any length, within reason, from two
segments or ‘“ bars ”’ (four ganas) upwards (three ““ bars ”’ = six
ganas, four ““ bars ”’ = eight ganas, etc., etc.). The phrase of
eight “ bars ™ or sixteen ganas which is equivalent in length to
the old strophe was the most popular form, and became the
stabilized form of ganacchandas, but in the late Medieval metres
(e.g. in Hindji) the alternatives, especially those of eight ganas or
of thirty-two, but also those of twelve, twenty, twenty-four,
and so on, are still frequently used. The metre has become fully
musical and can be used in the same way as a musical ¢ala.

§ 223. It is a remarkable fact that of the two ancient, basic
talas, caturasra and tryasra, described in the Natyasastra one,
the caturasra, has the same form as this eight matta tala of
ganacchandas. It is not clear why the two fundamental musical
rhythms, binary and ternary, should be defined in this curious
way with complicated structures :

caturasra : SSIS! (catica) = - -+ (eight matta)
tryasra:  SIIS (capa) = -~~- (six maltd)

—whatever the musical theory may be which underlies these
descriptions, it does not seem possible that the ganacchandas
rhythm, whether it be - -v-~ or v-~- - (depending merely on
where the cycle is regarded as beginning), resembles the caiica
merely by coincidence, the sole difference being the resolution
of the pluta into a long and a short, which makes hardly any

1 In the Indian notation I = short, S = long, S = pluta.



160 Pali Metre

difference in the feel of the rhythm. Whether the musical theory
was based on the association with metrical rhythm, or vice
versa—or whether the caica is an imitation of the call of the
woodpigeon or of some other natural rhythm—is a question
which cannot be taken up here. We may note the continuity of
metrical development without, for the present, enquiring
further into the interactions with the ancient music which
resulted in the stabilization of the fundamental ganacchandas
tala. We may also note that the adoption of the g7ti, with ~-~
in the even ganas, rather than the gurvin?, as the standard form
of ganacchandas, suggests that the metre was brought into line
with the musical convention that the ‘ala began on the first
garu: - -v==and not on the lahu : - -. This is uncertain
because there is no reason why the strophe should not begin
visama (with an “ anacrusis ”’), in the same way as the normal
form of mattachandas. 1t is possible that the gana form ~-~
retained its cadence-associations and that - -~-~ was felt to be
the form of the metrical rhythm.

§ 224. The giti, or normal form of ganacchandas, stands in a
somewhat similar relationship to the gurvinz—*‘ hypermetre ”’
as the wvetdliya does to the pavattaka. Since in the case of
ganacchandas the ‘“ syncopation ™ involved is a shift of four
matta, whilst in mattdchandas it is one of only two matta, the
gite and vetaliya do not coincide at all in gana articulation.
Unlike the gurvinz and pavattaka, they show no ambiguity in
their structure : one is plainly ganacchandas, the other plainly
mattichandas. One may here invoke the principle of stabiliza-
tion of metres in their most characteristic forms, furthest
removed from other metres, which we put forward in the last
chapter (§ 150, end). The only cases recorded of --- in
mattachandas in the position of the future even ganas are the
“ syncopated ”’ pada forms: = -|;-;|---‘<)(=), which occurs
in the Kummasapindajataka (J III p. 412, 150a and others),
inSn (8a: yo maccasari na paccasarirepeated five times) and in
Th II; and ==|- -|y-y|v-v- = (in position of sixth gana),
which occurs as refrain in J 458 and doubtfully in Sn. Clearly
the conjunction of ~-~|~-~was avoided in all the metres.

The question of ~-~in the evenganas brings us to the problem
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of the fourth gana, in which the two pddas of mattichandas
were welded together to form the gamacchandas padayuga of
7% (or 8) ganas.

§ 225. According to Jacobi’s theory the fourth gana of the
earliest ganacchandas was formed by the coalescence of the final
(anceps) syllable of the prior vetalzya, when short, with the first
two syllables of the so-called anacrusis of the posterior pada,
when this had the form ---. This seems very neat, and it
explains the vipuld form of ganacchandas, in which the caesura
falls after the first short syllable of the fourth gana |-,-~|
(a very common form, in fact the regular form, in some of our
oldest texts) as a legacy from mattachandas (end of the prior
pada). Although there is evidently some connection here
between the two metres, this argument is not satisfactory as it
stands, and the fourth gama was not derived in this direct
manner. The final anceps syllable of the prior pada probably
counted as a long in the musical rhythm, a short syllable being
lengthened : this seems to be the true nature of the final anceps
of the ganacchandas padayunga and of other final anceps syllables
in Indian metres.! If the initial syllable of the posterior pada
of vetaliya was allowed to be anceps (which is doubtful, and in
any case probably restricted to the earlier period), this should
surely be limited to allowing exceptional metrical lengthening
or shortening in initial position, and should not be interpreted
as meaning that such an initial group as -~ is not quantitative
(as Jacobi contended). Thus we should interpret ~-|-~~. . . as
- -|]-v~... and -v-|-v~... as vv-|-v~... This would
result, in the transition from wvetalzya to giti, in a fourth gana
form -,v~ (taking the vetaliya padayuga proposed by Jacobi as
the starting point). Now this form actually appears in early
Pali ganacchandas (although --~ as a gana is unpopular in any
position), in the Tuvatakasutta. More frequent (especially in the
Upalisutta) is -,- or ~,- (>-, -) in the fourth gana (cf.
posterior vetaliya with initial long). That ~,-~ is very much
commoner than these forms of the fourth gana is evidently due
to the adoption of the alternating system of - - and ~-- as the

1 cf. §§ 102 and 226.
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basic rhythm of all ganacchandas, ~-~ occurring in the odd
ganas of the “ hypermetre ” and the even ganas of the giti.
The formation of the gits was certainly helped by the quantita-
tive fitting together of . . . =< of the vetal7ya, and the caesura
following the first syllable of the fourth gana undoubtedly
originated from mattachandas. The adoption of the form -,-~
with the caesura in the fourth gana following the short syllable,
may have pleased the ancient poets, as it satisfied Jacobi’s
desire to find a nice correspondence of structures, but it should
be regarded as the result of the impact of the regular ganac-
chandas rhythm on the divided padayuga of mattichandas,
and not as the manner of generation of that rhythm from
mattachandas.

It was not only in the fourth gana that a caesura appeared in
ganacchandas : in the second and sixth also we have the
““secondary caesura ”’, which is the rule when four short
syllables make up these ganas (v,~~~). This usage may have
been as important in the fixing of the vipula forms with caesura
~,»~~and ~,-~in the fourth gana as the memory of the old pada
division. It evidently arose from the need to stress the synco-
pated rhythm <e<=-. It should be noted that in early Pali
ganacchandas it was the fourth gana which from the beginning
showed a tendency to variations of rhythm, and that the second
gana maintained the ~-- rule longer and even in the later
texts (e.g. Th II) has ~-~ much more frequently than does the
fourth gana.

§ 226. One more question connected with the origin of ganac-
chandas is that of the initial anceps in the old prior pada. We
have seen in mattachandas that occasionally it seems necessary
to assume the exceptional lengthcening of a short pdda-initial
syllable (including root syllables), against the normal rules for
licence, to preserve the matta count (see Tables 1 and 2,
§§ 128-9, in Chapter V: ~-vv > - -vvand ~- --~ > - - evv
in Sn). Sometimes we have to assume the same lengthening in
early ganacchandas at the beginning of the padayuga. Thus in
the Upalisutta we wish to read : nghatakassa, purindadassa,
satimato, tathagatassa, etc. The same thing appears to happen
in the Twuvatakasutta, but in the Mettasuita, which is so regular
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in other ways too, it is absent. The cases are limited to ganas
of two syllables: ~- > - - In the later texts this special
licence is not found.?

In the initial of the old posterior pada we find traces of this
old anceps in three places 2 where it is apparently necessary to
assume : v, -~ > ~,-~ (fourth gana).

The final syllable of the padayuga (and probably of the prior
pada in the earliest texts) remained anceps, as seems to be the
rule in almost all Indian metres, but it is of interest that in the
Pali texts there is a considerable preponderance of longs in this
position, indicating a strong feeling for a syllable of at least two
matta (half a gana). We may conclude that any short vowel as
padayuga final in Pali ganacchandas underwent metrical
lengthening.

The Origin of the Ariya

§ 227. Various explanations have been attempted to account
for the shortened sixth gana in the second padayuga of the ariya.
This metre replaces the g7#7 in the later Pali Canonical texts,
and thereafter remains the dominant, almost the exclusive,
form of ganacchandas in the extant Prakrit and Sanskrit litera-
ture. Although the theory places the two metres on a level as
alternative structures, along with uggits and upagiti, and does
not recognize that the giti is an older, discarded form, the
distribution of the metres in the Pali Canon seems conclusive
evidence for a historical change.® Jacobi (1884) was led to the
same conclusion in his study of Ardhamagadhi ganacchandas.

§ 228. Cappeller (1872, pp. 69-70), finding it impossible to
accept a single short syllable as equivalent in any way to a
whole gana, regards the short sixth as merely an acciaccatura
(“ Vorschlag ') ¢ belonging to the seventh gana. This seems
quite unjustifiable. Equally improbable is the suggestion that
the gana was completed by a musical ““ rest ”’, if only because

1 Except for one case of tato (> tato) initial in the Isidasigatha.

2 Upalisutta, strophes 7, 8 (twice). Alternatively we might assume > -, -~
(lengthening the final of the prior pada).

3 cf. § 214 above and also § 203.

4 Ballini incorrectly translated this into Italian as ‘‘ appoggiatura *’, which
would have been ‘‘ Vorhaltung *” in German.
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no caesura appears which would allow a break in the uttering
of the words. Jacobi suggested (1884, p. 602) that for some
reason the singing of the strophe required inequality of the
padas, and cites the Gitagovinda as an example in which the
strophes throughout have either all four, or at least three, of
their pddas different from one another. This much later
example of musical metres, of course, belongs to the Apa-
bhramgéa-Hindi stage in which such inequalities in a number of
metres can be seen quite clearly to be the result of the musical
structures, with rests and pauses in the text as it is fitted to the
tala (the traditional recitation being still alive amongst the
popular Hindi reciters and preachers in India we can easily
verify this). However, we do not find a gana of one matta in the
later technique. The only explanation which seems to fit the
case is that the final cadence of the arsya strophe was marked by
syncopation, just as in performance of the classical music the
cadence or coda (at the end of a piece and also sometimes at the
end of each verse of a song) is often marked by syncopated
drumming. It seems likely that this syncopation derived from
the syncopation in the gana 2., the *“ cadence gana ” of each

—

eight matta section of ganacchandas : the syncopation, instead
of being resolved by the final short syllable of the gana . ..

“|« ... with a return to a new section, is carried on to mark the
final cadence of the whole strophe . . . |'?|= - |<||. The assump-
tion of a gana of one matta is merely a conventional description
of this syncopated close, which might also have been described
in other ways. In modern European music, especially from
Scriabin onwards, the old musical ‘“ Taktgleichheit ” is not
infrequently swept aside by the insertion of a bar with a different
time signature (see e.g. the 21st of Scriabin’s twenty-four
Preludes, opus 11, for an early example of mixed time signa-
tures: 3/4, 5/4 and 6/4), and even bars containing a single
beat are found. This overt notation, however, merely makes
clearer syncopations which have always been used to enliven
music, though more modern composers have felt freer to
experiment with them and to alter the bar lines and time
signatures in the score as well as the rhythms in the music.
Rossbach (1854, pp. XIX {f.) already has drawn attention to an
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interesting example by Mozart in the Overture to Le Nozze di
Figaro. Beat shifts are very frequent in Mozart.

§ 229. In the giti, strophes of both four and six padas, or
perhaps more precisely of two and of three padayugas, are
found, and we have also noted the curious indefinitely extend-
able strophe—if we can call it such—of the “ hypermetre . So
far ganacchandas had not advanced decisively beyond matta-
chandas in achieving a truly musical strophe, in place of the
metrical organization more suitable for continuous narrative,
which stops short at the padayuga (cf. the epic vatta, in which
the padayugas are little more than lines of blank verse and the
narrative runs on fairly freely over them, sentences not neces-
sarily coinciding with strophes, leading to editorial difficulties in
breaking up the narrative into ““ verses "’ and numbering them).
With their refrains, coincidence of sentence and strophe, inter-
play of rhythms, and so on, mattachandas and the giti show a
regular strophe organization, but thisis of an external nature not
imposed by the metre. With the ariya we find a four pada
unity based on the metre itself, that is on the musical * sen-
tence ”’ of two ““ phrases ", the second of which ““ answers ”’ and
completes the first, which is the basis of the strophe. The
transition to musical metrics was completed by this invention of
the visamavutta strophe structure.!

The Ganas and the Structure of the Ganacchandas Strophe

§ 230. We have already observed that in what appear to be the
earliest ganacchandas verses extant (Mettasutta, Upalisutta)
the structure is practically fixed. ~-~ is the rule in the even
ganas, except occasionally in the fourth, where (apart from one
case of v,~~~) v~-and -,-(= - -?) seem to be allowed and to
have their origin in the transition process from mattichandas.?
==- is regular in the odd ganas (in the Mettasutta ~~- being the
rule in the seventh and - - the rule in the fifth so that the
‘“ posterior pada’ is practically fixed: -~|- -|v-~|-v-]|-

1 We may thus regard the adoption of the addhasamavutta structure
(mattachandas) as the initial stage of this transition.

2 The early Ardhamagadhi giti is of a similar nature, but not quite so rigid
as the Pali.

3 See above, § 225.
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‘ )

whereas the * prior pdda” is allowed some alternations) ; in
the first and third - - is about three times as common as ~~-
in the Meitasutta, and in the first, third and fifth - - is about
twice as common as ~~- in the Upalisutta (here it is of interest
to note that the second padayuga has most freedomand that the
third padayuga is most rigid) ; the Upalisutta has one-and-a-
half times as many - - as v~- ganas in the seventh position in
the first padayuga, equal numbers of these two in the second
padayuga, and ~~- alone in the third padayuga (where, however,
it is a refrain repeated throughout the poem).! --- does not
occur in these two Pali poems. -~~~ as resolution of ~-+~ occurs
seven (sixteen) times (only one of which is in the Mettasutta),
and it never appears in the odd ganas. Thus no odd gana may
end in two short syllables.

§ 231. It appears that the rigid Mettasutta giti represents the
earliest ganacchandas, whilst the Upalisuita and the Jaina
texts show a slightly later stage in which, the basic ¢d@la having
become firmly established, some variations are introduced.
Even in the Classical Period, however, - - retained its popu-
larity as the simplest form of gana, as Cappeller has shown, and
he also draws our attention (1872, pp. 48-9) to the interesting
statement in the Prakrtapaingala (Bollensen, 1846, Appendix,
p- 536, verse 4 = Ghosa’s edition, 1902, p. 112, verse 58) that
the best arya (gahanawm gahd, ad) is that consisting of twenty-
seven long syllables and three shorts (a total of only thirty),
which is called lacchi (laksm?) (the three shorts are of course
those in the sixth ganas which are compulsory). In the later
Pali ganacchandas - - is much the commonest gana, but in the
even positions ~-- still predominates. --~ has taken its place
alongside ~~- as a regular but not very frequent alternative to
- -, and a few cases of the complete resolution -~~~ are also
found in the odd ganas.

§ 232. The rule of the secondary caesura in ~,~~~ as resolution
for ~-~ (which itself tends fairly strongly to -, -~ in any position)

1 AM has mainly - -in the third and seventh gazas and - - and --- about
equally in the first.
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is adhered to in all the Pali texts with very few exceptions—not
more than are likely to have been produced by mere corruption.
On the other hand Jacobi’s *“ Law of vipula ”’ (1886, p. 340) does
not seem to have been in force in the later Pali texts, although
in the earlier ones it is not infringed because a caesura after the
first syllable of the fourth gana is produced by the division into
prior and posterior padas at that point. According to Jacobi’s
Law, in the vipulad metre, in which there is no caesura at the
end of the third gana, if the forms ~-- or -~~~ occur in the
fourth gana there must instead be a caesura after the first
syllable of that gana : ~,==-. In the earlier Pali texts we see the
original basis for such a usage in the pada division at that point
to which we have just referred. In the later Pali texts, however,
with the abolition of this pada division the pathya (with caesura
after the third gana) and vipuld (without this caesura) forms
seem to be used without further restrictions. Just as in any
gana with ~-~, there is a tendency to -, -~ which should probably
be described as a ‘“ secondary caesura ”’, resulting apparently
from a feeling for the strongly marked syncopated rhythm
¢ % ... which manifested itself in a kind of staccato. In the
Isidastgatha and Sumedhagatha, however, this caesura is much
less common in the fourth gana than in the second or sixth, on
account of the prevalence of the new pathya form. Whilst there
is usually a caesura at the end of the third gana, the form ~-~is
still by far the commonest fourth gana. There are thus many
cases of -~ without caesura, but even in the vipula padayugas
there are several cases where no caesura appears (e.g. Th II
478 ab, 501 ab, 522ab, 505 cd; 498 abhas ~-,~). In the later
literature, such as the Hala Anthology, the conflict between the
prevailing pathyd and the ~,s=~ rhythm in the fourth gana was
resolved by the adoption of the usage described by Jacobi.
~-~ as fourth gana gradually lost its popularity not only with
the generally increasing flexibility of the ariya but also through
these difficulties of structure, and it became still less common
than ~-~ as second gana.

§ 233. It is clear from the fala structure underlying ganac-
chandas (¢ -~-~, or “-~- -?) that the gits padayuga consists of
four *“ bars ”, segments or ‘“ measures ” in this fdla and the
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ariya strophe of eight (with syncopated close). Cappeller placed
the ““ main ictus ”’ on the even ganas, that is, he adopted the
second of the fdla forms given above: “--z -, He tried to
justify this conclusion partly by analogy with Greek metre and
partly by arguments within the limits of the ““ normal ” forms
of ganacchandas. The analogy proves nothing (we have rejected
Westphal’'s ““ comparative metrics ”’ above, §§ 22 ff.) and the
latter arguments were unavoidably circular: by a simple
interchange of one rhythm for another throughout they could
be made to prove that the mainictus fell on the odd ganas. The
discovery of the ‘“ hypermetre ’ with its gurvini structure lends
support to Cappeller’s conjecture, and if the matrix of musical
metres given in § 220 could be made to demonstrate that the
giti, like the vetaliya, opened wisama (§223)—both being
““normal ” metres—but had a ““ bar ”’ of eight matta whereas
that of the vetalzya contained only four matta, we could say that
in origin ganacchandas was organized according to Cappeller’s
scheme. Against this we have the musical tradition that the
tala is =-~—, and it seems unlikely that, even if in origin the
ganacchandas tala was “-~- -, the metrical structure was not
brought into line with this convention (and the gi7t; thereby
converted into a song strophe which began sama with its
accompanying tala). In practice the difference between = -~-~
and “-v- - is unimportant : there exist today similar differ-
ences of convention between North and South Indian music,
and such regional differences very probably existed in ancient
times too. Cappeller, however, deserves the greatest praise not
only for recognizing the eight matt@ cyclic (or cakravartana)
structure of ganacchandas but also for his grasp of the nature of
the gana form °- -, whether its ictus be main or secondary. The
word accent falling frequently on the long syllable of this gana,
it was a bold conjecture to place the musical ictus on the first
short syllable, producing a strong syncopation, but there can
be no doubt now that this is the correct analysis (see § 232 above
on the secondary caesura and Cappeller’s correct assessment
of the first kind of secondary caesura on p. 94 of his study).

§234. A giti strophe of two padayugas may be analysed as
follows in pairs of four matta ganas, those with the ‘‘ cadence ”
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rhythm and the final * half-ganas ’ being underlined :

(5]
(I e B e B aa— |

4+4+4+4+4+4+4+ )I+4+4+4+4+4+4+4+( )1

| &
prolonged
final or

2 -+ rest

—if the metre were taken as visama the result would simply
be changed to :

)

- ) /0 /0
4+4+4+4+4+4+4+(4) )I+4+4+4+4+4+4+4+( )1
[\

The ariya strophe may be analysed similarly, with its
syncopated close :

4+4+4+4+4+4+4+@) | +4+H4+H4+4+4+1+H4+(4) ||
Y
syncope

—the syncopation was perhaps accompanied by a rallen-
tando, bringing the rhythm to a point of rest at the final syllable
of the strophe.

The Historical Significance of Ganacchandas

§ 235. At first sight it may appear that from the multiplicity
of rules giti and ar:yad are tricky metres to handle compared with,
for instance, the epic vatta. As we have seen, however, the
ganacchandas rhythm is just as natural as any other when its
musical structure is grasped. Further, Professor H. Smith has
shown that the infinitely variable ganacchandas strophe—
“I’arya bouddhique, comme celle de Vardhamihira et d'I¢vara-
krsna”’ (1950a, p. 14)—could accommodate any technical
term, whereas the old wvatta-tutthubha technique entailed the
avoidance of vv~1 which resulted sometimes in the metrical

1 But see below, §§ 244~5, on successions of shorts in the Pali vatta.
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alteration of words which could not otherwise be fitted into the
verses (see 1950a, p. I0).

§ 236. Besides satisfying the need for a metre which could
accommodate any technical term used by the ancient religious
and philosophical schools (no doubt it was used also for techni-
cal treatises dealing with science, art, architecture, poetics, and
so on), ganacchandas was equally amenable to the vogue for
successions of short syllables which accompanied the Apa-
bhraméda tendency in the language. H. Smith has pointed out
this tendency in Pali, and we have referred to his rhythmic
studies several times already : here we may refer to his article
on anticipations of Apabhramsa in Paliin the BSL 1932, 169 ff. :
“ Désinences verbales de type apabhrams$a en pali.” In
Apabhrams$a most conjuncts are reduced to a single consonant
and the masculine nominative singular termination is abbre-
viated to -» ; in *‘ paliassoupli” these tendencies are illustrated
by bhavissati > bhavihiti and by the metrical shortening of
final -0. The appearance of the new ‘“ mesures légeres ”’ (P”) in
various metres in the later Pali texts may be interpreted as
showing a desire on the part of the Buddhist poets to present
their teaching in forms closer to the current popular taste than
the “ heavy ” old rhythms.

§ 237. Ganacchandas served equally well for either rhythm, and
evidently was extremely popular in the transition period. We
can see in the Pali literature how from the old gi¢i, where there
is little freedom of structure, the suppleness of the metre was
gradually increased, as the musical form became more familiar
to the listener, until entirely new possibilities were created.
Cappeller has shown (1872, pp. 81-5) how the poets using
ganacchandas were able to bind the form very closely to the
meaning by the use of rhythms expressing the feeling of the
situation described. This principle, as is well known, became
very highly developed in Classical Sanskrit, in the association
of various metres with different emotions, objects or events.
Ganacchandas, the most important metre of the transition
period from the later Pali texts to the rise of the Classical
Sanskrit literature (a period of which the greatest literary
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monument is perhaps the Hala Anthology), could achieve a
great deal of this type of expression within the structure of a
single metre. We have already noted that the repertoire of
fixed classical metres was largely derived from ganacchandas
rhythms, so that we can now say that it seems to have been
through experiments in ganacchandas, and the growing up of
usages associating the various rhythms with the various
requirements of poetic expression, that the classical metres were
evolved and given their various fixed patterns and the
characteristics associated with them.



CHAPTER VII
THE VATTA

Previous Research

§ 238. The wvatta in Pali has received more attention from
scholars than the other metres. Although the analyses of Pali
vatta usage made between 1887 (Simon) and 1912 (Ballini) were
somewhat premature owing to the very imperfect knowledge of
the metrical interpretation of the texts at that time, and the
statistics published are often far from being as accurate as the
form of presentation would suggest,! a rough approximation
to a true understanding of the metre was obtained and two
important conclusions drawn.? In this chapter the results of
previous research will be briefly summarized, with perhaps more
precision than was possible half a century ago, and some
further conclusions will be drawn.

§ 239. The two conclusions already mentioned as having
resulted from the old discussion are as follows :

1. The Pali vatta is close in structure to the anustubh of the
Brahmanas and Upanisads, being apparently of slightly more
recent origin, whilst on the other hand it appears to be a little
older than the waktra of the Brhaddevata ; this chronological
sequence is continued by the Mahabharata and afterwards by

the Ramayana.
2. The wvatta of the Afthaka and Parayana vaggas of Sn
appears to be older than that of Dh, Th and ]J.

1 Simon, for instance, gave complete and exact figures for Th and J, implying
that he had solved all the problems of doubtful scansions, variant readings,
corruption, and so on in these exceptionally difficult texts. We shall never
attain such precision in our statistics, for, as we have repeatedly pointed out
above, the language itself possesses a certain fluidity which results in frequent
metrical ambiguity.

2 The materials available include : Simon, ‘ Der Sloka im Pali,” ZDMG,
1890, 83 ff. (statistics on about 6,000 verses in Dh, Th and J) ; Moore, JAOS,
1907, 317 fi. (figures for the Itivuttaka) ; Oldenberg, *‘ Zur Chronologie der
indischen Metrik,” in Gurupit jakaumudi, Leipzig, 1896, g ff. ; ** Zur Geschichte
des Sloka,” NG 1909, 219 fi. (includes statistics on Atthaka and Parayana) ;
Smith, SnA III, 1918, 637 ff., Sd IV, 1949, 1148 ff. and its BHS continuation
in 1950a, ‘‘ Retractiones Rhythmicae "’ (1951 : system of nomenclature).
Other contributions will be mentioned below.

172
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§ 240. These conclusions are based on the frequencies of the
pathyia form of the prior pada, which are stated to be as
follows :

Rgveda............coooiiiiniin. circa 2% (part of Book V)—

Sunahsepakhyana (Aitaveya-
brahmana) and Book X of RVS

Satapathabrahmana (yajiiagathah) . . .

20%, (part of Book X) . ..
Arnold, 1905, Chapter
VII.

27%—O0Oldenberg, ZDMG,
1887, p. 63.

.37%—O0ldenberg, 1909,

based on pp. 227-8.
very Brhadaranyakopanisad ............. 509%,—O0Oldenberg, 1909,
small pp. 227-8.
n?mbers Idopanisad .. ........... ... 52%—Olde8nberg, 1909,
of verses R pp. 227-8.
Isopanisad ....................... 659% '—Gildemeister, 1884.
Kathopanisad . ............. ... ... 78%—O0ldenberg, ZDMG,
1887.
probably (.A4fthaka and Parayana ............. 68-709%,—O0Oldenberg, 1909.
all these Jataka........ ... ... L 74-5%—Simon, 1890.
figures are { Theratherigatha.................... 76%—Simon, 1890.
a little Ttivuttaka ..o 77-8%—Moore, 1907.
too low 2 \Dhammapada..................... 809%,—Simon, 1890.
Brhaddevata . ..................... 83-49%—~Oldenberg, 1909.
Oldenberg, 1909
Epics3. ... ... 87-8%, and Hopkins,
1902.
A$vaghosa........... ... o o 88-39%—Johnston, 1936,
p. Ixvi.
Saddharmapundarika .............. 89-59%,—Edgerton, 1936,
P- 44.
Raghwvamsa . ..................... 93%—O0Oldenberg, 1909.

! The discrepancy between Gildemeister’s and Oldenberg’s figures for the
Tsopanisad does not seem to have been explained. Oldenberg probably used
a better edition and perhaps rectified some doubtful readings. Aiyar’s figures
(JOR, 1927, 122) show fifty-seven non-pathya out of 224 (= 25-59%,) prior
padas for the five Upanisads : Katha, Svetasvatara, Mundaka, Kena, Iia. The
resulting 74-5% pathya is the same as that for the Jataka, but the time spread
of these five texts may be even greater. However, the Upanisad figures for
pathya would certainly be raised if we allowed for conjuncts such as pr, b,
not making position, which Aiyar does not.

2 Imperfect knowledge of the orthography, etc., increased the number of
irregular metrical structures in these early counts. It will be seen below that
the Pali texts vary from circa 659%, to 85%,.

3 On the more primitive versification of the Mahabharata see Ballini, 1912,
PP- 14 (f.n. 1) and 33, and the passages there referred to in Jacobi’'s Ramayana
(1893a, pp. 80-1, etc.) and Hopkins (1902). Hopkins divides the Mahabharata
vatta into three main types: the ‘‘ unrefined sloka ’’ of certain parts ‘‘ less
free ”’ in structure than the Upanisad metre ; the ‘‘ current Bharata Sloka’’ ;
the *‘ pseudo-epic, on a par with the Ramayana $loka .
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Vatta Usage. The Vipulas

§ 241. The ““ rules ” for the vatta, from the Epic usage onwards,
were worked out by Jacobi in the article ““ Zur Lehre vom
Sloka ™’ (1885b, 442 ff.). (It is strange that we find only a
garbled description of the watta pathya in Pingala, and
that even Halayudha in his commentary gives a very
incomplete description of the wipula usages). Jacobi’s rules
are as follows :

The wvatta strophe or siloka consists of four eight-syllable
padas. grouped in two padayugas each of which ends with the
cadence v-v=1

In the pathya (normal) form the prior pada of each yuga has
the cadence ~- - = Of the four opening syllables which
precede this, the first, like the initial syllable of any vatta
pdada, is anceps, whilst syllables 2—4 must not be ~~~ or ~~-.
These rules apply also to the four opening syllables of the
posterior pada, but in syllables 2—4 of the latter -~- also is
excluded.

§ 242. In the first vipula the cadence of the prior pada is v~
(the final short is rare, despite theancepsusage) ; in the opening,
syllable 4 is long and usually syllable 3 as well : =~- -or = -~-.

In the second vipula the prior cadenceis -~~= (again the final
short is rare) ; the prior opening is always = -~-,

In the third vipula the prior cadenceis -,- - = with a caesura
after syllable 5 ; the prior opening is = -~-.

Inthe fourth vipula the prior cadence is ,-v- = with a caesura
after syllable 4 ; this vipula being rare, it is difficult to deter-
mine the rules for the opening, but syllable 4 appears to be
regularly long. (This wipula is extremely rare in Classical
Sanskrit, not appearing at all, for instance, in the works of
Bharavi and Magha. The first three vipulas appear in decreasing
order of frequency, except in Kalidasa, who uses the third most
frequently.)

1 The four pada rule is frequently broken in Pali and in Epic (and Puranic)
silokas : see above, § 229, and below, § 267.
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§ 243. In the Mahabharata the usage is much freer, as has been
shown by Hopkins. Thus:

In the posterior opening --- is not excluded from syllables
2—4 (i.e. we may have the * iambic ” pdda = -~---~= which is
also found in Pali).

In the vipulas, the rules for the prior opening are sometimes
disregarded : = - - - may occur in any wvipuld, and =v- -
occasionally occurs in vipulds 2—-4 as well as in the first. (=-~-
is given as the regular opening for the fourth vipula, which we
may perhaps take as supplementing Jacobi’s rules.)

A ““fifth vipuld 7 occasionally appears, which is unknown in
the Ramayana and in Classical Sanskrit, but which is quite
frequent in the Upanisads. The prior cadence is ~~- =; there
do not appear to be any special restrictions for the prior
opening.

A sixth non-pathyad form, described as “ rare ”, has the prior
cadence - -~=,

Finally we have the only other possible form of the prior
cadence, which is identical with the posterior cadence ~--=.
Hopkins describes this as ‘“ sporadic .

§ 244. The Pali usage is more archaic than that of the Maha-
bharata. The third vipuld is much more common than the
others ! except in the A¢thaka and Parayana, where --v= as
prior cadence is commoner than any of the vipulds. The second
vipuld is next in favour, followed by the first, then the  fifth .
In the Th ~--x follows these, and is followed by the fourth
vipuld, whilst in the other texts (except Sn IV and V) the fourth
vipuld is commoner. - -~-=has the lowest frequency of all ; itis
regularly preceded by the opening = -~-. The rules for the
vipuld prior openings are similar to those found for the Maha-
bharata, with perhaps a little more freedom.

“ Hypermetric ”’ padas may be produced by the resolution of
asyllableinto two shorts. This is a regular feature of the initial
syllable of the pada (as also in the tutthubha), but it happens also
occasionally, and apparently as a regular usage in the metre, at

* It is curious that Kiliddsa should have had the same preference.
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thesixthsyllableof the prior pada. Thismaylead to difficulties in
scansion, since the resolved form resembles the *“ fifth vipula  :

pathya
i

WL, HON o B
>

¥
third vipula

—provided the reading of the pada is certain, there seems to
be no doubt that the form should be classed as pathyd or as
third vipuld, with resolution at the sixth. The resemblance to a
tutthubha pada with caesura after the fifth syllable should be
noted. Smith (Sd 1148) gives *“ after a caesura " as a condition
for resolution at the sixth, which may be correct : ! compare the
ganacchandas usage of secondary caesura when --~ is resolved
into v,~~~. In the case of the third vipuld we have the usual
opening @-~-, e.g.:

—
W eme w  NETREN R v v o -

sahassabhdigo, maranassa | Sn 427

—whereas with the pathyd the opening remains free, as in the
remarkable pada :

—
o R R R

nanakunapaparipitro| Sn 205

—this might, however, be classed as resolution at the fourth
(fifth vipula).

§ 245. Resolution at the fourth and resolution at the seventh
seem to occur, but so rarely that mere corruption may be the
cause. Thus we have :

~

- LV

agatam na patipijeti| Sn 128

1 E.g.Sn 1223, 205, ThII 11¢, 118e and 119e (but these two may be third
vipuld), 212a, 236¢, 341c; counter case : Th II 77a. In Sn 205 and Th II 212
and 236 we have the avyakta caesura in a compound. The confusion of pathya
with third vipula in cases of doubtful final quantity weakens the argument for
this * secondary "’ caesura.
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v W

katassa paticayo _naz?thil A IIT 348

—

S A e N S

anutthm_mnto_, kalakatam | Sn 586

(or is this a mixture of third and second wipulas, 5 + 4,
resembling the mixed tufthubha pada, 5 + 7, in that two seg-
ments not normally associated are joined at the caesura ?)

—

R

Pc;ﬁcc;lacc;nd(;, Alavako| D 111, p. 205

(same structure again ; this pada seems clear but the rest of the
strophe is interpolated).

We see that in the vatfa as well as in the musical metres the
Pali Canon shows the tendency to successions of short syllables,
overcoming the avoidance of -~~~ which seems to have been the
earlier anustubh usage.

Tables of Vatta Structure

§ 246. In the tables which follow will be found an analysis of
some vatta texts not previously studied, together with a new
analysis of some of those studied by Simon. The new analysis
is required partly as a check on the figures published before and
partly because Simon took the aggregates of verses in Th and J
as though these were homogeneous texts, which is far from being
the case. For a preliminary study of the Pali vatta it was useful
to make a rough survey of several thousand verses, but for any
serious attempt to understand the usage, and especially to
understand the changes which took place during the centuries
of the growth of these collections, it is necessary to present the
texts broken up into their component units. Smith’s classifica-
tion (1951, 18 ff) is provisionally adopted, although it is
extremely clumsy on account of the separation of related
rhythms. The forms are taken in their natural sequence, not in
the numerical order of the classification.
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§ 247. Key
(A = pathya = ~ - - «=
N =wup. 1 =~ v+
Bh = vip. 2 =~ ow el
cadence of | M = wp. 3 = -,- - x
prior;bddaWR = up. 4 = ,- v - =
S ="wp. 5" = ~v v - =
T =--~ =
\.B = - =
II =+~ - ~ -}
3=~ > - -}
gl <
14 = v ~ - ~| (the initial syllable of the pdda
opening of | 6 = - v - -J  being anceps an eight-fold classi-
prior pada |10 = v - - ~] fication pairing the forms as
2=-- -~ shown would be adequate)
2=~ - ~ v}
4=----
5=~~~ -}
7=-""-
6=~~~ ~}
L 8=1- >~~~

The opening 11/3 is in the primitive rhythm which seems to
underlie the most ancient Indian metrical technique, and which
became the regular opening for the tutthubha-upajati. Its
character as basic rhythm is shown by its compensatory func-
tion in the vatta as normal opening when the wvipulds are
employed, whilst with the regular Pali pathya (and ... ~-~=
prior or posterior) there is great freedom in the choice of
openings, 11/3 being less popular than 13/5 and 9/1. The effect
of syncopation produced by 13/5, 14/6 and 10/2 (cf. A and R,
and perhaps Bh, M and S) was evidently extremely popular as
the main technique of variation from the primitive or basic
rhythm. 12/4, 15/7 and 16/8 were little used.
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§ 248. Sn: Uragavagga
Opening A N Bh M S B
Kasibhavadvajasutia (10 padayugas)

3 2

5 2

9 2 (no vipulas)

1 1

6 1 (2?)

2 1 (or1’)?

8 1 (or No. 6)

10 (100%,)
Parabhavasutta (50 p.)

11 1 2

3 1 1 (27) 1? 1?
13 13 1

5 4 1 1

9 1

1 3and 1’ 1
14 4

6 4 (5?)
10 2

2 3 (or 2 and 1’?)

7 1

8 1? (or No. 6)

38 (and two with 3 4 (57) 2 1?
corrupt openings
equals 40) (80%,)

! 1’ signifies plus one with initial resolution.

-
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$ 249.

Pali Metre

Opening

A

N

Bh

M

Vasalasutta (56 p.)

1
4 (1 1. 6th)?

=

7 (and 1 1. 4th?)

NWWh - Qh
—
[}
~
=

1
(? or 5)

1?

42 (75%)

oors

N
(e}
-
-

—

or 8)

10r6

Hemavatasutta (56 p.)

~

-
~

N HOOHWHRWOWHR N
- :
(e
v
—

I

1?

(22)

1?

3?

45 (80%) 4

3

Alavakasu

tta (21 p.)

NN -
o
=
EN

3
1and 1’

1?

13

= ‘‘ resolution at the .




§ 250.

The Vatta

181

Opening

Vijayasutta (28 p.)

II

13

14
I0

12

21 0Or 23

1?

1?

10r3

Munisutta (2 p.)

1
14 or I3

Totals
Uragavagga
(223 p1)

172 OT 174
(77-8%)

12 |8ori1g

120114

40ri1I

Cilavagga

Opening

N Bh M R

Hirisutta (6 p.)

11
13

14
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§ 251,
Opening A N Bh M R S T B
Mahamargalasutta (24 p.)
It 4
3 6 (7?) and 17 1 2? 1
13 1
5 2 1
9 1
6 1 (2?)
10 1
4 1
8 1 (? or No. 6)
19(80%) 2 2 I
Dhammacariyasulta (20 p.)
11 1 I
3 1 2
13 I
5 3(4?) 1 1
9 1
1 2
14 1
10 1
2 1
4 1
7 1 (or No. 3)
12 (60%) 2 3 1 2
Brahmanadhammikasutta (70 p.)
II 3 1 1 4 1?
3 1 3
13 3
5 9 1? 1 1
9 6 1? 1?
I 6
6 7
10 4
2 40rs5 10r2
12 2
4 sor7 2? 1?2 (ror
15 1?
51(73%) 2 2 9 1 2 1orz|Ior
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§ 252.
Opening A N Bh M R S T B
Kirnsilasutta (2 p.)
9 1
1 1
2
Utthanasutta (9 p.)
3 I
13 1
5 3
9 I
(one corrupt pdda, possibly M 10)
8 2
4 I 3
Rahulasutta : vatthugatha (4p.)
3 1
1
7 1
4
: Sulla proper (12 p.)
3 1 1 and
\ 1
13 1
5 2
9 1
6 1
10 3
4 1
8 I 3
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Vangisasutta (6 p.)

5 2
9 1
6 1 (? proper name upsets metre)
10 1
8 bs
6
Totals 110 5 4 19 3 2 rorz|7or8
Culavagga (72%)
(153 1)
§ 253. Mahavagga
Opening A N Bh M R S T B
Pabbajjasutta (40 p.)
11 1? 3 I0r2 1?
3 1’ 2 2 1 and 1
T
13 1 1
5 3or4
9 3 1
1 7and 1’
6 3
10 2
2 1
12 2
4 1
25 or 26 2 2 5 20r3 3
(63-5%)
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Padhanasutta (51 p.)
11 4 1(and 1
1T
6th?)
3 2? (and 2 0r 4
1 1. 6th?)
13 20r3
5 7 2
9 5 2
1 6 1 1 ‘
14 1 ‘
6 3 1?
10 2? |
2 3?
12 2? 1?
4 2
34 or 38 3 40r7 3org 1
(67-74%)
Subhasitasutta (8 p.)
31 1
3 1 and 1’
5 1
I 2
2 1
12 1
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§ 254.
Opening A Bh M R
Sundarikabharadvijasutta (9 p.)
3 1
5 2
9 1
1 2 1
14 1
7 1
Sabhiyasutta (15 p.)
11 T
3
13 1?
5 3
9 2
1 3
10 1
2 1and 1’
12 1 1
4 1
14° 2
Selasutta (52 p.)
11 2 2
3 3 1 3
13
5 6
9 5
1 7
14 1
6 2?
10 1
2 5
12 2
4 4
7 10T 3
38(73%) 3 4
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§ 255.
Opening A N Bh M R S T B
Sallasutta (41 p.)
II I 2
3 1and 1’ 1 1 1
13 3
5 6
9 I
I 3 I
14 4
6 5
2 4and 1’
12 2
4 I
33(80%)| 1 3 4
Vasetthasutta (111 (131) p.)
11 6 1 1 3
3 7 and 1’ 3 1? 3?
13 2 I 1
5 19 (20) 1
9 10? 1 1? 1
1 7 (14)
14 2
6 7 (14)
10 8
2 12 (17) 1
4 6
7 3 I
8 1
(r not 91 (I11I) 2 2 8 1 3 3
scanned) (82 (84)%)

Kokaliyasutta (2 p.)
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§ 256.

Palr Metre

Opening

A |N’Bh

w |

Nalakasutta (51 p.)

1T

13

14
I0

12

S
HRNRNOHNNRNULA N

=
w

-
~

-

1?
10r2

1?

1?

x?

31 (61%)

3org

1?

Duvayatanupassanasutta (76 (89) p.)

(2 not
scanned)

-
—
N
w
=

-
HHWHBE NS ON W

-~

—
&

Y

1?

1?

62 (71)
(84 (81-5)%)

3(7)

1?

1?

Totals
Mahavagga
(456 (489)
?)

344 (373)
or

349 (378)

(78 (77-5)%)

20

37 (41)
or

40 (44)

or
11

oY
I2
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§ 257. Therigatha
Opening A N Bh M R S T B
Ekika Theriyo (39 p.)
11 1? 2?
3 6 1 1 1
13 3
5 4 1
9 40r6 oor 2
1 8
6 1
2 1
4 2
15 1
31 0r 34 b 1013 1 1 1012
Dukanipata (40 p.)
11 2 1
3 2 1or2|1orz2 1’ 1? 1?
13 3
5 9
9 2 1
1 4o0r5 1 1?
14 1
6 2 1
2 2
4 I
7 1?
29 or 30 30r4|20r3|2or3 1 oorr|oort
Tikanipata (51 p.)
11 1 2
3 50r6 1 2 1
5 7 2 1
9 3o0r4 10r2
1 7019
6 2 1
10 1
2 4o0r5
and 1’
4 2
7 1?
8 1?
37 or 38 1 2 50r 6 2 3
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§ 258.
Opening A N Bh M R
Catukkanipata (8 p.)
11 11.6
3 2 I
5 I
9 1
I 2
6 2
Verses 67-106 (81 p.)
II 4and 17? 1 2 1
3 5 3and
1
13 5
5 4 I
9 14 I
1 150116 1?
14 I
6 6
10 4 I
12 1
4 I
7 1?
1 corrupt
67 1 2 7 2
Bhadda Puvananiganthi (10 p.)
II 2
5 I I
9 I
1 1’ 1
6 1
4
(1 corrupt) 2 3 1 2
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Paticird and her followers (112-132, 175-181: 62 p.)
11 2 1? 1?2? 2
3 4 2 I
13 1 1? 1?
5 11
9 9
1 9
14 2
6 6
2 6
12 1
4 1’ (2')
15 1?
8 1
54 20r 4 I 1? 1?? 3
§ 259.
Opening A Bh M R S T B
Vasitthi (12 p.)
11
3 I
13 1
5 3
9 2
1 1
2 2
10
Khema (12 p.)
11 1
3 1 1’
13 1
5 1
9 1
1 1’ 1
6 1
2 2
4 1

—
[e]
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Sujata (12 p.)
11 1
3 2
5 1
9 1? 1?? 1?
1 2
2 1
4 2
7 1
9 1 1 1?? 1
Anopama (12 p.)
3 1
13 1? 1?
5 4
9 2
1 1
6 1
10 1
2 1
11 1
§ 260.
Opening ‘ A l N Bh M R S T B
Mah&pajapati Gotami (12 p.)
3 1 1
13 1
5 1
9 10r2
1 3
6 1
10 10r2
8 1
10 1 1
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Guitd (12 p.)
II 1
3 3 z
1 2 !
2 1
12 I
4 I
9 3
Vijaya (12 p.)
3 I
5 2?
5 I 1? 1?
1 I
6 2
2 2
; 2 1?
10? ? 1? r?
3 Cala sisters (31 (45) p.)
11 I I I 2
3
13 5 (6)
5 4 (5) !
9 I
: 2 () I 2@
14 1
6 I (2)
2 4 (8)
3 3 (6)
22 (34 2 I 3 1 2 (4)
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§ 261.
Opening A N Bh M R S i B
Vaddhamata (18 p.)
1I 2 1
3 2and 1’ 1
5 4
1 2
10 1
2 1 1
4 I
16 1
12 2 1 1 2
Uppalavanna (19 (20) p.)
11 1
3 1 1 2
5 2
9 1 1 (2)
1 1 1
14 1
6 1
2 3
4 1? 1?
7 1
10 Or 11 4(5) |30r4 I
Punnika (28 (31) p.)
11 2 (3) or 6 (7) I(2) 1
3 4or8 1
13 1?
5 10r2 1? 1?
9 1
1 2
6 2 2
10 3 (4)
2 2
22 (24) 2(3) [30r4
or
3 (4)
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Rohint (39 (42) p.)

195

W RN HH

I
7 and 1’

N - -

]

3 (5)
2

(1 not
classi-
fied)

-

22 (23)

§ 262.

Opening

Sundari (51

— —
=) w

HHHWN OOOA O NNN

-~

41 (44)
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Capa (44 (45) p-)
11 2 (3) 2 2 I
3 5 1 1
13 2 I
5 6
9 1 1
1 4
14 2
6 3
10 I
2 6
4 2
7 i
35 (36) 1 3 3 I I
Subha Kammaradhita (56 (58) p.)
11 I 1
3 2 5 (6) 1 I 1?
13 1 1?
5 5? 1?
9 5)
1 10 (I1) 2| 1
14 I
6 1
10 7
2 4
12 I
4 20r3
8 1
38 (39) or 4 8(9) [2or3|rorz2 1
40 (41)
Totals 497 (517) 22 |37 (42)] 46 10 15 o |18 (20)
Therigatha or or or or or or or or
(651 (678) 505 (525) 23 [41 (46)| 52 2 18 2 |20 (22)
)

§ 263. The overall figures approximately confirm the earlier
counts by Simon in regard to the proportions of the various
forms. The impression results that almost any of the larger
collections of verse in the Canon taken as a whole would give
about the same proportions, i.e. approximately 75% pathya,
with the third, second, first, fifth and fourth wipulds in
decreasing order of frequency.
variable in employment, and may sometimes be suspected of

~-vx as prior cadence is most
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resulting from confusion with the posterior pada. The only
remaining possible form for the cadence, - --¥, seems definitely
to have been excluded, but the reason for this discrimination is
not apparent. In all but a few cases, which may be corrupt,
the rules for the caesura in the third and fourth vipulas are
observed.

§ 264. As soon as we break up the collections into their con-
stituent vaggas or nipatas, and still more so if we take single
poems, we find sharp divergencies from the average usage.
These are so marked that, except in some of the shortest poems,
we cannot dismiss them as being due merely to the taking
of samples which are too small. The differences of age thus
suggested seem to agree with the general drift of subjective
opinion on which sort of doctrine is earlier and which later.
Thus the more ““rigid ”” doctrine and the more minute analysis
of categories of existence and its physical and psychological
constituents are found in verses whose percentage of pathya is
higher.

The Origin of the Vatta as Epic Narrative Metre

§ 265. In the following tables some of the texts have been re-
classified chronologically in order to show whether there is any
variation in the proportions of the various vipulds apart from
the general decrease in their combined frequency :

Total
padayugas A N Bh M R S B
65% or less pathya
111 68 or 69 5 9 14 |6or8|30r4| 4 (Sn)
57 (61) 35 (30) 3t ] 72oRlBLON ' = | 2 (ThII)
or or
8 (10) | 9 (10)
67% pathya
74 (76) 50 (51) 6 8(9) |zor3|2or3 2 2 (ThII)
or
52 (53)
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70%, pathya
51 34 or 38 3 — J|4o0r7 2 3or4 1 (Sn)
72-73% pathya
122 89 6 5 13 T 3 4 (Sn)
82 (96) 59 (71) 3 3 |8org| — 3 | 5(7) (Th 1)
or
60 (72)
75% pathya
56 42 1 oor5|zor4| — |10r6 4 (Sn)
40 29 Or 30 3or4f2or3lz2or3z| — 1 oor1 (ThII)
77-78% pathya
28 (31) 22 (24) — 2(3) |30r4| — — — (Th II)
or
34
80Y%, pathya
199 158 or 160 13 | 1001 I1 — |1o0r4g 3 (Sn)
11
95 (99) 76 (80) 1 6 8 T 1 2 (ThII)
83% pathya
187 (220) 153 (182) 6 4 |12 (15)] 2 3] 4 . (Sn)
165 136 4 4 127 3? 3? 3 (ThII)
859, or more pathya
101 850r 89 1 20r5|2o0r4 1 2? |4 or 6 (ThII)
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The first vipula tends to increase in popularity, whilst the
third declines somewhat, although without losing its pre-
eminence. This is surely another manifestation of the need for
successions of short syllables. The “ fifth ”’ vipuld is nowhere
very popular. The second and fourth vipulas both decrease in
quite a marked manner. ~---=is used very consistently every-
where, and hardly seems to be affected by the other changes.

§ 266. The Afthaka and Parayana require reanalysing into their
component parts. On the whole they seem to fall into two
clearly distinguishable strata : the very old poems which formed
the nuclei of the collections and the rather later additions,
especially the frame story or vatthugatha of the Pardyana (and
the Kamasutta introducing the A#thaka ?), made when the two
vaggas were assembled in approximately their present form.
Thus the older stratum (which may be further subdivisible into
two or more phases of composition) has a lower frequency of
pathya than the 70%, or so given by Oldenberg for the two
‘vaggas, which groups it with the earliest stratum found in
other parts of Sn. The problem of the frequency of ---=
surpassing that of any other vipulé remains. Probably it
indicates a still earlier period than the earliest vaffas found
elsewhere, but it may alternatively represent a geographical
variation in usage: perhaps a more archaic anufthubha
lingering in Western India (i.e. Kosambi and the regions further
west) under Vedic influence.

§ 267. In Chapter V, Section 5 (§ 151), we have anticipated the
question of the origin or ““invention” of the classical vatta under
the impact on the anutthubha of the metrical transition taking
place during our period. At what stage in the increase of the
pathya frequency we should declare the vatta to have come into
existence is apparently an idle question, since there was a
gradual development towards the uneven (addhasama) structure
of prior and posterior padas from Vedic times onwards. The
confirmation of the uneven structure as a deliberately cultivated
narrative metre, picturesquely compared with a pair of birds
which ought not to have been separated by the shooting of the
‘““husband ” (this surely is the comparison intended in the
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story in Ramayana sarga 2, not the strophe structure of two
addhasilokas—which is not invariable! and does not suggest a
truly complementary pair), may, however, date from a particu-
lar period or even from the work of one poet, such as the
legendary Valmiki. Perhapsin the post-Pali period the innova-
tion of the complete exclusion of the cadence v--= from the
prior pada may mark such a decisive point, after which the
vatta assumed its standard classical form. The Ramayana, being
the oldest extant work in which the classical rules allowing only
the pathyi and four wvipulds in the prior pada are strictly
observed, might thus indeed be regarded as the first poem in the
new metre.

§ 268. The Pali vatta, however, already exhibits the general
features of this metre, and differs from it only in having a
greater freedom of structure and a rather lower frequency of
pathya, although this latter already preponderates to the
extent of accounting for at least two-thirds of the verses.

§ 269. It is instructive to compare the vatta with the gitz. In its
formation a counter process took place to that which created
ganacchandas out of mattachandas : the four similar padas of
the Vedic anustubh were fused in pairs or padayugas not by
assimilation to one rhythm throughout but by differentiation of
the prior pada from the posterior pada by a kind of interrupted
cadence which suspends the full close until the end of the pada-
yuga. Thus at the two extremes of metrical development in our
period—the musical technique and the technique of continuous
narrative in a metre which remained on the syllable-count basis
of Vedic metrics—remarkably similar developments took place :
the cultivation of the uneven or addhasama strophe. Evidently
these parallel evolutions satisfied widely divergent needs. The
giti, as its name implies, was the song-strophe, and owed its
form to the eight gana musical phrase underlying it. As for the

1 The six-pada siloka is quite common in Pali, as in Epic Sanskrit and the
tradition of the Pura@nas. Indeed we might suppose that the poets paid no
particular attention to strophic structure in epic narrative, being conscious
only of the continuous series of addhasilokas. It is noteworthy, especially in
connection with the remarks in the concluding paragraph of this chapter, that
the giti also has a six-pada form, in the U palisutta (cf. § 229 above).



The Vatta 201

valta, a metre consisting of four comparatively short padas
equal in length and practically identical in rhythm is unsuitable
for continuous narrative of any length—even the longer
tutthubha or upajati pada soon produces a monotonous effect.
The long finely balanced pddayuga of the vatta, the *“ speaker ”,
however, occasionally diversified by the tripping first vipula,
the sedate third, the strongly syncopated fourth or the
evanescent second, became the ecpic narrative metre par
excellence.



CHAPTER VIII
THE TUTTHUBHA

Previous Research— Evolution of Tutthubha

§ 270. The Pali tutthubha (the jagatr should be understood as
included in this general term except where otherwise stated)
has not been studied as extensively as the vaffa,! but, as we saw
in the Introduction (§§ 22-29), the general history of the Indian
tutthubha has received more attention than that of all the other
metres put together. The Introduction as just referred to gives
some account and evaluation of this previous research, so we
may now proceed to sum up the historical conclusions suggested
by it and to tackle the enigmatic Pali form of the metre from
the positions we have reached in the preceding chapters.

We may take Edgerton’s articles on the Epic and Buddhist
Hybrid Sanskrit #ristubh ? as a starting point, with reference to
Oldenberg’s outline of the history of the metre,® P. G. G. Aiyar’s
study of the Upanisad tristubh* and Zubaty’s exhaustive
collection of trzstubh variations in the Epic.5

§ 271. The conclusions reached by Oldenberg on the earlier
phase of development are as follows :

The Vedic frestubh had two main forms, distinguished by the
position of a caesura after the fourth or the fifth syllable; the
commonest schemes are :

- - - v

~ N = N e W L N

1 Besides Oldenberg’s work we have Smith’s survey of the Sn tufthubha in
SnA III, pp. 638—-40 and his brief notes, Sd 1151-2.

2 ““ The Meter of the Saddharmapundarika "—Kuppuswami Sastri Com-
memoration Volume, Madras, 1936, 39 ff.; * The Epic Tristubk andits Hyper-
metric Varieties "—J AOS, 1939, 159 ff. ; ** Meter, Phonology and Orthography
in Buddhist Hybrid Sanskrit ’—JAOS, 1946, 197 ff.

3 “* Zur Geschichte der Tristubh "—NG, 1915, 490 ff.

4 “ Upanisadic Metre "'— Journal of Oriental Research, Madras, 1927,
117 ff. and 247 ff. The language, orthography, sandhi, etc., of the verse
U panisads requires clarification, however. For example there are conjuncts
not making position (ignored by Aiyar), doubtful resolutions which would
disappear if we assumed Prakrit phonology or sandhi (neglected by Aiyar)—
va for tva and the like—and the probability of licence.

5 ZDMG, 1889, pp. 627-52.

202
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—the second of these is often mixed with the ¢ pentad ”
metre : *-v-x >---x| under the influence of which it perhaps
originated, the caesura at the fourth type being probably the
original #ristubh.

The second type is much more regular, in conforming to the
above commonest scheme, than the first. It has the variant
openings =- - -= and very rarely =~- -= and practically no
variation in the break.

The first type has the secondary openings =v- -,%- -v 2-v~
and =~-~. The break has the secondary forms -~-,~~~,-~~ and
exceptionally =-= (but this usually in ... = -%-,v-%| as a
special metre in Mandala VII).

[

§ 272. In the Brahmanas, and in the earlier Upanisads which
are mainly in prose, we find the beginning of the transition
v~-> -~~~ in the break of the first type, bringing it closer to the
second. We also find the first occurrences of the pada without
caesura (Oldenberg regards the type with “‘caesura’ after the
sixth as accidental and as belonging to this category). Thus we
have the tendency to the long fifth and short sixth syllables asso-
ciated with the tendency for the caesura to disappear. Oldenberg
(1915, p. 504) sees here a kind of transfer of the break from
the opening to the cadence, since (with the additional tendency
-~- > -v~) according to his interpretation of the rhythms the
‘““anapaestic”’ break which followed naturally after the
““iambic ”’ opening is transformed into the ‘“dactyl” which
leads on to the “ trochaic ”’ cadence. The break in the rhythm
thus made at the end of the opening renders the caesura
superfluous.

§ 273. This use of Greek terms is objectionable, for the reasons
stated in the Introduction. Recognizing that there is some
truth in Oldenberg’s interpretation we should try to restate it
in line with the conceptions of Indian metrical rhythms out-
lined in the Introduction and elsewhere, with special reference
to § 150 above. In the old metrics (Vedic, etc.) we find variation
of rhythm effected by substituting one short syllable for one
long one, or vice versa, in certain positions. We are here
probably close enough (for historical reasons : common origin
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of certain Indo-European metres ?) to Greek rhythms to suggest
some resemblance between, say, iambic rhythm and the com-
monest opening rhythm of the Vedic #ristubh. Already, how-
ever, there is present in the old Indian metre the germ of the
new metrics based on the exact quantitative opposition of two
short syllables to one long one. The component parts of the
second form of the Vedic metre separated by the caesura suggest
at once, and especially when compared with the *“ pentad ”’ or
virdja, the new metrics : =y -v- = Whatis even more remark-
able here is the suggestion of the actual ganacchandas unit :
|==-|~-~| X 8 (even the strophe of 8 units is of the same
length—4 tufthubha padas each of 2 units). How do we apply
Greek theory in describing the relationship between these two
Indian metres, so different yet in this analysis apparently so
similar ?

§ 274. The Vedic tristubh may have had a common origin with
similar ancient Iranian, Greek and other Indo-European
metres, but already it is an Indian metre, a characteristically
Indian metre with the whole of Indian metrics implicit in it and,
if we may add a subjective argument, having the essentially
Indian ring of the verses describing Indra’s exploits. We cannot
say whether in the hypothetical Indo-European metrics an
““iambic 7, or other rhythm of which Greek preserves the
archaic quality, existed, or whether as in Chinese and Tibetan
metrics only the number of syllables was significant (together
with their grouping in ““ feet ”” or lines of four or some other
number of syllables and of multiples of such units). In the
earliest Indian metrics we find a certain interplay of quantities
of which the ictus theory cannot give an adequate description.
In the tristubh we find already in this earliest stage the germ
of the new metrics (which will include in its development
Classical Sanskrit metrics and Apabhramsa metrics) of exact
quantitative oppositions. In Greek metrics a system of inexact
quantitative oppositions, with the ictus, developed. In the
newer Indian metrics we find the system of exact oppositions
with, in the musical metres, the new ictus (which may fall on a
long or a short syllable) derived from the music. In the older
Indian metrics we have apparently an inexact, perhaps origi-
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nally non-quantitative, system developing towards the exact
system, with no ictus in the Greek sense or in the later Indian
sense. In gamacchandas we have a clear, exact, musical struc-
ture: ==~ isochronous with v-~. In the tutthubha, even in Pali,
it is most unlikely that a division of the pada: =-|v-= |-~ |v-*
would yield four units of exactly equal length, although the
opposition of the pair of short syllables to the other syllables
of the pada, and also to the other form of the pada with this pair
interchanged with the (long) fifth syllable, does indicate the
exact v~/-.

§ 275. The tutthubha derives its character not from the units
from which the pdda may be built up, as does a musical metre
(or a Greek metre), but from the pada as a whole. This character
it retains, in a modified form, in the classical upajati. It is to
the combination of this indivisible pada system with the musical
character of the new rhythms that the fixed classical metres
owe their wonderful diversity. Only the tufthubha retained the
pada as its unit throughout the Early Middle Indian Period,
when all the other metres show the uneven structure of pada-
yugas of two unequal padas and the musical metres the new
unit, the gana. This was its very important role in that period,
and we should seek to interpret its rhythmic structure,
including its suddenly ‘‘advanced” appearance (in some
respects—primitive in others) as found in our texts, in this
light.

§ 276. Edgerton and Oldenberg reached the following con-
clusions concerning the later development of the ¢ristubh :

The Mahabharata tristubh lies in two clearly distinguished
strata, apparently belonging to two different periods of composi-
tion. The older stratum, found for instance throughout the
Sabha Parvan (II), shows the continuation of the tendencies
of the Brahmana period, together with the special feature of
hypermetric padas. It should be noted further that jagaiz padas
frequently alternate with fristubh padas within the strophe.
There are three types of hypermetre, that produced by adding
a seven-syllable break plus cadence (as in the first Vedic type
given above) to a five-syllable opening (second type) being by
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far the commonest. The other types are produced by resolution
at the fifth after the (early) caesura and by resolution at the
first, which however is extremely rare in the Epic. To the same
stratum appear to belong, besides the Bhagavadgita and many
other parts of the Epic, the later Upanisads such as the Katha
and Swvetdsvatara and perhaps the Baudhayana and Vasistha
Dharmasiitras. It would appear that the Canonical Pali
tuithubha ! is associated with this same stratum, although the
proportions of the various structures are different. The
Ardhamigadhi metre resembles the Pali, but more regularly
approximates to the Classical upajati form.

The later stratum in the Epic, found for instance throughout
the Virata Parvan (IV), shows the pure upajati type without
mixture of ¢ristubh and jagati padas and without hypermetres.
Licence, even, may be used to obtain the fixed upajats scheme.
Many other sections of the Great Epic and the entire Ramayana
conform to this type.

§ 277. The tristubh in Buddhist Hybrid Sanskrit, for instance in
the Saddharmapundarika, conforms to the upajati type except
for the occurrence of mixed #istubh and jagatz and of hyper-
metres by resolution at the first, fourth 2 and fifth syllables (as
in the wpajati type, there is no evidence for a caesura). Asto its
chronological position, Edgerton says no more than than it may
derive from the metrics of the * original Prakrit "’ dialect of the
Buddhist Canon.® We may suggest that the BHS #ristubh
represents a transition phase between the older Epic (or the
Pali) metre and that of the later Epic.

Oldenberg relies on the evidence of the anutthubha (see our
Chapter VII) to demonstrate that the Pali Canon is older than
the Great Epic, and would regard the apparent ‘‘ lateness”
of the form of the Pali tufthubha as perhaps a local development

1 j.e. the freer tuithubha of the majority of the texts. In the latest texts we
find the classical upajati and vamsattha.

2 cf. Régamey, 1938, pp. 12 and 66. See Smith, 1950a, 17 ff. for a survey of
BHS tristubh forms.

3 He would perhapsrevise this statement today in the light of his investiga-
tion of Buddhist dialects (1953). If the Buddhists did not use a special dialect
it is unlikely that they used a special metrics (i.e. one peculiar to themselves
and not whatever was current in the countries where they were active).
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in Eastern India. Ve must look for a more convincing explana-
tion by developing our theories of the evolution of the metre in
the light of Edgerton’s results.

Tutthubha Structure in Pali

§ 278. The types of tutthubha found in the Canon are as
follows :
Caesura at fourth

breaks { -~-

Caesura at fifth

-,~~- (hypermetre 5 + %)
-,-~~ (hypermetre 5 + 7)
breaks < -,~-

-,-v- (hypermetre 5 + 7)
v,v~ (frequently > -,~~)

- =

Caesura at sixth an\d/ or third

breaks { il

- =

Caesura at third and/or seventh (Sn 239a ?)
break ~vv~

(alternatively these last two classes have been described as
having no caesura ; Oldenberg also gives - - - and - -~ with-
out caesura)

Openings

=-~-(-) the only common opening in all the above types
=- - - very rare (break -~~)

=~- - very rare (breaks ---,-~-)

- --~- extremely rare (Sn 214a)

VVVVVV extremely rare (Sn 243, 247, 252)

Hypermetres

Besides the 5 + 7 types above, any form may have resolution
of the first syllable. In the commonest forms, with break -~~,
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we may have resolution at the fifth so that the break becomes
~+vv_ Resolution at the fourth, as found in BHS, does not seem
to occur in Pali.

The break =-= is extremely rare (Smith ignores it in his
classification Sd 1151—4) and should perhaps always be corrected
(e.g. Sn 177b, 211Ic and 239b > -~-; 214a?). But cf. ,- -~
above.

§ 279. All these types, it appears, may occur either as tutthubha
proper or as jagatr (which, for instance, shows the hypermetre
5 + 8, and so on). It was not possible within the scope of the
present study, which was devoted mainly to the new metres, to
take up the question of the differences between the two metres,
as has been done in the case of opacchandasaka and vetaliya.
The results might be no less interesting: as the two metres
separated out from more or less indiscriminate mixing into the
classical upajati and vamsattha, which are found in the latest
Canonical texts, we might find that although in these two classi-
cal metres there is no superficial difference other than the
cadence (but we do feel a difference in reading them, since the
vamsattha cadence rhythm is reflected in the opening, for
instance), in the development of other fixed metres, such as the
ructrd, the interplay of cadence and opening visibly played a
part.

§ 280. As Oldenberg has pointed out (1915, p. 515) there is a
strong predominance of the break --~regardless of the caesura :
in other words a strong anticipation of the classical upajati
form. The opening also is “normal” (=-v-) in the great
majority of cases. As he says, however, (p. 516) it is impossible
to believe that Sn and Dh are younger than the Bhagavadgita,
and we must rely on the vafta evidence, which shows that the
Pali texts are earlier. Although there is a smaller percentage of
non-#pajati forms in our texts than in the earlier Epic samples,
we may point out that there is on the other hand a wider range
of different structures.

§ 281. The table opposite shows tugthubha structure in some of
the texts:

1 Oldenberg states merely that in the 5 4 7 the break -,--- predominates,
which he regards as a sign of antiquity.
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Initial resolution occurs about sixty times in the approxi-
mately 1,600 tufthubha padas of Sn (after allowing, of course,
for the illusory cases with svarabhakts vowels which do not make
extra syllables). There is no restriction on the words which
may fill this position.

The History of the Tutthubha in the Early Middle Indian Period

§ 282. In order to reconstruct the history of the tutthubha in
our period we must understand the relationship between the
Pali and Epic (and BHS) forms of the metre. Despite the
predominance of the upajats rhythm which gives it a classical,
late appearance, we can find marks of antiquity in the Pali
metre which confirm our previous conclusion that most of the
Pali Canon is older than the extant Epic. In the period of the
origin and development of mattachandas the initial alternation
=~ would be very popular, whilst in the period of the establish-
ment of the fixed metres in their classical forms, when the true
mattichandas had been replaced by the fixed metres such as
aparavatta and the classical vetalzya, it would be natural to
discard such a usage.

§ 283. Now it is precisely in the Pali tufthubha that we find
frequent initial resolution, which is very rare in the Epic.!
On the other hand, resolution at the fifth is more common in
the Epic, whereas in Pali it is extremely rare.?2 In this case the
resolution was evidently connected not with mattachandas but
with the development of the classical fixed metres such as
rucitra. In BHS also resolution at the fifth is commoner, anc
here too we are on the threshold of classical metrics. In the
earlier phases, during which the caesura might fall after the
fourth, and the fifth syllable be then regularly short, sucl
internal resolution would have destroyed the structure of the
metre, and it seems clear that the establishment of approxi
mate #pajats thythm with the fifth syllable almost invariably
long was the essential prerequisite for resolution at the fifth
The 5 + 7 hypermetre was a union of two familiar component:

1 It is also quite common in the Upanisads.
? In the Upanisads, again, it is less common.
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and did not require such a basis, whilst the initial resolution not
only does not result in the rhythmic confusion which would
follow internal resolution in the earlier phases but was probably
catalysed by parallelism with the second half of the pada in the
regular form with caesura after the fifth and by parallelism with
the wirdgja: =-v-= X 2 (virdja)//~~-v-= X 2 (initial resolu-
tion). This initial resolution is likely to have been the first
manifestation of the transition to the new metrics of exact
quantitative oppositions.

§ 284. The possibility of some geographical differentiation,
suggested by Oldenberg, cannot be entirely ruled out, although,
as we have said in the Introduction (§13), Aryan-speaking
India must be regarded as developing as a fundamentally
homogeneous cultural unit and local variations (which are
nevertheless of great importance and interest) must be seen as
secondary. We might thus conclude that mattdchandas and
initial resolution was an Eastern development, remembering
that the vetalzya was also called magadhika or magadhz (Jacobi,
1884, p- 593), and suggest that as the new technique radiated
to Western India it underwent modification into the fixed
forms such as aparavatta and classical vetalzya, initial resolution
in the tutthubha not finding favour in the West, or at any rate
in the North-West. Buddhist Hybrid Sanskrit and then the
Ramayana would show the further development in the East,
whilst the Mahabharata would show the development in the
North-West immediately following the Brahmana stage.! The
Ardhamagadhi literature would be an additional illustration of
Eastern developments in the Pali period.

Such divisions, however, seem too sharp and artificial, since
we know that the Pali literature at any rate was not confined
to the East, and the BHS literature may be partly of non-
Eastern origin. Even if the new developments we have studied
originated in Magadha, they spread so rapidly to the other
regions that it seems impossible to distinguish the time-lag in
the West before they were adopted there. It is unlikely that
such a lag would amount to as much as fifty years, and our

1 The (verse) Upanisads have the Eastern feature of initial resolution.

H
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chronology may never be able to mark off such short periods
with any certainty.

§ 285. It seems certain that the verse parts of the Pali Canon
represent quite a long period of composition, overlapping some
of the other literature to which we have referred. Whereas the
old tutthubha verses we have studied here are certainly pre-BHS,
we find on the other hand the prototypes of classical upajatz and
vamsattha in a minority of later Canonical texts, alongside
other proto-akkharacchandas. These may be later than the
earliest BHS texts andlater than the older stratum of the Epic.
Although all the stages in the evolution tufthubha—upajats are
not yet clear, we can see the approximate interrelations of the
various texts to which we have referred, and the process of
limitation of the metre to its classical forms in the context of
the rise of the new metres. In the next chapter we shall describe
these fixed classical forms and note the contribution of the
tutthubha to the establishment of the Classical metrics, in which
upajati and vamsattha were especially favoured as elevated
narrative metres.



CHAPTER IX
AKKHARACCHANDAS

Structures of the Samavuttas, Addhasamavuttas and
Visamavuttas

§286. We have already noted, especially in studying matta-
chandas, the origin in our literature of some of the fixed syllabic
metres which later played a predominant réle in the Classical
literature. The Pali Canon uses as many different metres as
such a mahakavya as the Sisupalavadha, and we propose here to
attempt a complete survey of the fixed, or at any rate fixescent,
metres to finish our survey of Pali metres found in the Canon.!
We may follow the usual classification into samavutias,
addhasamavuttas and visamavuttas.

§ 287. Samavuttas
No. of
syllables
in pada
(S N SV = X 4 (metre of Th I 381, not named)
vvvvvvvvvv X 4 (metre of S I 14, not named)
1) {_ y Lo —x X 4 upatthita 1
Ehepmt o I8 = X 4 dodhaka
11 =m s et e U x X 4 upajati (or jati)
- <evvve ~- - = X 4 vathoddhatd
= o2 |1 D oR - - - v =X 4 vawmsattha (or upajati)
o - v-- we- --x X 4 pamitakkhard
- -« - - we=- - - xX gmetreof ThI 111
S oo e o eeee e - X X 4 yuCir
13 {= -~ = o ~=- - - - = X 4 Gnandajdta *

1 Only those which occur as complete strophes are given, thus the megha-
vitana pada ] mipata VII verse 1409a is not classifiable as illustrating the
meghavitana metre, although it shows the origin from mattachandas of the
independent meghavitana metre. An attempt to list all such anticipations
would probably not go beyond Smith’s Sd Index, to which the reader is
referred for this supplementary information.

2 This name is suggested for the metre of the introduction (a late addition)
to the Nalakasutta (Sn 679 ff.), where it is mixed with vamsattha strophes,
from the first word of the Sutta : anandajate tidasagane patite . . . The metre
occurs also in three BHS texts : Mahdvastu 11, 293—-397, Lalitavistara, 229—-34,
Sikgdsamuccaya, 89-90 and 297-308 (Edgerton, 1953, Grammayr, p. 8 ; Smith,
1950a, p. 18).

213
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Addhasamavutias
_________ 2|- vvo vvo wv- @ X 2 vegavall
- IIT - -== ox|o IT0 - - -- - = X 2 svagatd
vvvvvv -~ -~ z|vsvr - = -« - - =X 2aparavatia’
cvwvev o v o v oow|veve - v - v o v - = X 2 pupphitagga
Visamavuttas
I et W
----- yemme | v, svve oo x XL upaithitappacupita
wpaphita- | "I I )
ppacupia vaddhaman
---vv-v-v-\-\r--|V~:--—v~v_u_v__
S -G | B=eioo s p SPTe oo = X 1 suddhavirdjosabha
- ewev veo veo “v- vev wv- v-v 2 X I uggata
N N
uggata VT cooosd ooe oug | =v- v-~ === <=~ = X I lalila
n Sma SRR oo | ~-- ==~ v-- ~-~ = X I sorabhaka

It must be noted that a certain fluidity of structure prevail
in most, and perhaps in all, of these metres, which are still i
process of crystallization out of the mattachandas > ganac
chandas system in which matta and ganma equivalents wer
substituted for one another fairly freely. Two shorts may ofte
be substituted for a long, especially initially (as even in the ol
vatta and tufthubha), and in several of the metres the initiz
syllable is anceps (the upajatz, for instance, does not yet appea
to be further divisible into indavajira and upendavajird).

T he Origins of the Akkharacchandases

§ 288. We have already discussed the origin of the pupphitagg
(8§ 144 and 167), the aparavatta (§§ 144 and 165 ff.), the vegava:
(8§ 179 £.), the rathoddhata (§ 178), the dodhaka (§ 179) and th
svagata (§§ 179 ff.). This disposes of the addhasamavuttas, whic
developed from mattachandas.

Upajati and vamsattha are the fixed forms of tuithubha an
jagatr to which these metres became limited during our perioc
In some of the later Canonical texts we find these metres ver
nearly in their strict classical form, e.g. upajatc Th I, 776 f
=M 11, 72-4; wvamsattha D 111, 147 ff., 156 ff., 161 f., 16;

1 It is not certain that this metre occurs independently in the Canon. Tt

only example seems to be J IV 443 (XV 190), a tag verse which may t
commentatorial.
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A TII, 40, and Bv I, 1 ff. (with occasional rucira padas : in the
Lakkhanasutta ruciva is used independently). The rucira is
simply vamsaftha with the fifth syllable regularly resolved, we
see its origin in the texts just mentioned (Bv and D III).! The
anandajata originated in a very similar way, through the
regularly resolved sixth in the 5 4 7 hypermetric tutthubha.

§ 289. Let us now consider the group of metres clearly related
to ganacchandas, in which the caturasra or ‘‘ woodpigeon ”
rhythm (==----) appears. The pamitakkhara? is evidently
derived from a ganacchandas pada made up to four full ganas
by completing the fourth gana, but with the rhythm of the third
gana, not the second. It thus resembles such Apabhramséa
metres as the pajjhatika, and also the mattasamaka or ariyagity
type of ancient metre with a full strophe of 64 mattas. Note the
initial alternation (in the classical metre the initial long is not
found) :
il Rkt Rl RSP

The uggata can be understood only by analysis into segments
of the 8 matta caturasra rhythm. Jacobi (1889, 464 ff.) saw the
ganacchandas origin of the metre, but apparently he was
baffled by the number of ganas forming the strophe (14.5) and
could see no reason for this curious length. Nevertheless he
noted the regular alternation of the two basic types of gana
rhythm. In fact the structure is clear and natural when
measured by the tala :

—eight *“ bars "’ of eight matta (the apostrophes indicate the
pada junctions).

L See also J II 269~270. Onp. 220 of the same volume we find a pada 5 + 8
with resolved sixth (cf. anandajata) = fourteen syllables. Rucira occurs also
atS V 400 = A II 55 = A III 52 (three padas or originally a whole strophe ?).

? Found in the Lakkhapasutta, D 111, 169{., 172 ff.
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§ 290. For the second half of the fifth bar compare the fourtt
gana of the pamitakkhara, and notice that this is the only bas
the end of which coincides with the end of a pada and is markec
by a caesura. From the position of the end of the first paida
which coincides with the secondary caesura required by the
gana ~,~~~ when equivalent to v-~, we connect this metre wit}
the old giti vipula (first pada ending with the first syllable of ths
fourth gama). The curious variations in the fourth bar (th
seventh gana again resembles some forms of the g7t fourtl
gana, with the pdda junction, but in the odd position), witl
caesura and end of the second pada after its first syllable anc
the remainder of the bar subject to the variations lalita anc
sorabhaka, can be explained by parallelism with the eighth bar
we are here at the end of the first padayuga, but whereas th
second padayuga ends with a bar containing just the on
syllable and a “rest ”, in the first the bar is filled up with th
usual rhythm. At this point, however, before the final return t
the strict opening rhythm in the last padda, the strophe i
diversified by variations within the rhythm of the Zdla, leadin,
to a kind of break at the end of the fifth bar which, as we hav
noted, ends like a pamitakkhard pada. Evidently the basi
structure of the strophe is as follows. We begin with the mai:
rhythm, like a dhruva (modern sthay?) in musical form ; thi
pada may thus be called the dhruva. The rhythm is then varie:
increasingly up to the break at the end of the third pada, whic
contrasts strongly with the first ; this section resembles th
abhoga in musical form. Finally the dhruva is repeated o
“recapitulated ”’ to close the strophe, again as in music.! Thi
structure is the prototype of the medieval {alavutias of Apa
bhraméa and the Modern Languages. It seems to have bee
inspired by the tendency to ““ternary”’ form which appears t
be inherent in Indian and European music alike. Comparat:
vists might find it interesting and instructive to compare th
history of sonata form with that of the pdda.

§ 291. Only the upatthitappacupita is equal in complexity t

! cf. § 230 on the three padayugas of the Upalisutta giti . 1 = dhruva, 2 h:
most freedom, 3 is most rigid.
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the wuggatd, even the Classical Sanskrit poets not having em-
ployed a more elaborate metre, although they used padas of
much greater length than those of Pali. This metre, however,
again belongs to the strictly musical and des7 tradition which
led to the Apabhramsa pdda, where we see its true continuation
and a further elaboration of strophe structure. It does not
appear to have been used in Classical Sanskrit literature after
Asvaghosa (Saundarananda 11, 64-5, where it is followed by
the udgata of sarga 11I), being replaced by the Sardilavikridita,
a samavytta with the same opening - - -vv-v-v .. ..

§ 292. If we apply the caturasra tala to the upatthitappacupita
we obtain this result :
o R e e

[ERS IRV IR TR RS ) R
’ ’

vetaltya  vegavati opacchandasaka
cadence (S
semi-cadence
(second

cadence-gana)

(vvvv|~4 ~,‘,..I_ )vvvvlv vvv!_ vvlvvvvlv vvvl_vvl_ x
’ ’ 2 ’

18 matta (= op.)
: (o SR

o _‘v v_lv_ - l_

vegavati
vetaliva cadence
—
semi-cadence
(first

cadence-gana)

—to which we have added the comparison with mixed
mattachandas mentioned in § 182. We see in the first place that
the original structure was that of the vetaliya—opacchandasaka
strophe of Sn: wvet. 4+ 0p. X 2; the suddhavirdjosabha, being
the earliest form of upatthitappacupita, having a prior vetaliya
for its third pada. Next we see the rationalization of the
cadence rhythms previously observed in vegavati and svagatd,
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in which the whole strophe is assimilated to a regular under-
lying measure. The metre was not assimilated completely to
the ganacchandas tala, and retained its mattachandas character-
istics in the same way as the svdgata did, but the caturasra
rhythm appears in each pdda (the secondary caesura in -~~~
seems to be regular in the Pali examples?! in so far as they
could be scanned ; it is not regularly observed by A$vaghosa).

§ 2903. We may thus describe the metre as more primitive than
the uggata, and probably as a prototype for the special pdda
characteristics of that metre. On the other hand it has certain
definite {alavutta characteristics, being even more advanced
than uggata in some ways. Thus, as described by Pingala
(V 28: prthag adyam), the first pada, or dhruva, stands some-
what apart from the remainder of the strophe, having the full
cadence. We then have far greater variations in the third pada
than has the uggata (notice that in both metres these variations
occur in the third pada only), which is limited within the frame-
work of the 14.5 ganas (note also that Pingala describes the
recitation of uggata as ekatah = in one piece in contrast to the
prthag adyam of the wupatthitappacupita). Thus whereas the
normal upafthitappacupita third pada contains only 10 mattds,
the suddhavirdjosabha contains 14 and the vaddhamana 20 (or
perhaps 22 if, as seems possible, the first half of it is followed by
a pause of 2 mattas)—or we may describe the vaddhamana as
having an extra pada.

§ 294. The other details of the structure are not so clear.
There seems to be no particular reason why the first pada
should contain 22 matta, and be formed by adding the vegavati
cadence to that of the wvefaliya with one syllable overlapping,
whilst in the other pddas the cadence ends where the original
vetaliya or opacchandasaka cadence ended. Some cause external
to the metre must be sought: presumably in the musical
setting. The first and second pddas begin in parallel like
posterior padas : this might be said to emphasize the reopening
or new beginning at the second pdada. The remaining padas

1 DIII, 1591., 175—-9. Itis usually a *“ concealed " caesura in a compound.
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apparently follow on without a break. The first two short
syllables of the fourth pdda combine with the final syllable of
the third to make up one gana similar to the first half of the
vegaval? cadence, the rhythm of the third pada is then repeated
in the fourth pada, but ends with the full vegavati cadence.!
There is thus a kind of crescendo leading up to the end of the
strophe, the succession of eight shorts being repeated two or
three (vaddhamana) times.

In the Pali upatthitappacupita there appears to be further
flexibility of structure, such as the initial long permitted in the
second pada, and a more thorough analysis of the few strophes
in the Lakkhanasutta should eventually enable us to work out
the earlier usages in this metre. Unfortunately this task could
not be carried out within the scope of the present study.

§ 295. Four metres remain, all samavuttas. In Th I 381 we
have a single strophe of v~vv- -= X 4 (cf. Smith in Sd 1170).
The last syllable is perhaps always short (two padas end with
short vowels, the others with niggahita), so that we could scan
as a kind of ganacchandas: ~-~|- -|-,~~~|- - ... (a strophe
of eight ganas). In the absence of further examples we can do
no more than speculate about the origin of this metre, it may
even be a chance spontaneous outburst :

atihita vihi

khalagata sali

na ca labhe pindam

katham aham kassam | |

—it is a bhtkkhw's “ lament ” attributed to the inspiration of
Mara, the first verse of the Tekicchakanigatha, which continues
(382-6) in an unusual form of ganacchandas (see Smith, Sd 1164
and 1171 for an attempt to describe this). The poem is of great
interest in that it is dated by the Commentary: ettha ca
Bindusararaiifio kale imassa therassa uppannatla tatiyasangiti-
yam tma gatha sangita ti veditabbd (Dhammapala). We have
already been led (e.g. § 142) to associate the Moriyan period
with perhaps the most important phase in the development of

! j.e. partof the dhruvaonly : this too has parallels in the musical practice.
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Pali metrics, and these possibly experimental verses fit in we!
with such a supposition ; we may regret thattheyarenot in on
of the better known of the new metres, which might give us
more exact notion of the chronology of ganacchandas.

§ 296. Alsoin Th I we find another single strophe in an unknow:
metre :

duppabbajjam ve duradhivasa geha
dhammo gambhivo duradhigama bhoga
kicchd vutty no ttaritaren’ eva
yuttam cintetum satatam aniccatam | |
Th I 111 (Jentagatha).

(no variant readings recorded by Oldenberg ; Siamese editio
and Sinhalese edition, Colombo 1930, identical).

—Smith gives - - - - - vv~v- - -asthe scheme, evidentl
assuming vutti, aniccatam, dumdkwasa and ztaritarena m.c., al
of which are quite legitimate according to our findings on Pal
usage, with the possible exception of the third, which, however
may have been influenced by adhivasati. The metre may hav
originated from the tufthubha, except for the cadence, whicl
may be related to ganacchandas: ... -|- -|-or to Th I 381
We may suppose again that this was a more or less experi
mental metre belonging to the period of the limitation of th
tufthubha and the establishment of exact quantitative opposi
tion, and perhaps the first in which long successions of long
and shorts were contrasted—a favourite expedient of Classica
metrics. The nearest Classical metres are parava :

- - mwwww _X4
and asambadha :
il A e BV S e omr DT

which may have been derived from our metre by the loss c
addition of two syllables.

1 Compare, however, Dh 302 ab; duppabbajjas;» durabhivamam, duyava:
ghava dukha.
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§ 297. In J I 125. 20-1 we find the upatthita 1 (Sd 1169 ; not
to be confused with the wupatthita 2, Sd 1166, which is v--~~-

- s e 4):
- evV—_vv_ v X4

—it may be a prototype of wujjald, harinapluta or dutavilam-
bita. The origin of the cadence is not clear.
Finally we have the metre of S I 14 (two strophes) :

I R e, B T x4

—this might be classified as a variety of tufthubha having
only ten syllables and the normal opening rhythm carried on
throughout the pada. The effect was no doubt too monotonous
to become popular in Indian metrics, although something like it
(v=v-v-v- X 4) is used in Hindi and it may be a popular and
persistent dance rhythm which occasionally infiltrated the
domain of metrics.

T he Formation of the Classical Metrics of India

§ 298. To conclude this chapter we may state that all these
Pali metres are at the very beginning of their development in
the context of the new metrical techniques, and that they are
the prototypes and forerunners of the magnificent repertoire
of the Classical Sanskrit fixed metres. The development of such
metres was made possible only by the establishment of the
principle of exact quantitative opposition through the cultiva-
tion of the musical metres, and many of them bear traces of
mattachandas and ganacchandas rhythms which in crystallized
form became independent metres.!

§ 299. The tutthubha, but not the vatta, was assimilated to the
new system in various forms, but the majority of the new
metres originated from mattachandas and ganacchandas forms.
In the early stages it was mattachandas which gave rise to
various akkharacchandases ; in the later stages, and still more
so in the post-Pali period, it was from ganacchandas that most

1 We have noted in § 237 the ganacchandas origin of the poetic associations
of various types of rhythm in the Classical metrics.
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new metres were derived. It may be suggested, however, as
has already been mooted in Chapter VIII (§ 275), that the
contribution of the tutthubha to the new Classical metrics was
the quatrain structure of four similar pddas, as units of
rhythmic structure, which it preserved in opposition to the
assimilation of the pada structure to a musical strophe sub-
divided into gasas in the musical metres. As was stated there,
it is to the combination of these two opposed elements, the
indivisible tutthubha pada and the endless musical rhythms of
the new metres, that the Classical Sanskrit metres owe their
wonderful diversity and subtlety of rhythm.



CONCLUSION

§ 300. The apparently simple task originally proposed for this
study (“ so slight a task to any scholar with leisure that we may
fairly expect it to be accomplished before long ”"—Rhys Davids
in 1903, D II p. viii) turned out to be in fact a major research
project too great to be completed within the time available or
within the scope of a single monograph. There are far more
verses in the Pali Canon than Rhys Davids reckoned in 1903,
and only a small fraction (selected as the most important and
most typical) of them have been scanned for this work. In
order to achieve even this we were led far afield into research
on the language, on related Indo-Aryan dialects and their
metrics, on Indian music, and not least on the general problem
of the nature of rhythm in poetry (cf. Kiihnau, 1886, pp. v—-x
and 1-18). This study is therefore no more than a preliminary
outline in which we have tried to present and settle the main
problems of Pali metre, leaving the fuller working out of the
usages in the various texts to future research. Only the chapter
on mattachandas, which was considered to be of the greatest
importance (the first new metre), comes anywhere near com-
pleteness as a survey of its subject, whilst that on the tutthubha
is a mere sketch to prepare for the task of scanning hundreds
more verses in this metre and describing its usage in detail.

§ 301. On the other hand we have gained inestimably from
being side-tracked in carrying out Rhys Davids’ project by
a host of interesting questions which could not have been fore-
seen by him. The work became a historical project. Only as
a phase—as it turns out, perhaps the most decisive phase—in
the general history of the Indo-Aryan languages and their
literature can Pali metre be understood. The problems
accordingly acquire much wider interest than they possessed as
obscure questions concerning a single somewhat remote dialect.
If the problems of the most decisive phase of the transition to
Middle and Modern Indian and the new metrics can be solved,
then a fuller understanding and appreciation of Sanskrit,
Apabhram$a, Ardhamigadhi and Maharastri poetry will
223
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follow. Even the study of Hindi, Gujarati and other modern
literatures may gain, although they have the advantage of
living traditions. The most important conclusions to draw in
this connection concern the origin of the new metres and their
strictly musical organization from ganacchandas onwards,
including their close conformity to musical forms and conven-
tions (the dhruva—abhoga—dhruva system of ternary form
superseding the addhasama structure even whilst maintaining
the four pada strophe ; the syncopated coda, etc.). At the same
time we note the musical rhythmic basis of the Classical
varnavyttas, despite the maintenance of the strict four pada
metrical form and of the pada as the unit in opposition to the
gana organization of the musical metres.

§ 302. It follows naturally from this historical analysis of the
metres that we should hope to be able to arrange our texts in
chronological order, using a criterion more objective than any
proposed hitherto. A brief summary of the chronological
results of our study is given below. The analysis according to
the proportion of long to short syllables might be used with
success on the prose texts, which were as much subject to the
changing language-rhythm as the verse, to enable us to relate
them also to our chronological framework.

In Chapter V (§ 193) we arrived at a division of some of the
Canonical textsinto five periods of composition, on the basis of the
development of mattachandas. Let us try to combine the results
obtained in the other chapters with this division (see p. 225.)

§ 303. The Afthaka and Pdarayana are omitted : according to
Oldenberg’s figures the Afthaka tutthubha is 85% wupajati-
rhythm, which would make it later than S I (819,), whereas we
have suggested that the vaffa of these vaggas is extremely old.
The problem of these texts remains, but it seems certain that
they cover a very wide range of time. The A#thaka may be much
later than the Parayana (it includes the Tuvatakasutta in giti) :
whilst the Afthaka is almost entirely in tutthubha, the Parayana
contains a good many vattas, although these are mainly in the
frame story. A careful comparison with the metres of the
Brahmana literature might settle this difficulty (see also the
discussion in §§ 282-3).



Approximate | Period Mattachandas Ganacchandas Vatta Tutthubha Akkharacchandas
date
) earliest Sn (65%) !
and earliest Th II
Cualavagga (72%) most of Sn ?
i Sn 1-34, 83-90, most of Uragavagga
359~75 and Mahdavagga
(77-8%)
most of J Sn, M (Katha)
e ia Dh, U Munisutta ?
part of J (Early Epic ?)
300 B.C. (AM : Suyagadam) Dh?
ii Sn vegavati poem ? Th1L ] Dh (80%,), SI?
. later Sn and Th 11
Moriyan 3 part of Th I (> 83%) partof Th I, ST
Period SHI partof J and M part of J and M
Sn 679-98 Sn 679-98
200 B.C. iia Lakkhana Lakkhana latest Lakkhana Lakkhana
{ part of Vv Th II (85%) Bv Bv
iii most of Vv, Ap (Epic average (BHS :
100 B.C. Pv, Ap, Cp 87-8%,) Mahavastu)
(Ramayana) (Late Epic)

1 9, of pathya.

UOISHIIUO?)

Szz
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§ 304. We shall not here attempt to draw detailed conclusions
about the development of Buddhist doctrine, although we may
make one or two observations which indicate the changes in
some aspects of it. Thus we may contrast the Buddha legend of
the very early wvatta texts of Sn (405-24, 425-49) with the
elaborate contents of the Lakkhana or Bv, or the admonitions
of Sn 699-723 with those of Sn %724-64. With the earlier
group we may compare Sn 83-9o and 359-75, whilst in the
later period we have the dramatic episodes of S I, the stories of
the last three Th II poems, and later still the theory of kamma
as illustrated in Vv and Pv. Of great importance are the verses
attributed to disciples and later monks : Th I seems to cover a
long period of development and many different techniques of
composition, some of them dated by the Commentary.

§ 305. The Pali Canon grew from a collection of simple, direct
poems (and no doubt also prose narratives of the Brahmana
type, which perhaps preponderated) characterized by a forceful,
rather abrupt diction, to a greatly enlarged chrestomathy of
literary compositions of all types, in which the direct style had
been superseded by every kind of calculated aesthetic
manoeuvre. The religion growing in popularity attracted the
best philosophers and poets of India to give it a literature
superior to those of its rivals. Its character, however, was
thereby changed to a complex, learned system, the best aspects
of which were not so much the content of the literature as the
beauties of its presentation: highly developed metrics and
poetics. Finally the Canon grew still further, and became
imposing in mere size: in the Abhidhamma the implications of
the philosophy were worked out to the last theoretical permuta-
tion, in the Vinaya a corresponding elaboration of disciplinary
rules and regulations took place, whilst in the more *“ popular ”
section of the Canon the laity were provided with endless
legends in which creation had been superseded by repetition,
and the quest for enlightenment by pietism.
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INDEX OF PaLl AND RELATED FormSs DISCUSSED
(The numbers refer to §§)

-a < -0 m.c. 104 -aya-/-a- 46

-a > -0 m.c. 106 -aya-/-e- 46
-am > -am 64, 70 -ayi-/-e- 46
akaramhasa 104 ayya 46
akariyam 43 -ayi-/-0- 46
agara 99 arahati 361., 41, 43, 44
aggi 46 ariya 39, 43, 46
acari 97 -ava-/-o- 46
accupati 113 avakiviyati 41
acchariya/accheva 41 -ava-/-a- 46
acchodi 105 -avi-/-e- 46
ajjhavasati 62 avijja 105
ananda 109

addhake 105 -a- in sandhi 52
atarvi 97 -a/-ayo (plural) 97
atitariya 41 akivicagiam 109
atuliya 41 acarviya 33, 41, 46, 95
addhabhavati 62 acera 41, 46, 95
adhivasati 296 atumanam 42
anariya 43 anubodhim 111
ananukytyd 107 -dm 64
ananugiddha 108 -aya-/-a- 46
ananupassi 108 -ayi-/-i- 46
ananupuitha 108 -ayi-/-e- 46
ananuyayi 108 -ava-/-0- 46
ananuruddha 108

ananuloma 108 i/e 52
ananuvajja 108 i > e m.c. 106
anapara 108 -imsu/-isum 55, 97
andvara 108 itaritavena 296
aniccatam 296 iti 57 {., 65
anitiha 108 -ito 97

anu > anu 107f., 111 idani 57
anupariyaga 41 idham 103, 114
anubriihaye 49 -inam 97
anusayitam 114 -iya-/-1- 46
anussavane 105 -1ya-/-e- 46
antidaka 108 7ina 99
antipama 108 iriya 41
antipaya 108 iva 57 f.
antakiviyaya 41 -isu 86, 97
anveti 38, 43 issariya 43
apaccisam 109 -1hi 86, 97
-apo-/-0- 46

abravi 49 u- 60

abravum 49 udaka 47
amatatala/amatam tala 98 ~unam 97

233
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-uni 97

-upa-/-iu- 46
upayana/upayana 99
-uvi-/-o0- 46

-usu 86, 97

-uhi 97

wpanissaya 111
ubhayam 111

€32, 34 1., 52, 68 {., 106
-e- > -i- m.c. 109
=435

- m.c. 104

em 75, 112

ekacariya 41

ettha 34

=93-35, 52
elamiiga/elamukha 99
éva 35

evam 75, 112

€s0 114

0 32, 34 1., 52, 681., 106, 236
-0 35, 236

oka 47

okamokata 104

okkantamasi 104

oftho 34
-oya-/-o0- 46
-ka 99
kadariya 43
kar- 97
kayiva- 41
kaviya- 43

kavissati/kavihiti 87

kasiva/kiccha 46

Katiyana/Kaccana/Kaccayana 46

kaviya/kaveyya/kabba/kabya/kavya
46

kimadhikarvana 108

kilesa 38, 42

khalu/kho 47
Rhinavyappatho 50

gacchissasi/gacchisi 47
ganhati 97

gavaha- 41

gavahasi 108

8ini 37, 42, 46

gimhisu 109
gehe 35
-g8h- 52, 58

ca 102, 103, 106
caranava 41
carato 43

cavahi 43
-cariya 41

citicitayati [ciccitayati 47

civappavasin 60
cetiya/cetya 32, 40 f.

ch/cch 52
chama 105

jayissati/jessati 95
jaleti 97

janati 97

jinati 97

-Jivine 112

jivato 109
Jjutimant 108
juhve 85

jijuvul 85

#dnena 114
fieva 64
-ii- 52, 58

thapeti 97

tane, etc. 62, 64
tatiya 112

tato 226

tatra 49
tatrayain 65
tathagatassa 226
tayt 103
tavayidamw 53
tasina/tanha 46
ti 57, 65

-tf 102 f., 106
tikhina /tikkha 46

tuam/tvam/tuvam 36, 43, 51

turiya 41
tulya/tuliya 401., 46
-ty- 52

-17r- 49

~tv- 49, 51

-tvd 104



Index of Pali and Related Forms Discussed 235

-thd 102 1.
thevike 108

dakkhisam 109
dalha 41, 52
dassam/dassami 97
da- 86
disva/datthu 97
diydnte 109

du- 60

dukham 109
dutiya 112
duradhivasa 296
-dv- 49, 51
dvi-/du- 48
dve/duve 43, 51

dhammacariya 41
dhitimant 108

na 102, 104
-na 99

nayidha 53
n(a)hataka 43, 50
nahdatakassa 226
n(a)haru 43

ni- 60

nikkhameti 97
nidoso 109
nimesa/nimisa 99
-ni 97

-nh- 49,50

pa- 57

pakasesi/pakasayi 97
pakkami 97

pago- 52

paccanika 109

pathavi 43
padissanti/padissare 97
padipiya 52, 109
paduma/padma 37, 43, 95
payirudahasi 65
payirupasali 41

payuitam 207

pavijjand 108
paribbasano 108
parviyanta 41

pariyaya 41

pariyesanam. 41
parosahassan 62
pavisissami/pavissami 47

pasariyam 43
pato- 62
panudi 103
papunati 42, 46
purano 109
purindadassa 226
purisa/posa 46
peyyala 10, 41
pp-(< P7) 49
ppajjahe 108
-pr- 49

bamhana/bramana/etc. 49
bavhabadho 65
bbayo 103

-br- 49

braviti 49

braha 49
brahmacariya 41
brahma 49
brahmana 49
brui- 49

byiahi 49

britheti 49

bharabhara/babbhava 47
bhariya 43
bhavissati/hessati/bhavikhiti 95, 236

m/m 38, 64, 68, 70, 106
macchariya/maccherva 41
matimant 108

mama 35

mahisa 99

-mahe/-mhe 47
matiya/macca 46, 95
mutiya 108

muni 103

mulha 52

medassa 35, 114

-y 48 f., 52, 58
veva 64
-yv- 49, 52, 58

v 306 ff., 49
vattiya/ratya 97
rahada 41
ramamase 52
rajin- [raiii- 46
vitlha 52
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th 49, 52 sarasara/sassara 47
sattha 58

v 38 santa 58

vada 103 saml/suvami 95

va > va m.c. 104 sahant 6%

vala (* viyala) 138 -s{ 103

viiiananaicayatana /viiiianancaya- sikkhisamase 109

tana 47 s(i)neha 37, 43, 50

vitardst 108 siya 38, 42

vidu 86 Siyum 42

vinaya 52 siri- 43

vineyya 52 su 102 f.

viya 42 suagatam 65

viyanjana 42 sukhuma 37

viyakar- 38, 42, 48 suggatin: 108

virava 99 supina/soppa 37, 42, 46

viriya 43 subraha 49

viliva 99 suriya 43

viti- [vyati- 48 suva-/(s)sa- 46

vutti 296 suvyavato 50

vitlha 99 suriya 43

vetala 118 seyyo 34, 52

vetalika 118 sotthi 34

vedhati/vyadhati 99 somana 105

veyali 118 sossasi[sossi 47

veyyakarana 52 -sn- 49, 50

veluriya 42 -S7- 49

-vy- 48 ff., 62 sve/suve 43

vyakkhissam 42, 48 -ss- 52, 58

vyakhyata 42

vyaharim 48 ““ h expressif "’ 75
hatthi 97

sa/so 61 hatthip pabhinnam 60

Sakya/Sakiya 40,46 hadaya 43

satimato 226 havyam 42

satimant 108 hiri- 43

sattha 97 hemeva 75

sambhonti 103 hevam 9, 75

samma- 60 hessati 95

sarabhamiga 108



GENERAL INDEX
(The numbers refer to §§)

Abhidhamma 133, 305

Abhidhammatika 88, 9o

abhoga 290, 301

acatalectic metres 219 f., 289

accent (musical) 31, 71, 73 f., 76, 78,
102 (see also ‘‘ tone ")

accent (stress) 23, 31, 35, 67, 71 ff.,
81 ff., 111, 233

accent-shifts 75

acciaccatura 228

accuracy of the tables 125 ff.

addhasamavutta (avdhasamavrtta) 120,
122, 178, 179, 192, 194, 229, 267,
2609, 286 ff., 301

adesa (substitution) 55

adicapald 204

Adikaram 4

adivipuld 204

adverbs 102

aesthetics 3

agama (transition phoneme) 55

Aggavamsa 15 ff., 34, 36, 52, 53 ftf.,
88 ff., 95, 97, 99, 101 (see also
Saddaniti)

Aitareyabrahmana 240

Aiyar 240, 270

Ajivikas 117 ff,

akkhara (letter) 54

akkharacchandas (aksavacchandas) 24,
30 f., 122, 285, 286 ff., 303 (see also
‘“ fixed syllabic metres ")

alavikara 56, 138 (see ‘‘ poetics ')

Alavakasutta 249

alexandrine 84

Allen, W. S. 32 1., 371., 541., 68, 70,
73, 119

alphabet (Pali) 54

Alsdorf 19, 112

alternation of long and short syllables
8s, 273

alternation of rhythms 161, 289

alternative sandhis 96

Ambapaligatha 166

ambiguous forms of metre 150 f.,
224

anacrusis 146, 223, 225

anagata 160

analogy 61, 97, 109, 114

Ananda 135

‘“ anandajata’’ 287 1.

‘“ anapaestic rhythm " 79, 272

anceps syllables 24, 30, 174 f., 206,
214, 219, 225 f., 241 {., 287

Andersen 50, 101

Andhra 9

Avnguttaranikaya 64, 217, 245, 288

Anopamagatha 259

answer (musical) 229

antesuffixal vowels 107

anthologies 141

antyacapald 204

antyavipula 204

anugiti 202, 203

anunasika 38, 70

Anuradhapura 3

anusvara (or anussara, Sd. 606) 38, 70
(see niggahita)

anutthubha (anustubh) 22, 27 £, 79,
85, 115, 120, 148, 151, 214, 239 1.,
245, 266 £., 269, 277 (see also vatta)

aorist 86, 97

Apabhramséa language and literature
22, 31, 70, 78, 81, 83, 87, 104, 112,
121, 194, 199, 236, 301
~, anticipations of in Pali 236

Apadana 136, 141, 193, 303

aparantika 176

aparavatlta (aparavaktra) 122, 130 ff.,
143f.,156 1., 165 ff., 171, 178, 191 1,
282, 284, 287 f.

aphuttha (non-occluded) 36

Araraj 11

Avrati 139

archaism 12, 14, 49 f, 52, 86, 114, 266

architecture 196

Ardhamagadhi language and litera-
ture 9, 18, 32, 35, 41 ff., 64, 67, 73 {.,
94, 97, 106, 111 f, 117, 203, 215,
284, 301 (see also ‘‘ Jaina Litera-
ture ”’, ‘‘ Svetambara tradition ”’,
‘“ metrics . .."”")

Aristoxenus 23 {., 27, 72

ariya (arya) 1, 26, 136, 152, 181, 194,
196, 198 ff., 227 ff.

237




238

ariyagiti (aryagiti) 200, 202 f., 219 {.,
289

Arnold 19, 28 f., 45, 73, 79, 93, 146,
148, 150, 240

drsis 23, 27, 72, 78, 80

artificiality 33, 36

Arya Sara 6

asambadha 296

Asoka 3, 4, 8, 9, 11, 141 (see ‘ inscrip-
tions ")

assemblies (sa#giti) 7,295 (cf. *‘ recen-
sionists ")

assimilation 32, 36, 37, 39, 46, 49, 52,
55

astronomy 196

Asévaghosa 2, 91, 198, 240, 291, 292

atita 160

Atthakatha
aries ")

Atthakavagga 20, 214, 238 ff., 244,
266, 281, 303

authority of the written language 40

Avalokita (-ana) S#tra (in Mahdavastu
and Siksasamuccaya) 287

Avanti g, 11, 52

Avanti g, 11

Avestan 84 (see also “‘ Iranian )

avibhattikaniddesa 104

avyakta caesura (‘‘ concealed ) 244,
292

Ayarangasutta 217

ayatakagitasvara 76

(see ‘“ Pali Comment-

Bactria 9

Bake 8o

balance 165, 184

Balhika 9

‘“ ballads *’ 194

Ballini 93, 101, 143, 203, 215, 228,
238, 240

banners 195

bard (as court officer) 118

bars 22, 30, 161, 222, 233, 298 {. (see
gana)

““ base "’ 176 f.

Basham 117

Baudhayanadhaymasitra 276

beat 22, 26, 30, 77, 160, 228 (see also
“ictus )

Belloni-Filippi 8o

Benfey 93

Bhaddapurananiganthigatha 258

Palr Metre

bhaddaviraja 123, 128 1., 156 f., 171

Bhagavadgita 276, 280

Bhagavant 16, 88, gof., 214 (see
‘“ Buddha )

Bharavi 242

Bharhut 6

Bhikkhunisamyutta 139

binary rhythm 161, 183, 223

Bindusara 295

Bloch J. 9, 11 £, 49, 74

Bollensen 101, 231

boundaries between groups or ganas
160

Brahmana literature 2, 201, 75,
239 f., 272, 276, 284, 303, 305

Brahmanadhammikasutta 251

Brahmi g, 14

break 150, 154, 2711., 276, 278, 280 {.

Brhadaranyakopanisad 240

Brhaddest 116

Brhaddevata 21, 239 £.

Byrhatkatha 3, 11

Buddha 2, 7 ff., 11, 15 ., 89, 135, 139,
304 (see also ‘* Bhagavant )

Buddhacarita 240

Buddhaghosa 3 (cf. ** Pali Comment-
aries ”’)

Buddhavamsa 12, 64, 214, 288, 303 f.

Buddhism 117, 134, 305

Buddhist Hybrid Sanskrit language
and literature 6, 8, 19, 31, 32, 41I,
49, 76, 86, 941., 101, 106, 110f{.,
114 (see also ““ metre...”, Maha-
vastu, Saddharmapundarika, etc.)

Buddhist tradition (recitation, etc., in
the early schools) 76, 91, 117,
119 ff., 133, 277

Buddhology 135

Biihler, G. 73

Burma 15, 17, 33

Burmese script and MSS 14, 64, 101,
108, 207
~ Pali grammarians 717
‘“ Aggavamsa ')

(see

cadence 32, 35, 49, 52, 119f., 126,
147, 150, 153 ff., 159, 161, 173, 177,
179, 181, 183, 197, 207, 218, 222 f.,
228, 234, 241 ff., 267, 269, 272, 276,
279, 292 ff., 296 {.

caesura (yati) 22, 84, 101, 150, 153,
200,204, 210, 225 f., 228, 2321, 242,



General Index

244 ., 263, 271 fi., 276 ff., 281, 283,
290, 292

cakravartana 78, 233

Calagatha 260

carica 223

Candakinnarajataka 214

candrabindu 70

candrikd 202

Canon (see ‘““ Pali Canon”, ‘ Pali
tradition’’, and the individual
texts)

Canons, formation of 6 ff., 277

canto 26
~ metres 194

capa 223

Capagatha 262

capala 175, 198, 200 1., 204, 217, 225

Cappeller 23, 25, 77, 81, 202 ff., 215 {.,
228, 231, 233, 237

Cariyapitaka 6, 136, 141 f., 193, 303

carugiti 202

catalectic metres 145, 219 ff.

Catukkanipata (Th II) 258

caturasra tala 161, 223, 233, 273, 289,
292

caupai 139, 181, 203

causatives 46, 97

‘“ Central ”’ dialect of Prakrit (in
inscriptions) 49

Ceylon, establishment of Theravada
Buddhism in 4 f., 14, 17 (see also
‘‘Sinhalese ”, ‘‘ Mahavihara ”, etc.)
~ Pali language in 18, 33 (see also
‘“ Medieval Pali ”’, etc.)

chaining of verses 194

Chandahsitra 195 (see ‘‘ Pingala )

chandas 76 (see ‘‘ metre, Vedic *’ and
‘“ Vedic tradition ”’)

chandas (‘* number ”’) 88, go, 92

Chandonusasana (of Hemacandra) 19

change (see *“ transition . . .”)
~ in sandhi (viparita) 55, 90

chanting in unison 119

chappada (satpadd) 156, 222

cheda (pause) 65, 84, 183 (see also
“rest”’)

Chiba 73

Chinese metrics 274

classes of verbs 97

‘“ classical ”’ literature 139,
286 (see “‘ Sanskrit...”
‘“ metrics . . ."”)

195,
and

239

classical music 116 {. (see ** music and
musical theory *’)
““Classical Pali”’ 16 (see ‘* Medieval

Pali )

‘“ classical period *’ of Indian Civilisa-
tion 195

close 233, 234 (see ‘‘coda’”,
‘“ cadence ”’)

closed syllables 69 f.

coda 228, 301

Codrington 6

coining of new words 100

Cola country 14

Commentaries (see ‘‘ Pali Comment-
aries ”’)

commentary style (kaccha) 56

‘‘ comparative metrics ”’ 23, 27, 72,
78, 233

compounds 49, 60, 66, 98, 107 ff.,

244, 292

concealed (avyakta) caesura 244,
292

conflict of language-rhythms 87,
III

conjunct consonants 32, 34, 36 ff., 46,
48 ff., 55, 58, 68, 70, 102, 108 f.,
236, 240, 270

consonants 33, 36 ff., 54, 56, 84, 108,
236

consonant sandhi 56, 60 ff.

context (phonological) 36
~, rhythmical 222

contraction 32, 46, 95, 99

contrast 165, 184 f., 190, 296

corruption of texts 14, 18, 35, 47, 52,
125 ff., 149, 153, 159, 174, 179,
189 f.,, 200, 204, 213 f., 232, 238,
245, 248, 252, 258, 263

costume 195

councils (see ‘‘ assemblies *’)

craftmanship in versification 190

crescendo 294

crystallization of rhythmical forms of
words 85, 114
~ of rhythms 298

Citlavagga (Sn) 250 ff., 303

Culladhammapalajataka 214

Cullasutasomajataka 214

cultural unity of Aryan-speaking
India 13, 284

“ cyclic dactyl ”’ 174

cymbal beating 118



240

Diksinitya 9 (see also ‘ Southern
dialect...”)

Damodara (I, or Damodaramiéra:
author of Vanibhisana) 100

Damodara (II: writer on music, son
of Laksmidhara; ‘ Catura’) 116

dance 117, 139, 183, 195, 297

Dave 78

decline in Theravada literature 142,
193

decomposition of phonemes 36, 38

denasalization m.c. 104, 106, 109

dest (music) 116, 121, 139, 197
~ (vernacular) 148, 291 (see ‘‘ dia-
lects )

Devatasaniyutta 281

Dhakki 73

dhamma (as criterion of good speech)
88
~ (see ‘* doctrine *’)

Dhammacariyasutta 7, 251

Dhammapada 7, 20, 128 ff., 141,
167ff., 179, 189 £, 192 f., 214, 217,
238 ff., 280 f., 296, 303

Dhammapala 3, 101, 295 (see also
‘*“ Pali Commentaries ")

Dhamma-Vinaya 133

Dhawiyasutta 186

Dharmasitras 276

Dhauli 49

dhruva 290, 293 {., 301

dhruva metres 198

dialects 5 f., 8 ff., 31, 39, 44, 52, 56,
76, 02:58112, W7, 2747
- principle of adoption of local
dialects ”’ 9

dialogue 186, 194

digha (long natural quantity) 54

Dighanikaya 21, 64, 118, 141. 214,
245 (see also Lakkhanasutta)

‘“ dilambus ”’ 79

dimeter verse 28

discourse, kinds of 56

displacement of nasalisation 55

distortion (by writing, etc.) 33

divisions of verse 22 ff., 28f., 153,
173, 183, 197, 222, 274 (see gana,
pada, padayuga, strophe, pdda, etc.)

doctrine 88, 133 f.,, 149, 264, 304 f.

dodhaka 122, 132, 179, 287 f.

double consonants 9, 355,
(cf. ““ conjunct ”’)

102 f.

Pali Metre

doubling of consonants 55, 60 f,, 103,
108

drama 3, 139, 194 f., 198

Dravidian 121

Dukanipata (Th 11) 257

dutavilambita 297

Duvayatanupassanasutta 7, 256

dvitta (doubling) 55

Early Middle Indian 19, 85, 93, 203
(see ““ Pali...” * Ardhamagadhi ”’,
‘“ inscriptions ”’, ‘‘ metrics ”’, etc.)

Eastern dialect of Prakrit 49 (see
‘“ Magadhi ”’)

Eastern India 148, 277, 284

Edgerton 9, 29, 41, 79, 94 {., 106, 111,
240, 270, 276 ., 287

editions and editing of Pali texts 7o,
99, 104, 124, 131, 213, 229, 296

I’égalité 30

ekaripa 130, 156, 159

Ekavihariya 141

ERika Theriyo 257

elision 55, 57 £., 60, 67, 74, 88, 90, 105

enclitics 73

end of word 84

English (accent) 74

epenthesis 95, 99 (see svarabhaktt,
yama)

epic narrative 193 f. (see
metres ')

Epic Sanskrit language and literature
1, 3, 31, 49, 73, 93, 101, 143 £, 240,
267, 303

epic siloka 151, 193, 238 ff. (see vatta)

equality of measures 26, 30

equivalence in length of ganas 26, 83
(cf. ‘“ Taktgleichheit and
‘“ strophe, isochronous ’)

euphony 56, 63, 65, 88, 9o, 92

exact quantitative opposition 26, 30,
69, 119, 192, 197 {., 273 {., 283, 296,
298

expiratory stress 73

external sandhi 56, 66

«

‘ narrative

Fausbell 35, 101, 131, 153, 174, 176,
215, 281

Felber 24, 74

fiftth gana 206 ff., 230

fifth vipula 243 £., 247 ff., 265

final anceps 174 {., 226, 242
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finals 84, 86, 97, 102 ff., 174 1., 183,
226, 242, 244

first gana 206 ft., 230

first vipula 242 ff., 247 ff., 265, 269

fixation (alphabetic, etc., of lan-
guages) 33

fixed syllabic metres 26, 30, 78, 122,
142, 144, 182, 194, 195, 198 {., 237,
275, 279, 282, 284 ft., (see akkharac-
chandas)

* fixescent "’ metres 286 ff.

fluidity of Pali 31, 33, 39, 53, 65, 84 ff.,
125, 201, 238 (see also ‘‘ indeter-
minate . .."”)

fluidity of structure of metres 287, 294

folk music (and song) 116, 139, 148,
195

folk stories 140

folklore 139 f.

“ foot "’ 22, 27 £, 30, 72, 79, 150, 153,
176, 217, 274

form (musical) 81, 290, 301

fourth gana 175, 206 ff., 224 ff., 230,
232, 290

fourth vipula 242 ff., 247 ff., 265, 269

Fox Strangways 27

free and fixed parts of pada 126

French 74, 84

fricatives 36 ff.

future 95, 97

gajja (prose) 56

gana 22 f., 251., 30, 81, 83, 150, 153,
158 ff., 173 ff., 183, 197 ff., 275,
287, 289 1., 292 {., 301

ganacchandas 22 f£., 26, 30f., 52, 77,
8ins . ST e 1203127, TR TouT3 7
140, 143, 149f., 152, 160f., 175,
182 f., 192, 194, 195 ff., 244, 269,
273 ., 287, 289, 292, 2951f., 298,
301, 303

Gandhiara 9

garu (long metrical quantity) 24, 54,
68, 88

gatha 7, 183

gati 81

Geiger 9, 12, 14, 47, 52, 64,66, 69, 73,
97, 101, 111

gender (variations in) 99

geographical variations in usage (?)
14, 266, 277, 284

German 75

241

gestures (in recitation) 76

geyya 7, 56, 139

ghana-talam 118

Gildemeister 240

Girnar 9, 49, 52

Gitagovinda 228

giti 47, 52, 81, 118, 175, 179, 181,
197 ff., 267, 269, 290, 303

gityarya 203

Godavari 14

graha 22 f., 30, 81, 160, 177 (see also
$ictusy4)

grammarians, Medieval 15 ff., 32,
89 (see also ** Aggavarnsa ")
-Ancient 84 (see also Pratisakhyas)

grammatical fluidity 94

Grantha script 14

Greek and Greek metres 30, 36, 73,
84, 233, 273 ff.
~ terms 272 f.
~ theory 273 (cf. *“ Aristoxenus ",
“ Kithnau ”’, *“ Westphal ”’)

Grierson 73

groups of mattd 158 f., 166 (see gana)

Gujarati 78, 301 (see also
‘“ metrics . ..”)

gurvini (Pali *gubbini?) 200, 204 ff.,
214, 219, 220f., 223 {., 233

Guttagatha 260

Hala 205, 232, 237
Halayudha 241
half-strophe, half-verse (see padayuga)
haplology (metrical) 113
~ (phonological) 47
Hardy 1, 104
havinapluia 297
Harivamsa 143
heavy (see ‘‘ quantity ")
Hemacandra 19
Hemavatasutta 249
Hendriksen 98, 100

hiatus 65
Hindi 22, 74, 81, 83, 101, 301 (see
‘“ metrics ...")

Hivisutta 250

History of Buddhism 134 f., 305

History of Indian Languages 31, 85,
121, 301 (see the individual lan-
guages)
~ Literature 2, 31, 115, 120, 133,
148, 284 f., 301 ff.
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~ Metrics 20 fi.
~ Music 31, 121
~ Science 196
Hopkins 21, 29, 101, 143 ff, 203, 240,
243
‘“ hypermetre ”’ 117, 203, 204, 219 ff.,
224 f., 229, 233 (cf. next)
hypermetric padas (tutthubha) 244 f.,
276 ff., 281, 283, 288
~ (vatta) 244 ff.

‘“iambic”’ rhythm 79, 243, 272 ff., 297

iconography 135

ictus 224, 27 &.,472, 77, 79, 81 ff,,
150, 216, 233, 274 (cf. graha)

imitation of rhythms 184

implosion only of final consonants 84

indavajiva (indvavajra) 287

indeclinables 106 f.

indeterminate phenomes 36
~ quantity 84, 86, 93, 97

Indian theories of metrics 23 f., 27,
29, 78 ff., 89, 126, 153, 100, 177,
182 f.,, 200 ff., 227, 231 (see also
‘“ Pingala ”’)

Indian versification (general) 22 ff,.
30, 77 ft., 150, 183, 273 ff., 296

Indo-Aryan 71 f., 74, 121, 301

Indo-European 36, 75, 78, 84 {., 273 {.

Indra 274

initial anceps 174 f., 225 {., 241, 247,
287

initial consonants 49, 60 f.

initial resolution 151, 244,248 ff., 276,
278, 281 ff., 287, 289

initial stress 73, 77, 111

initial vowels 111

initial syllable of pdda 24, 174 £, 226,
241, 244

initial syllable of word 111

inscriptions 6, 9 f., 11 f., 14, 32, 40,
49, 52, 75, 94, 137, 141

instrumental music 30, 196 f.

internal sandhi 56, 60, 66

interplay of rhythms 173, 184, 189 f.,
192, 229, 274, 279

interrupted cadence 269

interruption (partial) of Pali
other traditions 18, 40, 149

‘““invention "’ of the vatta 151, 267

Iranian 84, 274 (cf. *“ Avestan )

irregularity of Pali 89, 94

and

Pali Metre

Isidasigatha 1, 206 ff., 214, 226,
isochronous strophe 221, 274
Tsopanisad 240

Tsvavakysna 235

Itihasa 144

Itivuttaka 214, 238, 240

Jacobi 19, 35, 41, 53, 67, 73 ff., 7¢
101, 106, 111, II8, 143, 145,
160, 174 ft., 203, 205, 215, 217,
225, 227 f., 232, 240 1., 243, 284

jagati 114, 149, 154, 174, 270 fi., 2
279, 288 (see tutthubha)

jaghanacapald 204

jaghanavipulda 204

Jain, Banarsi Das 74, 94, 106

Jaina literature (early), tradition
commentaries 3, 18, 117 ff.,
(see also ** Svetambara )
~ Maharastri 67, 73

Jarvasutta 187

Jataka 6 1., 20, 91, 128 ff., 136, I.
167 ff., 174, 179, 189 {., 192 ff.,
214, 224,238, 240, 246, 286 ff.,
303
(see also the individual jataka

Jatakamala 6

jati 153, 198 (cf. upajati)

Jayadeva 139

Jentagatha (Th 1 r11) 287, 296

Johnston 21, 240

kabba (kavya) and kabba style 1€
gof., 138, 195

kabbakaras go f.

Kaccana 15

kaccha (commentary) 56

Kalidasa 11, 242

Kalinga 9

Ralingabodhijataka 214

Kdamasutta 266

Kapindrapandit 24

Kasibharadvajasutia 248

Katantra 15

kathds 3

Kathavatthu 10

Kathopanisad 49, 240, 276, 303

Katre 52

kavis 16

Kellogg 74

Kenopanisad 240

Khaggavisanasutla 50, 281
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Khalsi 49

Khandahalajataka 214

Khemagatha 259

Khmer metrics 121

Khuddakapatha 35

Kimsilasutta 252

Kisagotamigatha 214

Kiskindha 9

Kokaliyasutta 255

Kosambi 11, 266

Kithnau 23 ff., 29, 78 ff., 143, 216,
300

Kummasapindajataka 224

Kunalajataka 170, 178

Kuru 11

Kurylowicz 63, 85, 93, 107

La Vallée Poussin 2, 12

lahu (short metrical quantity) 24, 54,
68, 88

Lakkhavasutta 128 £., 135, 137 ff., 142,
167, 171, 178, 193, 214, 288 {., 292,
294, 303 f.

laksmi (best kind of arya) 231

lalita (kind of uggata) 202, 287, 290

lalita (30 4+ 32 ganacchandas) 202 f.

lalita (lengthened vetaliya) 131, 157,
189 f.

Lalitavistara 287

language and rhythm 31, 85 ff., 121,
150

language-rhythm 87, 111, 302

Late Middle Indian 70 (see
‘“ Apabhramsa ")
Latin 84

‘* Law of de Saussure and Wacker-
nagel "’ 85, 87, 108, 111

** Law of Meillet ”’ 111

[.aw of Morae 69, 102

* Law of Vipuld’' 205, 232

lengthening of vowels 58, 60 f., 65,
67, 74, 103, 108, 111 (see also
‘“ metrical lengthening ")

letters 33, 54

Leumann 1, 75

Lévi, S. 21

lexicographical variants 94, 99

licence 31, 49, 52, 54, 84 ff., 125, 131,
171, 174, 178, 189, 201, 206 £., 226,
276, 296
-justification of 93 ff., 114

light (see ‘‘ quantity )

I
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limitation of one metre by another
150 f., 285

Lin Li-Kouang 7, 9, 12, 76, 94

line (see pada)

linguistics 15, 79, 89, 91

literature used for religious propa-
ganda 134 (see ‘‘ propaganda...”)

Lithuanian (accent) 73

local usage 76 (see also ‘‘ dialects ”’,
‘ geographical variations ")

long 30 (see ‘‘ quantity ")

lopa (in sandhi) 55, 88, 9o

loss of final consonants in Middle
Indian 84

lyric metres 147, 194, 199 (cf.
‘“ musical metres ")
-Vedic ‘lyric metres”’ (Arnold)

120, 146 ff.
lyric poetry 3

Macdonell 21

Magadha 9, 117, 284

Magadhi (Classical) 73
-0Old, and ‘ Magadhisms” 9 ff.,
15 f., 64,92, 117, 148

magadhi (-ika) metre 117, 148, 284

Magha 242, 286

‘“ magic "’ 118

Mahabharata 20 f., 28, 1431., 150,
203, 239 f., 243 f., 276 {., 284, 303

mahdcapald 204

mahakavyas 3, 194, 286

Mahamangalasutta 251

Mahapajapatigotamigatha 260

Maharastra 9, 76

Maharastri 12, 73f., 199, 301 (see
also ‘* Jaina Maharastri”’)

Mahasanghika 7

Mahavagga (Sn) 253 ff., 303
~ (Vin I) 214

Mahavamisa 8

Mahavastu 136, 201, 287, 303

Mahavihara (Anuradhapura) 3

mahavipula 204

Mahayana 8, 135

Mahinda 14

Magjjhimanikaya 9, 206 ff., 214, 217,
288, 303 (see also Upalisutta)

marijugiti 202

mantras 118

manuscripts and manuscript tradi-
tions 31, 32, 47, 65, 69, 70, 89,
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101, 106, 20I, 213 (see also
‘“ Burmese . . .”, etc.)

Marathi 74

mdarga (music) 116

Matanga 116

mathematics 196

Matika 133

matrix of musical metres 220

matt@ (matva) 115, 119 £., 287

mattachandas (matvachandas) 22, 25 f£.,
3o01., 78, 81, 87, 115 ff.,, 197 {., 205,
213, 2176t 5 2605 1282ty 2861t
292, 298 {., 300, 302 1.

Mattakundalijataka 190

mattasamaka 81, 203, 289

mattavutta (matvavrtta) (general sense)
22, 120
~ (special sense) 81, 120, 199, 203

Mayrhofer 53, 64, 73, 101, 103

mayirasarinl 128, 156

meaning 56, 65, 85, 237

measure 22, 26, 77, 79, 233, 292

medical science 35

Medieval Pali language, poets, etc.
16, 33, 40, 52, 65, 83, 99 (see also
‘“ metrics . ..”)

meghavitana 122, 179, 190, 286

Mehendale 6, 94

Meillet 36, 84, 93, 107, 111

‘“members '’ 28

metathesis 41, 55, 65

metre
-as criterion of date 3, 20 f., 133 ff.,
302
-basis of 78, 83 (cf. * rhythm ")
-previous research on 18 f.

metrical interpretation 31, 45, 89,
124 f., 213, 238
~ lengthening 60f., 73, 103, 214,
225 f. (cf. ““ lengthening of vowels *’)
~ licence (see ‘' licence ”’, ‘‘ stress
of metre *’)
~ selection or convenience 85 f.
~ shortening 35, 38, 52, 61, Io4,
225, 236,

metrics 3, 7, 79 f., 91, 305
-Apabhrams$a 19, 22, 31, 81, 83,
115, 120, 139, 182, 194, 203, 228,
274, 289 ff.
-Ardhamagadhi 19, 191, 204, 217,
219, 227, 230 f., 276, 284
-Buddhist Hybrid Sanskrit 19, 31,

Palt Metre

154, 181, 201, 270, 277f., 282
284 1., 287

-Classical (Sanskrit) 18 f., 22, 24
26, 30f., 72f.,, 78, 115, 122, 135
137, 151 ff., 166, 192, 194 {., 199 ff.
214, 277, 231, 237, 242Ms,. 267
274 1., 279, 282 ff,, 289, 291, 296
298 f., 301

-Early Middle Indian 19, 275
-Epic (Mahabharata) 29, 31, 143 {.

2q0.f5 248105 267,. 270, 1.276.f.
282 ff.

-Hindi 22, 81, 83, 120, 182, 222
228, 297

-Indian theories of 23 (see * Indiar
theories . . .”, ** Pingala ”’, etc.)

-Medieval Pali 18, 33, 40, 43, 46
-modern (Hindi, Gujarati, etc.) 115
139, 290 (see ‘... Hindi ")
-Moriyan 18
-nature of Indian 22 ff.
‘“ Indian versification ")
-Sanskrit (see ‘ Classical *’)
-Vedic 19, 26ff., 72, 76, 84f.
1o1 f., 115 ff., 119f., 145 ff., 174
176, 240, 266 {., 269, 271 ff.

Mettasutta 83, 206 ff., 226, 230 1.

middle (affanopada) 52

Middle Indian 68 f., 84, 97, 114, 303
(see‘* Early..."”, ' Late...”, etc.

mime 195

Mirath 11

mixed mattachandas (vetaliya-opac
chandasaka) 123, 146, 148, 182 f.
186 f., 194, 292

“mixed padas’ (5 + 7 tutthubha
5 4+ 4 vatta, etc.) 245, 276, 278 f.
283, 288 (cf. ** hypermetric padas **

mixed sandhi 56, 63 ff.

mixing of metres 190

mode 195

modern languages of India 19, 70
73 1.

modern recitation of Sanskrit 24

Mohamudgara 82

Moore 238, 240

morae 69 (see matta)

Moriyan Period and its literature 3
6, 8 1., 141 £., 106, 295, 303

morphological variants 97

morphological weaknesses 86

Mycchakatika 94

(se¢
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mydanga 30

mukhacapald 204

mukhavipula 204

mulabhasa 15, 60

Munda 121, 148

Mundakopanisad 240

Munisutta 137, 250, 281, 303

music and musical theory 23, 30f.,
77 1., 8o1f., 84, 116 ff., 147 ., 150,
160 f., 183, 104 f., 196 f., 216, 222 {,,
225, 228f., 233, 269, 274, 2901,
294, 301

musical accompaniment 139, 147,
152, 159, 177, 183, 233, 294

musical metres 23, 25, 30 f., 77, 83,
115 ff., 274, 298 {., 301 (see matla-
chandas, ganacchandas, mattavutta,
talavutta)

musical substitution or resolution
(exact quantitative opposition,
q.v.) 26, 31, 145, 147 f.

Mysore 9

Naisadhacarita 203
Nalakasutta 256, 287
Nalodaya 203
Nandangarh 11
Naravahanadatta 11
narrative metres 151, 193 f., 198, 229,
267 ff., 285
nasals 33, 36 ff., 68
nasal vowels 68, 70
~ short m.c. 104
nasalisation; displacement of 55
nasalisation m.c. 103, 106
nasality 68, 70
Natyasastra 9, 11, 55, 195 ., 223
Neitippakarana 1
new metres 115 ff., 274, 300 ff.
Niddesa 207
niggahita 38, 68, 70, 295
~ sandhi 56, 63 {.
nimitta (in sandhi) 55
nipatas 264
Nitti-Dolci 198
““normal "’ rhythm 218, 220 {., 234
North-Western dialect of Prakrit 9, 49
North-Western India 284
number (of syllables: chandas) 63,
88, 90, 92, 119

occlusion 33, 36
‘“ Odramagadhi”’ 9
*

Old Indian 56, 66, 87, 97, 102, 121
(see *“ Vedic )

Oldenberg 2, 19 ff., 24, 27 ff., 79f,,
143, 150, 238, 240, 266, 270 ff.,
276 ff., 281, 284, 296, 303

opacchandasaka (aupacchandasika) 42,
103 f., 119 ff., 203, 207, 219 {., 279,
292, 294 -classical 144

opening 150, 153, 173, 177, 179, 185,
197, 222,241 ft., 8247+ - 2 7058t
276, 278 ff., 291, 297

oppositions of rhythm 184

oral tradition 40 (see also ‘‘ Pali
tradition ')

orthography 6, 31, 32 ff,. 53, 68 ff.,
101, 106, 240, 270

ovada 194

overlap (of parts of pada) 126, 159,
177, 183, 294

‘“ overrestoring *’ 201

P’ and P” 87 f.

Pabbajjasutta 7, 253

paccavutti 131, 166, 170, 178 {., 190

padakulaka 82, 203

pdda 183, 194, 290 £, 293

pdda (word) 65 f£.

Pada text of Veda 93

pada, structure of 22, 26 ff., 30, 71 f.,
77 ff., 82 f., 84, 98, 102, 119 ff.,, 126,
153 ff., 275 ff, 299 (see also
‘“prior..."”, “ posterior...”)

padasandhi 56

padayuga (‘‘ half-strophe ) 32, 64,
119 ff,, 160, 173, 175, 177 ff,, 183 ff.,
19T, 200, 262, 1204, 218f., 221,
224 ff., 2291, 233, 241, 269, 275, 290

Padhanasutta 253

pajja (verse) 56

pajjhatika (paddhadika) 81, 120, 203,
289

Pali Canon 1 ff., 305 (see the various
texts)
-authenticity of 4 ff.
-origin of 11

Pali Commentaries 4 ff., 18, 32, 118,
135, 139, 141, 295, 304

Pali  Language, Canonical  or
‘“ Ancient ”’ (nature of) 6, g ff., 31,
32 ff., 53, 60, 65f., 69, 82, 86 ff.,
10T, I TIH f eI 2 1, #1125
(see also ‘' Medieval Pali ")



246

Pali or Theravada (Sthaviravada)
Tradition (i.e. of ancient and
medieval reciters, scribes, com-
mentators, grammarians, etc.) 4 f.,
7ff.,11., 141,171, 31, 32 %, 40, 49,
52, 53f., 76, 127, 1351, 139, 149,
209, 213

‘* palisation ”’ 12

pamitakkhara (pramitaksara) 135, 199,
214, 287, 289 {.

panava 296

Paficali 9

Panini 74 £.

para (in sandhi) 55, 57

Parabhavasutia 248

parallelism of rhythms 173

paranayana (in sandhi) 55 f.

Pavayanavagga 20, 238 fi., 244, 266,
303

Parivara 5

Parosahassa 139

particles 102

Patacavagatha, etc. 258

pathya 27, 151, 200 ff., 204f., 232,
240 ff., 303

pause (cheda) 65, 84 (see also ‘“ rest )

Pavarana 139

pavattaka (pravrttaka) 25, 123, 156 £,
177, 179, 205, 219 ff., 224

‘“ pentad ”’ metre 271 (see virdja)

penultimate accent 73 f., 111
‘“ accent, stress ')

penultimate syllable 67, 73

performance 139, 194, 216

periods (phases) of Canonical Pali

(see

literature 133 ff., 162 ff., 192ff,
295, 302 ff.

Pesala-atimaniiiand 139

Petavatthu 35, 130f., 141f., 167,

193, 214, 217, 303 {.

phonemes 33, 36, 54 ff.

phonetics 32 (see also Pratisakhyas,
** pronunciation *’)

phonological variants 95, 99

phonology 31, 32 ff., 54, 56, 71, 77,
95, 111

phrase (musical) 84, 161, 198, 222,
228 f., 269

pidita 84

Pillar Edicts 11

Pingala 19, 126, 153, 195 f., 202 ff,,
241, 293

Palr Metre

Pingalaka 141

Pischel 1, 41 ff., 64, 73, 94

pitch accent 71 (see ‘ accent, musi-
cal”’)

plasticity of finals 102 (see ** finals *’)

pluta 84, 183, 223

poetic licence 101 ff. (see ‘ licence ")

poetics 3, 91, 138, 195, 237, 298, 305
(see also alankara)

popular poetry 139, 195

position sometimes not made by
certain conjuncts 32, 34, 49 ff., 58,
69, 101, 240, 270

posterior pada 119, 126 ff.,, 241, 267,
269

Poucha 75

pragiti 202

Prakrit 6, 67, 70, 73 f., 112, 203, 227
(see the various dialects)
-Classical 94, 203

Prakytapaingala 19, 200, 231

pramada 202

Pratisakhyas 32 1., 37 1.

pre-Aryan 121, 147 f.

‘“ Pre-Classical period *’
Civilisation 195 f.

prefixes 107

preservation of rhythmic value 60, 86
~ of forms by metre 86

‘““ principle of the adoption of local
dialects "’ 9

prior pada 119, 126 ff., 241 ff., 267,
269

progressive nature of sandhi 56

prolonged final 84, 203 (see pluta)

pronunciation 33, 36, 52, 70, 73, 76,
84

propaganda
139 f., 236

proper name upsets metre 252

proportion of long to short syllables
165 {., 302

prose 56, 63, 92, 96 f., 302, 305

‘* prosodies ”’ 37 f.

protection of metre 56, 63

Prthvidhara g4

Przyluski 7, 11

pubba (in sandhi) 55, 57

Punnikagatha 261

pupphitagga (puspitagra) 122, 128 £,
132, 135, 143 ff., 156 f., 167, 171,
178, 187, 192, 287 1.

of Indian

(Buddhist) 91, 134,
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Puranas 267
Puspadanta 139

‘“ quantitative metrics”’ 26,
(cf. “ exact..."”)

quantitative variations 93

quantity and quantitative oppositions
24 ff., 33, 36, 54, 68 ff., 78, 84, 87 £,
90, 150, 225, 274 (see also “‘ exact
quantitative opposition ')
-metrical quantity 54, 68 f., 84,
88 1., 9o
-natural quantity 37, 54, 69, 78, 107

quantity influenced by metre 67, 70
-rules of quantity 68

quantity (of syllables: vutti) 63, 88f., 9o

quatrain 183, 299

274

Raghuvamsa 240

Rahulasutta 252

rallentando 234

Ramayana 201., 144, 150, 239 {., 243,
267, 276, 284, 303

Rampurva 11

Randle 30

rassa (short metrical quantity) 54

vathoddhatd 122, 130, 132, 135, 155 ff.,
166, 170 f., 173 f., 178 f., 190, 193,
221, .5 287>,

Ravanavaha 203

recapitulation 290

recensionists 209 (see ‘‘ Pali Tradi-
tion ")

recensions of the Buddhist Canon 11

recitation 24, 30, 76, 119, 147, 2I5,
228

reduction of metres to a classical
norm 201

refrains 127, 166, 185 f., 189 ., 194,
214, 229 f.

Régamey 94, 277

regular beat 26

remoulding of metres 127

repetition (structure) 78, 127, 194

resolution of long syllables 26, 101,
151, 159, I71I, 2I2, 244, 276 ff.,
233ufe, 2874
~ at the fifth (¢utthubha) 277 1., 283
~ at the first (see * initial resolu-
tion ”’)
~ at the fourth (tutthubha) 277 f.

~ (vatta) 244 f., 249 1.

247

~ at the seventh (vatta) 245
~ at the sixth (hypermetric fuft-
hubha) 288
~ (vatta) 244, 249 £., 253, 258

rest 203, 228, 290 (see also cheda)

restoration of pronunciations 45

Rgveda (Samhitd) 73, 146, 148, 240

rhuthmizémenon 87

rhyme 203

Rhys Davids 300 f.

Mrs. Rhys Davids 1

rhythm 22ff, 30, 71, 77 f., 8o, 83 ff.,
97, 100, 117, 120, 126, 139, 147,
150, 4161, 18T, 183if., 195\ ff.; 215,
221 ff., 225, 232 ff., 2461., 269,
272 ff., 275, 279, 290, 297, 299, 301
~ and expression of meaning 237

rhythmic laws 87 f. (see also * Law
of(N. 2

ritual song and dance 117

ritual (Vedic) 119, 145

Rohinigatha 261

roots 107, 114, 226

Rossbach 23, 228

rucira 135, 150, 279, 283, 287 f.

vitlhibheda 16, 100

Russian (accent) 73

Sabbatthivada (Sarvastivada) 7

sabhdgatta (assimilation) 55

Sabhdparvan 276

Sabhiyasutta 149, 187, 192, 254

Sadanira 11

sadda (sound) 54

Saddaniti 15f., 32,
‘“ Aggavamsa ")

Saddasattha 36 (see ‘‘ Sanskrit ')

Saddharmapundarika 240, 277

saddilavikkilita (Savdilavikridita) 291

Sagathasamyutta (S 1) 130 ff.,, 139,
167, 180 {., 186, 193, 214, 287, 297,
303 f., (see also Devatasamyutta)

Sallasutta 255

sam 22 {., 81 (see ‘“ictus”’)

sama 160, 177, 183, 234

samavutta (samavrtta) 30, 122, 132,
178, 199, 222, 286 {., 291, 295 ff.

saman chant 116

Samhita text of Veda 93

samhitdpada (word )65

Sammaparibbajaniyasutta 186

samprasarvana 32, 48, 50

53 ff. (see
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Samyuttanikiya 288 (see Sagathasam-
yutta)

Sanchi 6, 9

sandhi 16, 31, 34, 53 ff., 70, 74, 92,
95 f., 104, 188

~ consonants 59, 64, 66, 103
~ between padas 64
-purpose of 56
-two fundamental rules of 56

sangiti 119
~ metre 202

satifioga (conjunct, q.v.) 55

Sanskrit (Classical) language and
literature 1 ff., 15, 22, 26, 30 f., 36,
49, 52, 66, 72 f., 75, 78, 83, 86, 93,
100 f., 150, 194, 203, 227, 286, 30I,
(see ““ metrics..."”)
-Buddhist 31 (see
Hybrid Sanskrit *’)
-Epic 31 (see ““ Epic..."”)

Sanskritisation 12, 49, 144

Sanskritisms 15

Santiparvan 143

sara (vowel, q.v.) 54

savalopa 32

Satapathabrdhmana 21, 75, 240

satobvahati (satobyhati) 145 f.

saturnian 84

Saundarvananda 291

Sauraseni 73

de Saussure 43, 85, 87, 108, 111

scales 196

scansion 25, 32, 39 {., 68 ff., 77 ff., 87,
244 (see also ‘' quantity *’, *‘ divi-
sions of verse ”’, ‘‘ metrical inter-
pretation ”’, etc.)

schools of Buddhism 7 ff., (see also
‘“ Pali Tradition ”’)

Schubring 19

science 195 f., 236

scientific methods in metrics, lin-
guistics, etc. 79 f., 91 (see also the
Preface)

scripts 14, 33
‘“ orthography ”’)

sculpture 6

seams 49, 107 ff.

second gana 206 ff., 225, 232

second vipula 242 ff., 247 ff., 265, 269

secondary caesura 210, 225, 230,
232 f., 244, 290, 292

sects 134

* Buddhist

(see also

Pali Metre

secular music 116 f.

Selasutta 254

‘“ semi-musical *’ metre 25, 161, 183

semi-vowels (‘‘ sonantes ’’) 33, 36, 38

semivowels 36 ff.

Senart 141

sentence 84f., 98, 229

seventh gana 206 ff., 230

short 30 (see ““ quantity ”’)

shortening (see ‘‘ metrical shorten-
ing ")
~ of vowels 61

Siksasamuccaya 287

siloka (Sloka) 151, 241 (see vatta)

Simon, R. 49, 51, 101, 103, 108, 238,
240, 246, 263

simplifying 55, 64, 104, 109

Sindh 9

Sinha 81 ff., 101, 181, 203

Sinhalese Pali grammarians 17
-0O1d Sinhalese 4
-script 14

Sisupalavadha 286

sixth gana 206 ff., 227 f., 231

Smith, H. 19, 30, 34, 50, 79f., 84,
87,94 1., 971., 114,139, 153, 176 1.,
181, 183, 196, 201, 214 f., 235f.,
238, 244, 246, 270, 277 f., 2861,
295 f.

smoothness 92 (see ‘‘ euphony ”’)

‘“ sommets rythmiques "’ 74

‘“ sonantes "’ 36, 38 (see also
vowels ”’)

sonata form 290

song 118 f., 197, 269

sonority 92 (see ‘‘ euphony ”’)

sorabhaka (saurabhaka) 287, 290

sound (and production of in Pali) 54,
56

South India 4

Southern dialect of Prakrit 9, 49

split-compound 98

stabilisation of metres in their most
characteristic forms 150, 224

staccato 232

standard Pali (to be based on confor-
mity with the doctrine and the
disposition of the listener) 88

‘“stanza ”’ 183

statistical methods of analysis 39, 53,
125 ff., 238, 302

stem 107

‘ semi-
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sthayt 290

stops 36 ff.

story-telling 3

stress (see ‘‘ accent, stress ')

stress of metre 55 £., 61, 64, 70, 92, 96,
104 f., 112 (see also ‘‘licence”,
‘“ metrical selection *’)

strophe 26, 123, 127, 146 ff., 161, 165,
182, 196.f;, 2034 219, 1221 1.,
228 ff., 233 ff., 241, 267, 269, 273,
276, 289 ff., 299, 301
-isochronous 221, 274
~ of six padas 214, 229, 267

strophic metre 194

style 100, 305 (see also kabba, sutta)
-prose 21

Subhajivakambavanikagatha 138, 188,
190f., 104, 214, 224

Subhakammaradhitagatha 262

Subhasitasutta 253

subjunctive 108

substitution of two shorts for one
long 26 (see ‘‘ exact...”, “ musical
substitution ", ‘ quantity ")

successions of short syllables 137 f.,
144 f., 165, 191, 236, 245, 265,
294, 296

suddhavivaja 131, 157, 171

suddhavivajosabha(suddhavivadyrsabha)
287, 292 f.

Sudraka (see Mrcchakatika)

suffixes 107

suglti 202 f.

Sujatagatha 259

sukhuccavana (euphony) 56, 88, 9o

Sumedhagatha 206 ff., 214, 232

Sunahéepakhyana 240

Sundarigathd 262

Sundarikabharadvajasutia 254

Strasena 9

Surattha 141

suttas and sutta style 7, 100

Suttanipata 7, 20, 35, 91, 127 ff., 137,
140, 142, 146, 149, 159 f., 162 ff.,
177, 180, 182, 185 ff., 190, 192 f.,
201, 215, 217, 224, 226,239, 2441,
248 ff., 265, 270, 280 ff., 292, 303 f.
(see also the individual suttas and
vaggas)

Suyagadam 117 £., 191 ff., 217, 303

svagata 122, 132, 139, 176, 179 ff., 183,
197, 221 f., 287 1., 202

249

svarabhakti 32 f., 36 ff., 44, 46, 48,
50 f., 62, 95, 281

svavavytta (see ‘‘ metrics, Vedic ")

Svetimbara Tradition 18, 217 (see
also ‘“ Ardhamagadhi ”’, ‘' Jaina
literature ", * metrics . ..”)

Svetds‘vataropani,sad 49, 240, 276

syllables 32 ff., 39 f., 54, 56, 68 f., 84
-proportion of long to short 165 f.
(see * proportion ")

syllabic metrics 26, 147, 269, 273 f.
(see ‘* metrics, Vedic )

‘ syllabic prominence *’ 74

syncopation 25, 28, 30, 126, 150, 153,
159, 173, 176f., 179, 183, 189,
219 ff., 224 £., 228, 232 ff., 247, 301
-phonological 32, 47

syntactic connection of words 66

syntactic variants 98

tag verses 144, 186 f., 287

Takkasila 9

Taktgleichheit 26, 83, 228 (see also
‘“ isochronous strophe ”’, etc.)

tala (tala) 24, 30, 116 ff,, 121, 147, 161,
183, 196, 222f., 228, 231, 233,
289 1., 202

talavutta (talavyita) 22, 31, 81, 120,
122, 194, 290, 293

technical treatises (metres used in)
196, 236

techniques of composition 3, 7 f., 27,
91, 117, 120, 136 ff., 150, 194, 269
(see ‘ metrics ”’, ‘‘ poetics ", etc.)

Tekicchakanigatha (Th 1 381 ff.) 141,
287, 295 f.

ternary form 290, 301

ternary rhythm 161, 183, 223

tetrasyllabic foot 176

tetrasyllabic words 85

textual criticism 17, 53
“ manuscripts . . .”,
tion...”, etc.)

thanantaragati (displacement) 55

Theragatha 7, 20, 128 ff., 132, 136,
1381., 141, 167, 180 f, 186, 193, 214,
238 ff., 244, 246, 287 {., 295 {., 303 {.
(see also the individual gathas)

Theravada (see ‘‘ Pali Tradition )

Therigatha 1, 7, 12, 20, 47, 124, 130 f.,
136, 138 f., 140, 142, 162 ff., 178,
193, 214, 217, 238 ff., 244, 246,

(see also
‘ corrup-



250

257 ff., 265, 303 f. (see also the
individual gathas and nipatas)

thésis 23, 27, 72, 78, 80

Third Assembly 295

third gana 206 ff., 230

third vipula 242 ff., 247 ff., 265, 269

Tibetan metrics 274

Tikanipata (Th II) 257

tone 71, 73, 75 (see
musical ”’)

Topra g, 11

transition phoneme 55, 59, 62, 64

transition to Apabhramséa 31, 87, 121,
142, 236 f.

transition to musical metrics (exact
quantitative opposition) 26, 3o f.,
69, 87, 142, 145, 148, 229f., 267,
283

‘“ translation ”’ 13

trimeter verse 28

‘“ trochaic ”” rhythm 79, 272

tryasra tala 161, 223

“turn’’ 183

Turner 74

tutthubha (tristubh) 22 1., 25, 27, 29,
31, 32, 49, 78 ff., 85, 101, 114, 115,
120, 123, 136 f., 143 1., 146, 148 ff.,
154, 176, 186, 193, 198, 201, 214,
235, 244 £., 247, 269, 270 ff., 287 1.,
2961., 299, 303

Tuvatakasutta 52, 206 ff., 225 £., 303

‘“ accent,

Udana 128 ff., 141, 167 ff., 190, 192 {.,
214, 217, 303

udanas 7, 141

Udayajataka 1891., 224 (No. 458)

Udena (Udayana) 11

udiccavutti  (udicyavriti)
165 f., 171, 173, 190

uggata (udgatd) 135, 199, 202, 214,
287, 289 ff., 293

uggiti (udgiti) 47, 199 f., 202f., 214,
227

ujjala 297

Ujjenig, 11, 14

uneven lyric metres 146, 150

unevenness 145 f., 148, 221, 267, 269,
275

unison recitation 119

units of rhythmic structure 30, 78 £.,
102, 299, 30I (see also ‘‘ measure ”,
“ foot *, “ gana ”’, * bar ”, etc.)

130, 138,

Pali Metre

~ grammatical
102

unity of India (see ‘‘ cultural ~"’)

unity of the pada 155, 275, 299, 301

unity of the strophe 194

‘“ unpremeditated "’ verses 139, 295

upagiti 199 £., 202 f., 214, 227

upajati 24, 49, 101, 143, 150, 154,
108}, 201, 215 247,.269,12751H.,
279 f., 282 1., 285, 287, 288

upakarana (element in sandhi) 55

Upalisutta 83, 206 ff., 214, 225f1.,
230 f., 290

Upanisads 20 f., 49, 239 f., 243, 270,
272, 276, 283 f.

upatthita *“ 1 "°, 287, 297

upatthita “ 2", 297

upatthitap pacupita (upasthitapracupi-
ta) 122, 132, 135, 182, 194, 287,
291 ff.

upendavajiva (upendravajra) 287

Uppalavannagatha 261

Uragasutta 185 1., 224

Uragavagga 214, 248 ff., 303

usage 100
-local 76 (cf. ‘‘ geographical . ..”)

Utth&nasutta 252

(syntactical) 66,

vaddhamana (vardhamana) 287, 293

Vaddhamatagatha 261

vaggas 264

Vagisa (or Vangisa) 139

Vaidya 118

Vallabhadeva 11

vallari 202 {.

Valmiki 267

vamsattha (vamsastha) 24, 135, 150,
154, 198, 276, 279, 285, 287, 288

Vanaparvan 143

Vangisa or Vagisa 139

Vangisasutta 252

vanna (phoneme) 54

vannasandhi 56

Varahamihira 196, 235

variation of rhythm 26 £., 30, 83, 87,
153, 158, 190, 197 f., 225, 231, 273,
290, 293

variants g5 ff. (see ‘‘ fluidity ')

Varma 37

Varpakas 117, 219

varnavyttas 83, 301 (see akkharacchan-
das, ' fixed syllabic metres ')



General Index 251

Vasalasutta 249

vasantamalika 128 f., 156 f., 171

Vasetthasutta 7, 255

Vasisthadharmasitva 276

Vasitthigatha 259

Vatsa g, 11

“Viatsi 11

vatta (vaktra) 7, 20 ff., 26, 30 {., 32, 35,
52, 53, 114, 1361, 143, 149, 151,
153, 187 f., 190, 193, 198, 215, 229,
235, 238 ff., 280, 287, 299, 303 {.

vatthugatha 252, 266, 287, 303

Veda and Vedic 1, 19, 28, 31, 32, 36,
71 ff., 75, 80, 84 ff., 93, 97, 101 {,,
107, 111 f., 148 (see ‘‘ metrics ...”)

Vedic music 116 {., 121

Vedic Tradition 33, 54, 76, 116 {., 119

vegavali 43, 122, 132, 137, 139, 179 ff.,
183, 197, 218, 221 f, 287 f, 292,
294, 303

Velankar 117

vernaculars (see ‘‘ dialects ”’)

verse 56

vetala 118

vetaliya (vaitaliya) 117 ff., =217 ff,,
224 f., 279, 284, 292, 294
-classical 144, 282, 284

Veyaliyajjhayana 117, 191

Vidiéa 9

Vienna Phonograms 24

vigiti 202

Vijayagatha 260

vijayanandini 131, 157, 190

Vijayasutta 250

vikara (in sandhi) 55

Vimanavatthu 52, 128 ff., 132, 141,
167, 193, 214, 217, 303 {.

vina 30, 196

Vinaya 5, 7, 9, 126, 141, 214, 305

Vinayaksudvakavastu 76

viparita (change, in sandhi) 55, 9o, 92

vipariyaya (SKT. viparita, metathesis)
59

vipula 27, 151, 190, 200ff., 2041,
217, 225, 232, 241 ff., 247 ff., 269,
290

viraja (viraj) 143, 271, 273, 281, 283

Vivataparvan 276

visama 160, 177, 183, 223, 233 {.

visamavutta (visamavytta) 122, 182,
194, 199, 229, 286 f.

visanfioga 55

Vitasoka 141

viyoga (in sandhi) 55 f.

viyogini 153 (see vetaliya)

vowel sandhi 56 ff.

vowels 32 ff., 54, 57 ff.

vutta (vrtta) 153, 198

vuttasandhi 63, 92, 95, 104 (see
‘“ euphony )

vutti (" quantity ') 88, 9o, 92

Vuttodaya 19

vyafijana (consonant) 54

Wackernagel 75, 85, 87, 108, 111

weakening of syllables by stress
accent 67, 73 f.

weaknesses as basis for licence 86, 101,
107

Weber 183

Western dialect of Prakrit 9, 49

Western India 266, 284

Westphal 23, 26, 28, 72, 77, 216, 233

Whitney 73

Winternitz 2

woodpigeon rhythm 223, 289

word 65, 71, 73, 84 ff.

writing 4, 18, 33, 40

yama 32 1., 36 ff.
Yamuni g, 11

yati 22 (see caesura)
yavamati 128, 156

Zubaty 28, 73, 85, 93, 101 {., 107, 270



xA
AM
Ap

BHS
BSL

Cp
CPD

Dh
Dip.
gen.
IF

IS

JAOS

JOR
JRAS

Kh
loc.
m.c.
MSS

NG

ABBREVIATIONS

Arnguttara

The Atthakatha on x

Ardhamagadhi

Apadana

Buddhavamsa

Buddhist Hybrid Sanskrit

Bulletin de la Société de
Linguistique (de Paris)

Cariyapitaka

Critical Pali Dictionary

Commentary

Digha

Dhammapada

Dipavamsa

genitive

Itivuttaka

Indogermanische
gen (Strassburg)

Indische Studien

Fovrschun-

Jataka
Journal Asiatique
Journal of the American

Oriental Society

Journal of Oriental Reseavch

Journal of the Royal Asiatic
Society

Khuddakapatha

locative

Majjhima

masculine

metvi causa

Middle Indian

manuscripts

neuter

Nachrichten von der Konigl.
Gesellschaft der Wissen-

2592

nom.
NS

p. or pl.
PED

RIS
Pv
RVS

s.

S|

Sd
SIFI-I

Th
ThI
Th II
U

Vin

Vv
WZKM

ZDMG

ZKM

ZVSIS

schaften  zu  Gottingen
(Philologisch-historische
Klasse)

nominative

Natyasastra

plural

Pali English Dictionary (of
the PTS)

Pali Text Society

Petavatthu

Rgvedasamhita

singular

Samyutta

Saddaniti

Studi Italiani di Filologia
Indo-Ivanica

Theragatha and Thevigatha

Theragatha

T hevigatha

Udana

Vinaya

Vimanavatthu

Wiener Zeitschvift fir die
Kunde des Movgenlandes

Zeitschvift  dev  Deutschen
Movgenlindischen Gesell-
schaft

Zeitschvift fir die Kunde des
Morgenlandes (Géttingen)
Zeitschrift fir vevgleichende
Sprachforschung auf dem
Gebiete der indogeymani-
schen Sprachen (ed. Kuhn :
Berlin, then Giitersloh,

then Gottingen)



Remarks
bhaddavirdja =15 o
j 1 3 2 58 14 8? 31? 107
' (74) 4 (9) (32) | (125)
vasantamalikd e e X 1 20 1 ?
2 7 32
(4) (34)
e 2 [ 2 1 3 14
o F 0 | B | (23
upphitaggd et 217 1 :
5+ o
17? 3 -
X 4 = maydrosarinl - - 1? 97 1 6
1] 1
T 2 a? 3? 522 2 2 17
— — +l
- - - 1 6 1? 6 14
s I 3? 4
----- 1? 2 2
5
(3) (6)
‘" syncopated ”’ - 3? 1? 1? 34
— = - ' 2? 32
/ 2 Ero (0) (8)
ot SR e 2 2
2 R 1 12 1
’ e . 1 1
? - 1 1
| o T i
4 word lost 7 = e
L = & i 1
equivalent to posterior pdda eeE i uia : -
2 Ao e 1?7 1
it = = S I L
= prior yavamali CA R e a =
T e e o e 1 e 1
? - - - 1 1
7 .- - oa 1 1 1
** syncopated s e 1 17| 8
24 Kl 7 118 22 ] 04 I 250
Total (139) (23) (20) (70) (203)
+0
|

Lxplanations for Tables 1 to 4 :
? doubtful
?? very doubtful
() includes repetitions of an identical pada
/- first syllable of cadence is short (' syncopatcd ™)
4+ .v xisan additional figurc {rom very confused verses partly remoulded into another metre
/-- first syllable of cadence resolved into two shorts
On account of the difficulty of assessing the ' doubtful ** cases the totals given in the right-hand columns are approximate
only and do not agrec exactly with those at the bottoms.
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TabLE 3

Vetaltya
Remarks Prior Pdda S1 Dh u Sn Vv Pv Thl | ThII J Total
ST 3 22 35 10 3 10 167 56 162
(25) (8) (166)
..... 8 13 5 I 1 4 8 15 1)? 79
(10) (16) (16) (84)
o 2 4 ' 3 ) 3 5 9? 29
aparavafta | ------ 1? 3 1 2 7
(2) (8)
= MG ! 7 ] g 7 2o
(8) (s) (22)
SR 1 1 9? 5 16
(6) (r7)
2 2 2 3? 1? 3 8 9
Cres Lo 1 1 2 4 7
..... 1 1 1? 3? 5
v wdiccavutti 1) 2
p:{:a"f.* o ' 122 ' 3? 5
B 1 3? 47
S ST I 17 2? 3
o] AT : e :
i 1 1
e - 1 1.2 1 47
ool e ey | | ’ RN C
e S o | '
B 1? 1?
1 1
cf. eharipd S ‘
e 55 :
- ! E 2
ey T [ :
= X 1 1 3
3 1? 1”7
B 2z
S 2
: 2
rathoddhata I Fltiys e : 1 1
} ------ 122 e
7_77‘-__’ o 1? 1
- A
= postenor pada l i il = 1
SN o 65 14 385
21 52 19 58 18 A AL (398)
Total \ (23) (58) (z1) (12) (60) (r15)

Vv =] 449 + 4 odd prior padas.
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TABLE 4

Vetaliya
Remarks Posterior Pada | S 1 Dh U Sn Vv Pv Th I | Th il 3} Total
suddhaviraje Lo e 2
suddhavirdja (g) (:;) 4 12? 4 13 24? 35? 119
(26) (123)
B el 7 18 6 12 9? 7 23 25?2
? 257 106
‘ (8) (22) (13) (10) (8) (114)
| il 2 X 3 2 4 2 8 232 3
? 43?
(4) (24) (46)
aparavatta S 2 1? 1 4 8
EATE T 12 1
Al S - 12 2? 12 52
i 1 1 2? 2 6
(- - ~--isnot .- - - 2 1 2?
found) (3) & ((S,)
—=aie - 2 52 372 1 g8 P2
rathoddhata| = "7 777 2? 12 3 12 10 17
; (11) (18)
paccavuti
S| R 1 1?2 = 3
pated e, 1 1? 1? 3?
"""" 1? I
Sl TS - e 1? 1 3’ 5
"""" ’ | i 1
——— - - | | iy T i
S i 2? 1 \ 3
S T 1 ‘ 2
(2) (3)
|
_ " 1 ‘ 1
| s 1? | = 2
a ; — e
| R R R S [RSRREE 1 1 | _’ '
iy o= =" sy 53] \ ------- | | i 12 X
cf. - e en ‘ | I | B e e i Y 1
ganacchandas | |
an, — = e = = s
wijavanandin mm.;] - ! ‘
I e R e )
Sul S o | P | 1? = 3 | X2
it R I L | T RO 7177777\ L_ = = e
= 7 e = :
T e I g e R
>
St ¢ } N ’ | f i
DA 1 l ‘ \ l 1
EE o 2 | ‘ \ \ =
e S 1
| T T s X 1 1
\ R = | ul - . 1
= prior pada 71‘ SRR 7‘ | o g 1 £
o T T G| ] R > 63 108 300
[ ‘ (30) | (59) ‘ (ta) | (35) (10) (28) (66) (o) | (378)
| ! | 3 Lt e e
* The number of pddas having this form would be considerably increased il we did not assume metrical licence > --- - --.

S SOl

editing Dh and afterwards ], and so having put a
which another editor might have preferred. It is most interesting to note that in opacchandasaka pida
found at all, even in Fausbolls text. Either these verses (mainly J 471 > 546) are older. and metrica

This is probably partly due to Fausboll having accepted --- - -~ as r
number of such readings into his text in place ol other readings, equally good.
SENS]E s eS| not
1 licence rarer on that

account, or there was some difference in usage between the two metres (see beldw, §§ 174 fI.).

a regular form of the metre in




shaaane r' o I [ ! | i
T e e b S LY ) A . ! (3}
R o e s | A
o R e R i e I R N T o
' By ) e T v By sh
= - i - J I |+ (g
- = \ b =
3. |, [}
i
§ 131, TABLE 4 )
Vetaltya
kS . =
l?em~ar Posterior Pada | S 1 Dh 0] Sn Vv Pv ThI | ThII 1 Total
S s (g) (:;) 4 122 4 13 242 352 | 119
(20) (123)
e [ 7 18 6 12 9? 7 23 252
? 25? 106
(8) (22) (13) (10 (8) (11y)
AT 2 X 3 2 4 2 8 23? 43?
“ (23) | (46)
aparavatta | ====- - 2 ? 1 4 8
nces % 1?2 T
Sie s 1 12 ) 3 5?
i SR X 1 2? 2 6
. - ---isnot SRR e 2 1 )
| 2 2? 3 S
found) (3) (a)
- - - 2 5? 32? T RN 12?
e e e ) 1? ?
rathoddhata & 1 10
it 11 )
paccavulti (11) (18)
ESVDGOI IS | T 1 1? 1 3
pated R l = o I
"""" 1? T
Do ey s
‘ = : " | s s
““““““ | | | | 1 1
— e e e - — — et —_—
| LR | { 1
ST Si 27 X \ 3
G 1 1 2
(2 (3)
|
| == | 1? |
....... [ | 2 |
R A | i | ] = S
. = 5 ry e ) e R D B
ganacchandas | |
and (S I | S | P | S|P W - - = =
vijayanandini lalita| - - -- -- i | | X
A e | I 1? B - & T
EE ; [ N | ;
pecs = e L R N (S = el
T : ‘ ) :
e e [ A" ; \
SLEETE 7] ’_" = } 7
SR ? | i l 1
_____ -2 1?2 I ‘ l 12
SRR 1
| T 5 B 17 - - = 1 1 1
= prior pﬁzﬁ e = : 1 j '
Tatal 5 "B = 1. w3 34 1 1 B 1y 29 63 108 300
(30) (59 (ra) (33) (1) (28) (o) (run) | (378)
| | I | ) R
* The number of padas having this form would be considerably mcrcased if we did not assume metrical licence > --- - --,
- --- --,0r - -- ---. This is probably partly due to Fausboll having accepted --- - -- as a regular form of the metre in
editing Dh and afterwards ], and so having put a number of such readings into his text in place of other readings, equally good,
which another editor might have prefcrred. It is most interesting to note that in opacchandasaka padas s } --- - ~- js not
found at all, even in Fausboll's text. Either these verses (mainly J 471 > 540) are older, and metrical licence rarer on that

account, or there was some difference in usage between the two metres (see belbw, §§ 174 1),

T T e e e



3 §157. TABLE G
Posterior Pida
Rhythm Op. tot. Fet. tot. Total % Op. % Vet Overall %, =
bhaddavirdja- S 1 86 (99) 119 (123) 205 (222) 31 (28) 2E5N(3=) 32 (30)
suddhavirdja
vasantamalika = 2 62 (98) 106 (114) 168 (212) 22 (28) 29 (30) 26 (29)
S 3 ] 13 (40) 57 (60) 5 (4) 12 (12) 9 (8)
pupph. -apara. === - 4 22 (23) 8 30 (31) ] 8 (6-5) 2 (2) 475 (4-25)
S 5 6 i 7 f 2 | 0-23 1
S 6 8 5 13 3 (2-25) el 2 (1°75)
St 7 9 (25) 6 15 (31) 3(7) 525 2-5 (4-25)
TR 8 s 8 (a) 1607) | 3(225) 2 (2°5) 2:5
i - 9 7 () 7 (9) 2023 1 (1-25)
T 10 5 12 17 2 (1-5) 3:25(3) 25
rathoddhata - ee e i 1 17 (18) 18 (19) 0-35(0-3) 475 2:5
pavaltaka type {' o 12 3 3 1 ok Ot
T 13 1 3 4 \ 066
B SopJE o (e 1(4) I 1 0-15 (0-7)
- m e 15 1 (2) | I (2) ’ 0-15 (0-3)
N R ek I 5 | 6 | 035 (0-3) s 1 (0-8)
---77 | 2 1 i 3 | | 023 0-5 (0:4)
L e e e e L e T
e e S [T
Sl 2 (3) 2 (3) 1 0-3 (0-4)
S 0 2 2 (3) 4 073 (0°5) | o'5(o-§) 07
1 1 |
Yo oS & i 1 | i 777#‘ )
e e R S e
, ; | : \ 1 S
= e 12 /= 12 | 2 | i* 7
vijayanandini Fon = 1 | I B L | | S
lalita type SO 1 i 1 |
LD R e N N s e S T e S (S
S 2 12 | 3 |
S 77. 1 oA 3 i os |
e - L I e P I N S
=R T e S DR
R 1 ! 2 | | 2 e PR e
SO Rl | 1 1 | 2 | |
AL AR w2 ' 1 1 | 2 | |
= S i ] |
= SNSRI S DR S e T A R T A
Ll TR T R (e ) R (A | N 5
il R IR xR N O [ )
R e ? ‘ 1
— ~ ]7 e . a8 .
T R R SR 2 e | T |
3 s 1 1
. ' T e T ST I

O L = . : |
Lt e e x =
Others * ) 2 i 17 3
Tetal . . : - | 277 Q351) 360 (378) 437 (729)

....... , meem = ==, = = = - - - (last being vetaliva)
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