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Block Introduction

The first paper or first block termed as ‘Veda’ mainly deals with the

R.gvedasam
.
 hitâ and Vedic accents. The Vedas are the most precious and

prestigious heritage of India. The cultural heritage of India is enshrined in the

Vedas. The R.gveda is the most ancient of all the works in Vedic literature which

comprises the panegyrical verses addressed to various gods, praising their mighty

deeds by the Vedic seers. The first unit of this paper is an introductory note on

the basic concepts of the R.gvedic pantheism with a brief note on the

R.gvedasam
.
 hitâ along with the R.gvedic concept of god. Agni and Surya are the

two important divinities of the R.gveda. In a large number of hymns of the R.gveda,

these two gods are praised. In the second unit of this paper, the contents of the

Agnisûkta (1.1) and Sûryasûkta (1.115) of the R.gvedasam
.
 hitâ are arranged.

The third unit is the contents of the R.gvedic sûktas 1.3 and 10.146 which include

the eulogy of the Aszvins and other gods viz. Indra, the Viszve-devâh and Srasvati

and Aran.yâni respectively. The subject matter of the fourth unit is the arrangement

of the R.gveda. This unit includes the arrangement, recensions, text, language,

accent and commentators of the R.gveda. In the fifth unit, a discussion is made on

the contents and date of the R.gveda. This unit deals with the discussion on the

various types of the R.gvedic hymns and its probable date. A  distinct characteristics

of the mantras of the Vedas is that these are always recited with accents. So,

accents play a very important role in the Vedic texts. The last unit presents an

idea of the Vedic accents which aims at acquainting the learners with the nature

and characteristic features of the accents.

The Six units of this block are arranged as follows :

Unit 1  : An Introduction Note on the R.gvedic Pantheism.

Unit 2  : R. ksam
.
 hitâ-Agnisûkta (I.1) and Sûryasûkta (I.115)

Unit 3  : R. ksam
.
 hitâ- Aranyânisûkta

Unit 4  : Arrangement of the R.gveda

Unit 5  : Content and Date of the R.gveda

Unit 6  : An Idea of Vedic Accents
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Unit I

An Introductory Note on the R∏ gvedic Pantheism

Contents

1.1 Introduction

1.2 Objectives

1.3 The Vedic Literature

1.3.1 Veda : The Meaning of the Term

1.3.2 Major Divisions of the Vedic Literature

1.4 The R∏ gvedasam
.
hita

1.5 The R∏ gvedic Concept of God

1.6 Salient Features of R∏ gvedic Pantheism

1.7 Summing-up

1.8 References and Suggested Readings

1.1 Introduction :

The Vedas are the most precious and prestigious heritage of India. These are

considered as the treasure-trove of wisdom as they contain information of all

branches of knowledge. The cultural heritage of India is enshrined in the Vedas.

Science with all its branches appears to have the roots in the Vedas. The Vedic

literature is the oldest Indo-European literary monument and thereby it deserves

an outstanding place in world literature.

The Vedas are considered as divine revelation, i.e. apaurus∏eya, i.e. not composed

by any author and they are eternal, nitya. The Vedic poets are called

mantradrasˇtǎarah ̌as they visualized the Vedic hymns. They were intensely

spiritual personages who revealed the Vedic hymns through their intuitive

knowledge. It is stated that Brahman, the Self-born went indeed towards the

eternal sacred persons, practising penance and they became Rs ˇis

(Taittiriya–raňyaka, 2.9.1). The Maha–bha–rata also states that being taught first

by the Self-born (Svayambhu), the great sages won the Vedas (12.210.19).

Thus, the Vedas have been regarded as the sacred and ancient literature in India.

1.2 Objectives :

This unit proposes to prepare an introductory note on the basic concepts of the

R∏ gvedic Pantheism and the discussion will be made only on some important

points. A brief note on the R∏ gvedasam
.
hitaa along with the R∏ gvedic concept of
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god and salient features of R∏ gvedic pantheism is proposed to be presented in this

unit and it is very pertinent as the prescribed texts , dealt with in the following

units, are entirely from the R∏ gveda. Thus, the unit is designed to help you

● apprehend the fundamental concept of the Vedic literature.

● to be acquainted with the R∏gvedic concept of god.

● trace the salient features of R∏gvedic pantheism.

1.3 The Vedic Literature :

The vast Vedic literature, forming an important section of Indian literature, has

been the fountainhead of Hindu culture and civilization. It is indeed the Vedas

through which the Hindu culture has flourished to a great extent.

1.3.1 Veda : The Meaning of the Term :

The derivative meaning of the term veda denotes knowledge which is derived

from the root vid, to know. Day

a

nanda Sarasvat1
–
 in his

Rǧved

a

dibh

a

sˇyabh

u

mik

a

 observes that the Vedas are those scriptures by

which man can attain true knowledge, by the study of which one becomes

learned, which helps man in acquiring knowledge or sets man to think about

knowledge – vidanti, j

a

nanti, vidyante bhavanti, vindati vindate labhante,

vindate vic arayanti sarve manusˇy ahˇ sarv ahˇ satyavidya  yairyesǔ va  tatha

vidv

a

m
.
sas«ca bhavanti te ved

a

hˇ / Sa–yanǎ–ca–rya, in his introduction to the

Aitareyabr

a

hman ˇa, holds that Vedas are the books which reveal the

supernormal means for the attainment of the desired object and avoidance

of evil – isťǎpra–ptyanisťǎpariha–rayoralaukikamupa–yam
.
 yo grantho vedayati

sa vedah ˇ /

The term veda primarily stands for the knowledge par excellence and secondarily,

the vast body of ancient Indian literature. The Veda is also known as SZruti,

AAmnaayaa, Chandas, Svaadhyaaya etc.

Stop to Consider :

The Vedas are called SZruti because the entire Vedic texts, revealed to the

Vedic seers were handed down from preceptors to disciples through oral

instruction. Manu has stated in his Manusa

&m

hita–  – s«rutistu vedo vijn~eyo ...

(2.10).

The Vedas are also called A
–

mn

a

ya which is derived from the root mn

a

 with

the prefix 

a

, meaning to think of, to meditate upon. The Vedas are to be

remembered or learnt by heart.

r
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The term chandas also stands for the Vedas, because the Vedic texts are

mostly metrical in character. P

a

ňini has frequently used the term chandas to

mean Veda in his Ašť

a

dhy

a

yi.

The Vedas had to be repeated or studied by the Vedic students and householders

also, during their daily observance of the Pan~camaha–yajn~as and therefore,

these texts were known as Sva–dhya–ya.

SAQ

1. What is the derivative meaning of the term veda?

2. Give the interpretation of the term veda according to Daya–nanda Sarasvati.

3. Why is the Veda called S«ruti?

4. Why is the Veda known as Sv

a

dhy

a

ya?

1.3.2 Major Divisions of the Vedic Literature :

The vast Vedic literature is mainly divided into two parts, viz. Mantra and

Br

a

hamanˇa – mantrabr

a

hmanˇayorvedan

a

madheyam, which is stated by

A
–

pastamba in his S«rautas
u

tra (24.1.31). S
a

yanˇ
a

c
a

rya also states very

clearly – mantrabr ahmanˇ

atmakas«abdar as«irvedah ̌in his introduction to the

commentary on the Řgveda. Mantras also called Sa

&m

hit

a

s, are the collection

of hymns, prayers, benedictions, sacrificial formulae, litanies, magic songs

etc. The Bra–hman ˇas are voluminous prose-texts containing theological

matters such as observations on sacrifices and mystical significance of

various sacrificial rites.

The A
–

rany̌akas and the Upanisǎds also form part of the Bra–hmanǎs. Though

the Bra–hmanˇas deal with the sacrificial paraphernalia, the A
–

ranˇyakas and

the Upanisˇads discuss about the theosophical and philosophical matters.

The A
–

ranˇyakas are the forest-treatises which contain esoteric doctrines. The

Upanis ˇads are called Ved

a

nta as they from the closing part of the Veda or

because they dwell on the highest and ultimate goal of the Veda, i.e. the

doctrine of Self and Supreme Brahman. Each of the four Vedas has their own

Sa

&m

hita–s, Bra–hmaňas, A
–

raňyakas and Upanišads with a single exception to the

Atharvaveda which comprises no A
–

rany̌aka text.

The Sa

&m

hit

a

s are mainly four in number. They are Řksam
.
hitaa , i.e. the collection

of laudatory verses, the S

a

masa

&m

hit

a

, i.e. the collection of sacrificial chants,

the Yajussa

&m

hit

a

, i.e. the collection of sacrificial formulae comprising the Taittiri

yasa

&m

hit

a

 and the V

a

jasaneyisa

&m

hit

a

 and the Atharvasa

&m

hit

a

, i.e. the

collection of magical incantations.
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n

Though the Sam
.
hitaas are four in number, the mantras, thereof, are threefold and

the term tray1
–

 is commonly used to signify the four Sam
.
hit

a

s. The Atharvaveda

which is a late addition to the Vedas contains many verses from the Řgveda and,

therefore, they bear the characteristics of the Řkmantras. Thus, the term trayi  is

indicative of the three types of Vedic mantras.

Stop to  Consider :

The three types of mantras are řk, sa–man and yajus. Jaimini, the author of the

P

u

rvam1
–

ma–

&m

sa– states – tes ˇa–mr ˇg yatra–rthavas «ena pa–davyavastha–  /

g1
–

tišu sa–ma–khya– / s«eše yajuss«abdǎȟ/ (M1
–

maammsaa suutra, 2.1.36-37), i.e. the

Rǩm̌antras are those composed in metrical forms with a sense, complete in

themselves. The mantras that are sung, are called sa–man and the rest is called

yajus.

SAQ :

1. What are the four divisions of the Vedas? What is the subject-matter

dealt with in each of the divisions?

2. Why are the Upanisǎds called Ved

a

nta?

3. What are the three types of Vedic mantras?

4. Why are the Vedas called Tray1
– 

?

1.4 The R ˇˇ ˇˇ ˇgvedasam
.

hita– :

The Rˇgvedasam
.
hita–, simply called the Rˇgveda is the most ancient of all the

works in Vedic literature which is the collection of řks, i.e. the panegyrical verses

addressed to various gods by the Vedic seers praising their mighty deeds. Alfred

Ludwig holds, ‘The Řgveda presupposes nothing that is known to us in Indian

literature, whereas, on the other hand, the whole of the Indian literature, the

whole of Indian life takes the Veda for granted’ (Quoted by Winternitz, M., A

History of Indian Literature, Vol. I, Delhi, 1987, p.54).

The Řgveda had twenty-one recensions which is stated in the Paspaszaahnika

of Patan~jali’s Mahaabhaašya (ekavim
.
s« atidhaa baahvřcyam ..../1.1.1). Of these,

only two recensions, viz. S «aakala and Baaskala are available now. There are two

ways of dividing the contexts of the Rˇgveda, one into Asˇtˇakas and the other

Manďǎlas. In the Asťǎka division, each Asťǎka is divided into eight adhya–yas,

the total number of adhyayas being sixty-four. The adhya– yas are again divided

into some vargas. In the Maňďala division, which is regarded as the most popular,
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the Rǧveda is divided into ten Manˇdˇalas of varying length excepting that the

tenth contains the same number of s

u

ktas (one hundred and ninety-one) as the

first Maňďala. The Maňďalas contain some anuv

a

kas and the anuv

a

kas comprise

some s

u

ktas, i.e. hymns. There are eighty-five anuva–kas and one thousand and

twenty-eight hymns in the Řgveda.

The Řgveda is called Das«atay1
–

 as it contains ten Maňdǎlas and also known as

Bahvrča, for many rǩs are incorporated in it.

Of the ten Maňďalas, the six Maňďalas, viz. II-VII, have a homogeneous character.

These Maňďalas are called Vamms«amaňďalas or AAršamaňďalas, i.e. Family-books,

as each one of the Maňďalas contains hymns of  seers belonging to one particular

family. The eighth  Manďˇala contains hymns that are attributed to the reciter

family of the Kanv̌as and that of the An
.
giras. The ninth Manďˇala has its own

peculiarity as all the hymns of this Maňďala are dedicated to one deity, the Soma

Pavam

a

na. The four Man ˇd ˇalas, viz. I, VIII, IX and X are known as

Prak1
–

rnǎmanˇdǎlas, as they contain collections of mantras of varied contents,

revealed by the seers belonging to different families.

The majority of the hymns of the Řgveda are addressed to the divinities containing

exaltation to them for granting riches, progeny, cattle and so on. A large number

of hymns are dedicated to Indra which is about one-fourth of the whole range of

the Řgveda (two hundred and forty-four hymns), about one-fifth (one hundred

and ninety-four hymns) to Agni and one hundred and seventeen hymns to Soma.

Many other hymns are dedicated to the deities like S
u

rya, the Aszvins, Maruts,

Ušas, Puušan and other gods and goddesses.

1.5 The R ˇˇ ˇˇ ˇgvedic Concept of God

It is worthy to be noted that most of the hymns of the Rˇgveda are found to be

dedicated to the deities, presiding over the diverse phenomena of nature. The

hymns were conceived by the Vedic seers through their inner sight and what they

revealed was the grandeur of the natural objects surrounding them. They were

amazed to see the sublime, grand, beautiful and useful aspects of nature.They

comprehended the true significance of the phenomena of nature so intensely that

they deified the natural objects which found its expression in various forms of

worship. The fire blazing on the hearth or on the altar, the shining sun, the glowing

dawn, the lightning shooting from the cloud, the roaring storm evoked in the

seers spontaneous emotional reactions of wonder, awe and fear which impelled

them to glimpse striking phenomena of nature as gods. Nature stood as a never-

ending puzzle to them due to its power and sublimity. It was the belief of the

Aryan people that the hostile forces also had to be propitiated duly. The sense of

awe and wonder made the early people worship the hostile phenomena of nature.

Creation, sustenance and destruction were assigned to them. The Vedic people

performed the sacrifices and offered the oblations to Agni who was regarded as
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the messenger of gods on earth and carrier of oblations that were offered to

other gods. Thus, they propitiated the gods and they, in turn, helped the devotees

for their sustenance. Even the Vedic people believed in the existence of gods in

the inanimate nature like pressing stones, wood, trees, weapons, the plough, the

furrow etc., as they were thought of bringing about good or evil influence on

man. Y

a

ska states in his Nirukta – acetanesˇvapyetad bhavati (7.2.7).

Not only that, there are some gods which are simply the personified abstractions

praised in a number of hymns in the Rˇgveda, specially in the tenth Manˇdˇala.

Thus, Manyu, i.e. wrath is invoked in two hymns of the Rˇgveda (10.83,84).

Such other deities are S«raddh

a

, i.e. reverence, Anumati, i.e. favour, Aramati, i.e.

piety, Asun1
–

t1
–

, i.e. blessedness, Sunřt

a

, i.e. bounty etc. There are some abstract

gods whose names generally denote an agent, such as Dha– tr,̌ Vidha– tr,̌ Tvasťˇř,

Praja–pati etc.

These abstract notions impressed the seers by their sublimity and aroused

reverence in them and thereby they became the direct objects of devotion.

SAQ :

1. What aspect drew the attention of the Vedic seers to consider the diverse

phenomena of nature as gods?

2. Name a few ina
&m

mate objects that were deified in the Rˇgveda. Why

they were praised as deities?

3. Who are the abstract gods and goddesses praised in the Rˇgveda?

1.6 Salient Features of Rˇgvedic Pantheism :

One of the important characteristics of the Rˇgvedic religion is that every

god was invoked in the hymns as the highest. That the individual gods are

alternatively believed to be the highest, is termed by Max Müller as ‘Henotheism’

or ‘Kathenotheism’, (Vide, Sastri, G., A History of Vedic Literature, Kolkata,

2006, p.47). In the Řgveda, it is also stated very clearly that Indra, Mitra, Varuňa,

Agni – all these are the names of one and the same Divine Being, the one Supreme

Spirit under various manifestations (1.164.46). In yet another verse, the Vedic

poet categorically states that the wise poets, with their words shape the one

Being in many ways (10.114.5). Y

a

ska also expresses the same view that the

one god receives many appellations on account of his supereminence or the

diversity of functions. Or they may be distinct for their appellations are unlike –

ta–sa– m
.

 ma– ha– bha– gya– dekaikasy

a

 api bah

u

ni n

a

madhey

a

ni bhavanti / api

v

a

 karmapr ˇthaktv

a

t / prˇthagdhi stutayo bhavanti / tath

a

bhidh

a

n

a

ni /
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(Nirukta, 7.5). Though innumerable gods and goddesses are worshipped in the

Řgveda, yet the Vedic seers sought to establish the fact that god is only one and

the other gods are the manifestations of that Supreme Being. Theoretically, it is

termed Monotheism which turned into Monism in the Upanišadic period and it

solely supports the view that the whole world is Brahman and that Supreme

Being is only to be meditated.

Some particular deities are jointly invoked by the Vedic seers who shared certain

functions in common and these are known as Dual divinities. The frequently

mentioned names in the dual compounds are As«vinaa, Dyaavaapr ˇthiv1
–

,

Mitraavarunǎ– , Indra–varunǎ– , Indr

a

gn1
–

, Indr

a

v

a

y

u

, Rodas1
–

 etc. There are other

Dual divinities also who are praised in a small number of verses such as

Usǎ–sa–nakta–  also called Naktoša–sa– , Indra–marutaȟ, Agn1
–

parjanya– , Parjanya–va–ta–

also called Va– ta–pa–rjanya–  etc. In these names, it is noticed that the two deities

correspond to the natural phenomena as they bear some common characteristics

and due to their usefulness on mankind they are glorified as gods.

The R ˇgvedic seers also eulogised a number of groups of gods which form a

troop mentioned only in plural. The largest and most important of these are the

Maruts, for whom thirty-three hymns are dedicated alone to them and seven

hymns conjointly with Indra. A comprehensive group is formed of the Vis«ve-

devaahˇ or the All-gods and at least forty hymns of the Řgveda are devoted to

them.  The three groups of the A
–
dityas, Rudras and Vasus are invoked together

in a few passages of the Rǧveda.

A class of gods, viz. Rˇbhus are also praised in the Rˇgveda who are not at all

considered as higher gods and always treated as mythical beings praised in

eleven hymns of the Rǧveda. The Apsarases, i.e the celestial nymphs and the

Gandharvas are also praised as groups of Vedic deities.

A few female deities are also praised in the Řgveda. The two prominent goddesses

are Usǎs and Sarasvat1
–

. Idˇ

a

, Sarasvat1
–

 and Mah1
–

 or Bh

a

rat1
–

 are praised together

in the A
–
pr1

–

 hymns. Other goddesses are Va–c, Prˇthiv1
–

, R

a

tr1
–

, R

a

k

a

, Sin1
–

v

a

l1
–

,

Araňy

a

n1
–

 etc. Goddess Va–c is eulogised as the Supreme Power and the hymn is

widely known as Dev1
–

s

u

kta.

The Rǧveda  states in one context that there are thirty-three gods and they are

divided into three groups of eleven each. Gods are eleven in heaven, who are

eleven on earth and eleven dwelling in the atmospheric region (1.139.11). In

some other contexts, again it is stated that the number of gods is three thousand

three hundred and thirty-nine (3.9.9 ; 10.52.6). Ya–ska states that according to

the etymologists, there are three deities only. They are Agni, whose sphere is

earth, Va–yu or Indra whose sphere is atmosphere and S

u

rya, whose sphere is

heaven– tisra eva devata–  iti nairukta–hˇ /agnihˇ prˇthiv1
–

stha–nahˇ / va–yurvendro

v

a

ntariksˇasthaanah ̌/ s

u

ryo dyustha–nahˇ / (7.5). S«aunaka in his Brȟaddevata–

also supports the view that there are mainly three deities (1.69). We find evidence

in support of this view in the Řgveda also which states – s

u

ryo na divasp

a

tu
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v

a

to’ntariks ˇ

a

t/ agnirnahˇ p

a

rthivebhyahˇ/ (10.155.1).

While praising the gods, the Vedic poets assigned human attributes to them in

order to denote their particular characteristics. Macdonell observes thus ‘The

physical appearance of the gods is anthropomorphic, though only in a shadowy

manner; for it often represents only aspects of their natural bases figuratively

described to illustrate their activities ........ . The arms of the sun are simply his

rays, and his eye is intended to represent his physical aspect. The tongue and

limbs of Agni merely denote his flames. (Macdonell, A.A., Vedic Mythology,

Delhi, 1981, p.17)

Check Your Progress :

1. Write a note on the Rˇgvedasam
.
hita– .

2. Discuss the Rǧvedic concept of god.

3. Write a note on the salient features of the Řgvedic pantheism.

1.7 Summing-up :

After going through this unit, you have got an idea of the basic concepts of Vedic

literature. Though the discussion is made in brief, yet you have come to know

about the meaning of the term veda, the significance of the terms s«ruti, a–mna– ya,

chandas, sva–dhya–ya and trayi –which are the synonyms of Veda. You have

developed some ideas about the major divisions of the Vedic literature, i.e.

Mantra, Bra–hman ∏a, A
–
ran∏yaka and Upanis∏ad and their contents. A note on

the R∏gvedasam
.
hita–  is furnished here along with a discussion on the R∏ gvedic

concept of god and salient features of R∏gvedic pantheism. This has definitely

helped you to acquire a basic knowledge about the concept of R∏gvedic gods.
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2. Sastri, Gaurinath, A History of Vedic Literature, Sanskrit Pustak Bhandar,

Kolkata, 2006

3. Sharma, S.N., A History of Vedic Literature, Chowkhamba Sanskrit Series

Office, Varanasi, 2000

4. Winternitz, M., A History of Indian Literature, Vol. I, Motilal Banarsidass,

Delhi, 1987
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Unit II

R ˇˇ ˇˇ ˇksam
.

hita–

Agnisu– kta (1.1) and Su–ryasu–kta (1.115)

Contents

2.1 Introduction

2.2 Objectives

2.3 The Sa &mhitaapaa ťha and the Padapaa ťha of Each Mantra (1.1)

2.4 Prose-order and Translation of the Mantras (1.1)

2.5 Select Portions of the Saa yanˇabh

a

sˇya on Each Mantra (1.1) and Its

Expositions with Some Grammatical Notes and Model Explanation

2.6 The Sa

&m

hitaapaa ťha and The Padapaa ťha of Each Mantra (1.115)

2.7 Prose-order and Translation of the Mantras (1.115)

2.8 Select Portions of the Saa yanǎbhaa sy̌a on Each Mantra (1.115) and Its

Expositions with Some Grammatical Notes and Model Explanation

2.9 Summing-up

2.10 References and Suggested Readings

2.1 Introduction

Agni

The ancient Indians worshipped Agni as the most prominent divinity. Agni

is praised nearly in two hundred hymns of the Rˇgveda. Though Indra is

praised in a large number of hymns (about two hundred and fifty hymns)

than that of Agni in the Rˇgveda, yet in every Manˇdˇala (except the eighth

and ninth Manˇdˇalas) the hymns to Agni are placed first and then come the

hymns to Indra, which clearly betrays the fact that Agni was invoked as a

prime deity than any other divinities.

Agni’s relationship with the sacrifice is often mentioned in the Rˇgveda.

The first mantra of the R ˇgveda (1.1) starts with the words– agnim1
–

d ˇe

purohita

&m

 yaj

~n

asya devamřtvijam / hotaa ra

&m

 ratnadhaa tamam/ ,i.e.  ‘I praise

Agni, the priest of the sacrifice, the donor, the Hotrˇ-priest and the best

bestower of wealth’. Agni is the central object of worship to the ancient

Indian people as he is invariably associated with the sacrifice. He is called

the Hotrˇ-priest of the sacrifice. Agni is praised to bring all the deities to the

sacrificial ground for partaking of the oblations (1.1.2). He is present in and

around the sacrificial altar as he is placed as A
–
havan1

–

ya fire to the east, Dakšiň

a

gni

to the south, G

a

rhapatya to the west and A
–
gn1

–

dhr1
–

ya to the north (1.1.4). Agni’s
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dwelling place is the sacrifice as the sacrificial fire is regularly kindled every day

in the receptacle on the altar. He is also praised as the protector of the sacrifice

(1.1.8). He is eulogised as one having the knowledge of the past – kavikratu

(1.1.5), i.e. he is endowed with the exceptional quality of knowing all. He is

called satya, i.e. one who bestows the result of the sacrifice to the sacrificer

(1.1.5). Agni’s benevolent aspect is marked in many passages of the Řgveda

and other Vedic texts. Agni is the best bestower of wealth – ratnadh

a

tama

(1.1.1). The sacrificer gets all sorts of prosperity and wealth by offering obtation

to Agni in the sacrifice. Agni is the most accessible god to his devotees. He is

entreated to guard their devotees against all evils just as a father always looks

after his son (1.1.9). Thus, Agni is praised in the first s

u

kta of the first Maňďala

of the Řgveda which shows the intuitive power of the Vedic seer in depicting the

fire-god Agni.

Su–rya :

S

u

rya, literally the sun-god plays a great role in the Vedic mythology and religion.

His name designates the visible orb of light in the firmament. In the Rǧveda, the

sun is normally regarded as a beneficient power. He sustains the whole universe

with his light. His rays lighten the world as he is the brightest luminary. All beings

depend on S

u

rya who is their guide.

The one hundred and fifteenth s

u

kta of the first Manˇdˇala of the Rˇgveda

portrays S

u

rya as the soul of all that moves or is stationary – s

u

rya a–tma–

jagatastasthusˇas«ca (1.151.1). He is the eye of Mitra, Varunˇa and Agni –

caksˇur mitrasya varunˇasy

a

gnehˇ (1.115.1). Thereby it is meant that he is the

illuminator of all. The eye of S

u

rya is also described in many passages of the

Veda. He is far-seeing, all-seeing and the spy of the whole world, who beholds

all beings and the activities of the mortals.

The sun is said to have followed Usˇˇas, the refulgent deity as a human lover

follows a graceful maiden (1.115.2). This betrays the poetic aptitude of the

Vedic seer in portraying the natural phenomenon. Actually, the sun is closely

associated with the goddess Usˇˇas as the sun always appears in the sky just

after the daybreak.

The Vedic poets reveal that the sun rides on a car which is drawn by an

indefinite number of steeds or by seven swift horses called haritah ˇ
(1.115.3).S

u

rya’s horses represent the sun-rays only. As the rays are all-

pervading, they are called as«va–ȟ (1.115.3). The sun is the impeller of all. Aroused

by S

u

rya, men pursue their activities in the morning. In the evening, he takes

away in him the vast sheet of light and seeing the setting sun everybody ceases to

do their work, though unfinished during the day. This is the divinity of the sun that

he is free-at-will to lead the universe (1.115.4).

Thus, in six mantras only, the S

u

ryas

u

kta (1.115) displays the greatness of

the atmospheric sun.

r
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2.2 Objectives

This unit aims at introducing you to the Agnisu–kta (1.1) and Su–ryasu–kta (1.115)

of the Řksa

&m

hit

a

 which are prescribed for your study. In course of reading this

unit, you will be acquainted with some technical terms related to the Vedic

sacrifices. Attempts have also been made to make you aware of the peculiarity

of the Vedic language. The unit is designed to help you

● to be familiar with the contents of the two su–ktas.

● understand the characteristic features of the two gods, viz. Agni and

Su–rya as explained in the commentary of Sa–yaňa–ca–rya.

● appreciate the poetic excellence of the Vedic seers in delineating the

natural objects.

● know the irregular Vedic words which are called Vaidikavyatyayas.

Agnisu–kta (Man∏d∏ala 1, Su–kta 1)

2.3 The Sam
.

hita–pa–t ˇˇ ˇˇ ˇha and the Padapa– t ˇˇ ˇˇ ˇha of Each Mantra (1.1)

The Sam
.

hita–pa–tˇha is the original text of the Vedas. Sam
.

hita–  means the

juxtaposition of two syllables. In the Sa

&m

hit

a

p

a

tˇha or Sa

&m

hit

a

-text, we

find the Padas combined according to the rules of Sandhi. Recitation of

texts according to the rules of assimilation is called Sa
&m

hit
a

p
a

tˇha. The

Padapa– t ˇha, i.e. the Pada-text is the analysis of the mantras into their

constituent Padas. S «

a

kalya is the author of this Padapa– tˇha of the Rˇgvedic

mantras. In order to understand the Padapa– tˇha, we must have a clear

conception of the nature of the Padas.

´§∑˜ ‚¢Á„UÃÊ

¬˝Õ◊¢ ◊á«U‹◊˜

¬˝Õ◊¢ ‚ÍQ ◊˜

flÒ‡flÊÁ◊òÊÙ ◊œÈë¿UãŒÊ ´§Á·—  •ÁÇŸŒ̧flÃÊ  ªÊÿòÊË ¿UãŒ—

´§∑˜ -1

       ‚¢Á„UÃÊ¬Ê∆U— ¬Œ¬Ê∆U—§

•ÁÇŸ◊Ë
|

› ¬È⁄UÙÁ
|

„UÃ¢ •ÁÇŸ◊˜   ß¸›    ¬È⁄U—˘Á
|

„UÃ◊˜ 

ÿôÊS
|

ÿ Œfl◊ÎÁàfl¡
|

◊˜– ÿôÊS
|

ÿ   Œfl◊˜  –  ´§Áàfl¡◊˜ 

„UÊÃ
|

Ê⁄¢U ⁄UàŸœÊÃ
|

◊◊˜H 1H „UÙÃ
|

Ê⁄U◊˜   ⁄UàŸ˘œÊÃ◊◊˜H 1H
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nˇ

´§∑˜§- 2

•ÁÇŸ—  ¬Ífl
|

̧Á÷ ¸́§Á·
|

Á÷- •ÁÇŸ—  ¬Ífl
|

̧Á÷—  ´§Á
|

·˘Á÷—

⁄UË«KÙ   ŸÍÃ
|

ŸÒL§Ã– ß¸«
|

K—  ŸÍÃ
|

ŸÒ—  ©UÃ 

‚ ŒflÊ° ∞„U fl
|

ˇÊÁÃ H2H ‚—  ŒflÊŸ˜  •Ê  ß„U  fl†ˇÊ†ÁÃ† H2H

´§∑˜§-3

•ÁÇŸŸ
|

Ê   ⁄UÁÿ◊
|

‡Ÿfl†Ã˜ •ÁÇŸŸ
|

Ê  ⁄U†Áÿ◊˜  •†‡Ÿ†fl†Ã˜

¬Ù·
|

◊fl   ÁŒflÁ
|

Œfl– ¬Ù·
|

◊˜  ∞fl  ÁŒfl˘Á
|

Œfl

ÿ‡Ê
|

‚¢    flË⁄Ufl
|

ûÊ◊◊˜H3H ÿ‡Ê
|

‚◊˜  flË⁄Ufl
|

Ã˜˘Ã◊◊˜H3H

´§∑˜§-4

•ÇŸ ÿ¢ ÿôÊ◊
|

äfl⁄¢U •ÇŸ
|

  ÿ◊˜  ÿôÊ◊˜  •äfl⁄U◊˜

Áfl‡flÃ
|

— ¬Á⁄U÷Í⁄UÁ‚
|

– Áfl‡flÃ
|

—  ¬Á⁄U˘÷Í—  •Á‚
|

 

‚ ßŒ˜Œfl·
|

È ªë¿UÁÃH4H ‚—  ßÃ˜  Œfl·
|

È  ªë¿UÁÃH4H

´§∑˜ -5

•ÁÇŸ„UÙ¸Ã
|

Ê ∑§†Áfl∑
|

˝§ÃÈ— •ÁÇŸ—  „UÙÃ
|

Ê  ∑†§Áfl˘∑˝§
|

ÃÈ—

‚àÿÁ‡øòÊüÊflSÃ◊—– ‚àÿ—  Áø†òÊü
|

Êfl—˘Ã◊— 

ŒflÙ ŒflÁ÷⁄UÊ ª
|

◊Ã˜H 5H Œfl—  Œ†flÁ÷
|

—  •Ê  ª †◊†Ã˜ H 5H

´§∑˜ -6

ÿŒX ŒÊ‡ÊÈ·† àfl- ÿÃ˜  •X  ŒÊ‡ÊÈ·
|

 àfl◊˜ 

◊ÇŸ
|

 ÷º˝¢ ∑
|

§Á⁄UcÿÁ‚
|

– •ÇŸ
|

  ÷†º˝◊˜  ∑§†Á⁄†UcÿÁ‚
|

ÃflûÊÃ˜ ‚àÿ◊
|

ÁX⁄U—H6H Ãfl
|

  ßÃ˜  ÃÃ˜  ‚àÿ◊˜  •ÁX†⁄†U—H6H

´§∑˜ -7

©U¬
|

 àflÊÇŸ ÁŒflÁŒ
|

fl ©U¬
|

 àflÊ  •ÇŸ  ÁŒfl˘ÁŒ
|

fl

ŒÙ·
|

ÊflSÃÁœ¸ÿÊ flÿ◊˜– ŒÙ·
|

Ê˘flSÃ—  ÁœÿÊ  flÿ◊˜

Ÿ◊Ù ÷⁄U
|

ãÃ ∞◊
|

Á‚H7H Ÿ◊
|

—  ÷⁄U
|

ãÃ—  •Ê  ß ◊Á‚H 7H§§

´§∑˜ -8

⁄UÊ¡
|

ãÃ◊äfl⁄UÊá
|

ÊÊ¢ ⁄UÊ¡
|

ãÃ◊˜  •äfl⁄UÊá
|

ÊÊ◊˜

ªÙ¬Ê◊ÎÃSÿ ŒËÁŒ
|

Áfl◊˜– ªÙ¬Ê◊˜  ´§ÃS
|

ÿ  ŒËÁ
|

ŒÁfl◊˜

fl
|

œ¸◊ÊŸ¢ Sfl Œ◊
|

 H 8H fl
|

œ¸◊ÊŸ◊˜  Sfl  Œ◊
|

H8H
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´§∑˜ -9

‚ Ÿ
|

— Á¬Ãfl
|

 ‚ÍŸfl- ‚—  Ÿ—  Á¬ÃÊ˘ß
|

fl  ‚ÍŸfl
|

˘ÇŸ
|

 ‚Í¬ÊÿŸÙ ÷
|

fl– •ÇŸ
|

  ‚È˘©†U¬†ÊÿŸ—  ÷ fl

‚ø
|

SflÊ Ÿ— SflSÃÿ
|

H9H ‚ø
|

Sfl  Ÿ—  SflSÃÿ
|

H9H

2.4 Prose-order and Translation of the Mantras  (1.1)

1. ÿôÊSÿ ¬È⁄UÙÁ„UÃ◊˜, Œfl◊˜, „UÙÃÊ⁄U◊˜ ´§Áàfl¡◊˜, ⁄UàŸœÊÃ◊◊˜ (•„U◊˜) ß¸›–

(I) praise Agni, the priest of the sacrifice, the donor, the Hotr-̌priest and the best

bestower of wealth.

2. •ÁÇŸ— ¬Ífl¸Á÷— ŸÍÃŸÒ— ©UÃ ´§Á·Á÷— ß¸«K—– ‚ ŒflÊŸ˜ ß„U •Ê flˇÊÁÃ–

Agni is worthy of being praised by the ancient and the modern seers. May he

bring the gods here (in the place of sacrifice).

3. •ÁÇŸŸÊ (ÿ¡◊ÊŸ—) ÁŒflÁŒfl ¬Ù·◊˜ ∞fl, ÿ‡Ê‚◊˜, flË⁄UflûÊ◊◊˜, ⁄UÁÿ◊˜ •‡ŸflÃ˜–

(The sacrificer) attains through Agni the wealth, which increases day by day,

glorious and most rich in heroes.

4. („U) •ÇŸ, (àfl◊˜) ÿ◊˜ •äfl⁄◊˜ ÿôÊ◊˜ Áfl‡flÃ— ¬Á⁄U÷Í— •Á‚ ‚— ßÃ˜ Œfl·È ªë¿UÁÃ–

Oh Agni! the sacrifice bereft of violence that you encompass on all sides,

that goes verily to the gods.

5. „UÙÃÊ, ∑§Áfl∑˝§ÃÈ—, ‚àÿ—, ÁøòÊüÊflSÃ◊— •ÁÇŸ— Œfl— ŒflÁ÷— •Ê ª◊Ã˜–

May the god Agni, the performer of oblation, of wise intelligence, the true,

the best of those having manifold fame, come with the gods.

6. •X •ÇŸ, àfl◊˜ ŒÊ‡ÊÈ· ÿÃ˜ ÷º˝◊˜ ∑§Á⁄UcÿÁ‚ ÃÃ˜ Ãfl ßÃ˜– („U) •ÁX⁄U—, (∞ÃÃ˜) ‚àÿ◊˜–

Oh Agni! whatever good you will bestow upon the performer of the oblations, is

only yours. Oh An
.
giras ! (it is) true.

7. („U) •ÇŸ, flÿ◊˜ ÁŒflÁŒfl ŒÙ·ÊflSÃ— ÁœÿÊ Ÿ◊— ÷⁄UãÃ— àflÊ ©U¬ ∞◊Á‚–

Oh Agni! day by day, both day and night, by performing obeisance, we come to

you.

8.(„U •ÇŸ,) ⁄UÊ¡ãÃ◊˜, •äfl⁄UÊáÊÊ◊˜ ªÙ¬Ê◊˜, ´§ÃSÿ ŒËÁŒÁfl◊˜, Sfl Œ◊ flœ¸◊ÊŸ◊˜ (àflÊ ©U¬
∞◊Á‚)–

(Oh Agni! we come to you,) the shining one, the protector of the sacrifice,

the illuminator or truth, growing in your own abode.

9. („U) •ÇŸ, ‚— (àfl◊˜) Ÿ— ‚ÍŸfl Á¬Ãfl ‚Í¬ÊÿŸ— ÷fl, (‚ÍŸfl Á¬Ãfl) Ÿ— SflSÃÿ ‚øSfl–

Oh Agni! you the said person, be easy of access to us, like a father to his

son; (you) unite (with us) for our welfare (as a father is accessible to his son).
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Stop to Consider :

For the proper knowledge of a Vedic mantra, one must know the seer (r ˇs ˇi), the

metre (chandas), the deity (devata ) and the application (viniyoga) of a mantra.

•ÁflÁŒàflÊ ´§Á·¢ ¿UãŒÙ ŒÒflÃ¢ ÿÙª◊fl ø–

ÿÙ˘äÿÊ¬ÿ¡˜¡¬mÊÁ¬ ¬Ê¬ËÿÊÜ¡ÊÿÃ ÃÈ ‚—H (Brˇhaddevataa , 8.136)

i.e., One who reads a mantra of the Veda or recites it in japa without knowing

the seer, the metre, the deity and the application thereof, becomes a sinner.

Again it is stated

Sfl⁄UÙ fláÊÙ¸˘ˇÊ⁄¢U ◊ÊòÊÊ ÁflÁŸÿÙªÙ˘Õ¸ ∞fl ø–

◊ãòÊ¢ Á¡ôÊÊ‚◊ÊŸŸ flÁŒÃ√ÿ¢ ¬Œ ¬ŒH

i.e., One who is willing to know a mantra, should learn in each word the accent,

the letters, the mora, the application and also the meaning.

Thus, the knowledge of the seer, deity, metre, accent and application must be

acquired by a reader for the proper understanding of a mantra.

Kaatyaayana states in his Sarv

a

nukramaň1
–

 – ÿSÿ flÊÄÿ¢ ‚ ´§Á·—– ÿÊ ÃŸÙëÿÃ ‚Ê
ŒflÃÊ– ÿŒˇÊ⁄U¬Á⁄U◊ÊáÊ¢ Ãë¿UãŒ—–  (2.4-6). Here it is stated that the person who perceives

the mantra is a seer. The seer is not regarded as the composer or writer but a

Vedic mantra is stated to have revealed to a seer. It is stated in the Nirukta of

Y
a

ska that the Veda itself revealed to the seers who had handed it down by oral

instruction to their descendents – ‚ÊˇÊÊÃ ˜∑ Î §Ãœ◊¸ ÊáÊ ´§·ÿÙ ’÷Ífl È—–
Ã˘fl⁄UèÿÙ˘‚ÊˇÊÊÃ˜∑Î§Ãœ◊¸èÿ ©U¬Œ‡ÊŸ ◊ãòÊÊŸ˜ ‚¢¬˝ÊŒÈ—– (Nirukta, 1.20).As we know, the

Vedic learning was transmitted orally which was the most accurate method of

teaching in ancient period.

A particular mantra is said to belong to a deity, to whom a seer addresses his

prayer. The Sanskrit word to mean a deity of a mantra is deva or devat

a

. The

word deva is derived from the root div, meaning to shine. He who has shined

through the mantra is called a deva. The Nirukta states– ŒflÙ ŒÊŸÊŒ˜flÊ ŒË¬ŸÊŒ˜ flÊ
lÙÃŸÊŒ˜ flÊ lÈSÕÊŸÙ flÊ ÷flÃËÁÃ– (7.15), i.e. Deva is called so for making gifts (here

the root is d

a

) or from being shining (here the root is d1
–

p), from being radiant

(here the root is dyut) or because his abode is heaven.

The hymns of the Vedas are metrical, i.e. these are composed in metres. The

metre of a mantra is determined by the counting of the syllables in a mantra.

Usually, a hymn of the Rˇgveda consists of the rˇks in the same metre throughout.

There are fifteen metres of which seven are more frequent. They are G

a

yatri,

Us ˇnˇik, Anusˇt ˇubh, Brˇhat1
–

, Pan
.
kti, Trˇsˇtˇubh and Jagat1

–

.

A metre is called chandas since it veils the person from the sins which he might

have committed. It is stated in the Aitarey

a

ranˇyaka that the metres indeed veils

the person from sinful actions – ¿UÊŒÿÁãÃ „U flÊ ∞Ÿ¢ ¿UãŒÊ¢Á‚ ¬Ê¬ÊÃ˜ ∑§◊¸áÊ—– (2.1.6).
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Here the root is chad, meaning to cover, to veil from which the word chandas

is formed.

One of the most striking features of the Vedic texts of the Řgveda, the S

a

maveda,

the Yajurveda, the Atharvaveda as well as of the two Br

a

hmanˇas, the S«atapatha

and the Taittir1
–

ya is the accented form. For the correct pronunciation of the

word, one must know the proper accent (svara). The classical Sanskrit, however,

has lost all connections with the accent. The Vedic accent is threefold, ud

a

tta

which is uttered in a high pitch, anud

a

tta, the low-pitch accent and svarita,

which is uttered in a medium pitch. The accent is the property of the svaras or

vowels. The rising accent, i.e. ud

a

tta is not marked at all. The anud

a

tta is

marked with a horizontal mark below and the svarita accent with a vertical

stroke above. This system of marking the accent is maintained in the Rˇgveda

and in other Vedic texts, it differs somewhere.

The viniyoga of a mantra means its application. Viniyoga is defined as the

relation between the karman and the mantra – •ŸŸŒ¢ ÃÈ ∑§Ã¸√ÿ¢ ÁflÁŸÿÙª— ¬˝∑§ËÁÃ¸Ã—–
The S «rautasu

–
tras deal with the viniyoga, i.e. the application of a particular

mantra in a Vedic karman. Sa
–
yanˇa

–
ca

–
rya, the noted Vedic commentator states

about the two main types of viniyoga, viz. sa
–
ma

–
nya and vis «eša, i.e. general

and particular. When all the mantras of the Rˇgveda are prescribed for recitation

in a particular karman, such application of the mantras, in general, is known as

the sa
–
ma

–
nyaviniyoga. On the other hand, when one or some selected mantras

are prescribed for a particular karman, such application is known as

vis «s ˇaviniyoga. The three types of vis «es ˇaviniyoga are r ˇgviniyoga, i.e.

application of only one r ˇk, tr ˇcaviniyoga, i.e. application of three r ˇks and

s

u

ktaviniyoga, i.e. application of the complete hymn.

Thus, the Agnisu
–
kta beginning with •ÁÇŸ◊Ë› ¬È⁄UÙÁ„UÃ◊˜ etc., is prescribed for

application in the A
–
gneyakratu of the Pra

–
taranuva

–
ka. A

–
s «vala

–
yana in his

S«rautasu
–
tra (4.13.7) has stated –•flÊ ŸÙ •ÇŸ ßÁÃ ·›ÁÇŸ◊Ë›̆ ÁÇŸ¢ ŒÍÃ◊˜ etc. It means

the six mantras beginning with •flÊ ŸÙ •ÇŸ (1.79.7-12), the hymn beginning with

•ÁÇŸ◊Ë›  (1.1), the hymn starting with •ÁÇŸ¢ ŒÍÃ◊˜ (1.12) etc., are to be recited in

the A
–
gneyakratu of the Pra

–
taranuva

–
ka.

The Pra
–
taranuva

–
ka which literally means morning litany is recited by the Hotř

priest in the latter half of the night preceding the sutya
–
dina. The day on which

Soma is pressed and offered is called a sutya
–
dina, i.e. the pressing day. The

pressing of the Soma stalks is performed duly for performing a Soma-sacrifice

and the juice is offered as an oblation to various gods. Long before the day-

break, in the last part of the previous night of the suty

a

dina, the Hotrˇ-priest

recites some mantras in order to praise the gods Agni, Us ˇas and the As«vins

before the birds chatter. The mantras which are uttered in praise of Agni is

known as A
–
gneyakratu, that of Usˇas is called Usˇasyakratu and those recited

to extoll the As«vins are called A
–
s «vinakratu. Thus, while reciting the mantras of
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the A
–
gneyakratu, the Hotrˇ-priest recites the hymn •ÁÇŸ◊Ë› etc. Sa

–
yan ˇa

–
ca

–
rya

has stated in the beginning of his bha
–
s ˇya on the Rˇgveda (1.1) – •ÁÇŸ◊Ë› ßÁÃ ‚ÍQ¢

¬˝ÊÃ⁄UŸÈflÊ∑§ •ÊÇŸÿ ∑˝§Ãı ÁflÁŸÿÈQ ◊˜–

SAQ :

1. Who is called a řsˇ̌i of a Vedic hymn?

..................................................................................................................

..................................................................................................................

..................................................................................................................

2. What is the derivative meaning of the term deva?

..................................................................................................................

..................................................................................................................

..................................................................................................................

3. What do you mean by the term chandas ?

..................................................................................................................

..................................................................................................................

..................................................................................................................

4. What is a viniyoga? How many types of viniyoga are there? Name

them and explain the terms.

..................................................................................................................

..................................................................................................................

..................................................................................................................

5. How many types of accents are there in the Veda?

..................................................................................................................

..................................................................................................................

..................................................................................................................
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2.5 Select Portions of the Sa–yan ˇˇ ˇˇ ˇa–bha–s ˇˇ ˇˇ ˇya on Each Mantra (1.1) and

Its Expositions with Some Grammatical Notes and Model

Explanation :

´§∑˜§-1

‚ÊÿáÊ÷Êcÿ◊˜-

∞ÃìÊ “•ÁÇŸ◊˜” ßàÿÊÁŒ ‚ ÍQ ¢ Ÿflø¸◊ ˜ , “•ÁÇŸ ¢ Ÿfl ◊œÈë¿UãŒÊ fl Ò‡flÊÁ◊òÊ—”
ßàÿŸÈ∑˝§◊ÁáÊ∑§ÊÿÊ◊ÈQ àflÊÃ˜– Áfl‡flÊÁ◊òÊ¬ÈòÊÙ ◊œÈë¿UãŒÙŸÊ◊∑§SÃSÿ ‚ÍQ Sÿ  º˝c≈ÎUàflÊÃ˜ ÃŒËÿ
´§Á·—– ´§· ªÃı ßÁÃ œÊÃÈ—– “‚fl¸œÊÃÈèÿ ßŸ˜”– •ÁÇŸÁ◊àÿÊÁŒ‚ÍQ Sÿ ¿UãŒÙ˘ŸÈ∑˝§◊ÁáÊ∑§ÊÿÊ¢
ÿlåÿòÊ ŸÙQ¢  ÃÕÊÁ¬ ¬Á⁄U÷Ê·ÊÿÊ◊fl◊ÈQ ◊˜- •ÊŒı ªÊÿòÊ¢ ¬˝Êª˜ÁÉÊ⁄UáÿSÃÍ¬ÊÃ˜ (•ŸÈ̄  12–14)
ßÁÃ– Á„U⁄UáÿSÃÍ¬ ́ §Á·ÿ̧·Ê¢ ◊ãòÊÊáÊÊ¢ flˇÿÃ ÃÃ— ¬˝ÊøËŸ·È ‚Ê◊ÊãÿŸ ªÊÿòÊ¢ ¿UãŒ ßàÿÕ¸—– •ÁS◊Ÿ˜
‚ÍQ  SÃÍÿ◊ÊŸàflÊŒÁÇŸŒ̧fl—– ÃSÿ ‚ÍQ Sÿ ¬˝Õ◊Ê¢ ´§ø¢ ÷ªflÊŸ˜ flŒ¬ÈL§· •Ê„U- •ÁÇŸ◊Ë› ßÁÃ–
•ÁÇŸŸÊ◊∑¢§ Œfl◊˜ ß› SÃıÁ◊– ß¸«U SÃÈÃı ßÁÃ œÊÃÈ—– «U∑§Ê⁄USÿ ›∑§Ê⁄UÙ ’±flÎøÊäÿÃÎ‚ê¬˝ŒÊÿ¬˝ÊåÃ—–
ÃÕÊ ø ¬∆KÃ-

•¡˜◊äÿSÕ«U∑§Ê⁄USÿ ›∑§Ê⁄¢U ’±flÎøÊ ¡ªÈ—–

•¡˜◊äÿSÕ-…U∑§Ê⁄USÿ ›˜„U∑§Ê⁄¢U flÒ ÿÕÊ∑˝§◊◊˜H

ßÁÃ– ◊ãòÊSÿ „UÙòÊÊ ¬˝ÿÙÖÿàflÊŒ„¢U „UÙÃÊ SÃı◊ËÁÃ ‹èÿÃ– ∑§ËŒÎ‡Ê◊ÁÇŸ◊˜? ÿôÊSÿ ¬È⁄UÙÁ„UÃ◊˜–
ÿÕÊ ⁄UÊôÊ— ¬È⁄UÊÁ„UÃSÃŒ÷Ëc≈¢U ‚ê¬ÊŒÿÁÃ ÃÕÊÁÇŸ⁄UÁ¬ ÿôÊSÿÊ¬ÁˇÊÃ¢ „UÙ◊¢ ‚ê¬ÊŒÿÁÃ– ÿmÊ, ÿôÊSÿ
‚ê’ÁãœÁŸ ¬Ífl¸÷Êª •Ê„UflŸËÿM§¬áÊÊflÁSÕÃ◊˜– ¬ÈŸ— ∑§ËŒÎ‡Ê˜◊˜? Œfl◊˜ ŒÊŸÊÁŒªÈáÊÿÈQ ◊˜– ¬ÈŸ—
∑§ËŒÎ‡Ê◊? „UÊÃÊ⁄¢U ´§Áàfl¡◊˜– ŒflÊŸÊ¢ ÿôÊ·È „UÙÃÎŸÊ◊∑§ ´§ÁàflªÁÇŸ⁄Ufl– ÃÕÊ ø üÊÍÿÃ- •ÁÇŸflÒ̧
ŒflÊŸÊ¢ „UÙÃÊ (∞.’̋Ê. 12–3) ßÁÃ– ¬ÈŸ⁄UÁ¬ ∑§ËŒÎ‡Ễ◊? ⁄UàŸœÊÃ◊◊̃– ÿÊª»§‹M§¬ÊáÊÊ¢ ⁄UàŸÊŸÊ◊ÁÃ‡ÊÿŸ
œÊ⁄UÁÿÃÊ⁄¢U ¬Ù·ÁÿÃÊ⁄¢U flÊ–

•òÊÊÁÇŸ‡ÊéŒSÿ ÿÊS∑§Ù ’„ÈUœÊ ÁŸfl¸øŸ¢ Œ‡Ê¸ÿÁÃ (ÁŸ. 7–24)- •ÁÇŸ— ∑§S◊ÊÃ˜?
•ª˝áÊË÷¸flÁÃ– •ª¢̋ ÿôÊ·È ¬˝áÊËÿÃ– •X¢ ŸÿÁÃ ‚ãŸ◊◊ÊŸ—– •ÄŸÙ¬ŸÙ ÷flÃËÁÃ SÕı‹Êc∆UËÁfl—,
Ÿ ÄŸÊ¬ÿÁÃ Ÿ SŸ„UÿÁÃ– ÁòÊèÿ •ÊÅÿÊÃèÿÙ ¡ÊÿÃ ßÁÃ ‡ÊÊ∑§¬ÍÁáÊ— -- ßÃÊŒ˜ •Q ÊŒ˜ ŒÇœÊŒ˜
flÊ ŸËÃÊÃ˜, ‚ πÀflÃ⁄U∑§Ê⁄U◊ÊŒûÊ, ª∑§Ê⁄U◊ŸQ fl¸Ê Œ„UÃfl¸Ê ŸË ¬⁄U—– ÃSÿÒ·Ê ÷flÁÃ- •ÁÇŸ◊Ë›
ßÁÃ– •SÿÊÿ◊Õ¸—- Œfl‚ŸÊ◊ª˝ Sflÿ¢ ŸÿÃËàÿª˝áÊË—– ∞ÃŒ∑§◊ÁÇŸ‡ÊéŒSÿ ¬˝flÎÁûÊÁŸÁ◊ûÊ◊˜–
ÿôÊcflÁÇŸ„UÙòÊÁc≈U¬‡ÊÈ‚Ù◊M§¬cflª¢̋ ¬Ífl¸ÁŒª˜flàÿ¸Ê„UflŸËÿŒ‡Ê¢ ¬˝ÁÃ ªÊ„¸U¬àÿÊÃ˜ ¬˝áÊËÿÃ ßÁÃ ÁmÃËÿ¢
¬˝flÎÁûÊÁŸÁ◊ûÊ◊˜– ‚ãŸ◊◊ÊŸ— ‚êÿ∑˜  Sflÿ◊fl ¬˝uË÷flãŸX¢ Sfl∑§Ëÿ¢ ‡Ê⁄UË⁄¢U ŸÿÁÃ ∑§Êc∆UŒÊ„U
„UÁflc¬Ê∑§ ø ¬̋⁄UÿÃËÁÃ ÃÎÃËÿ¢ ¬˝flÎÁûÊÁŸÁ◊ûÊ◊˜– SÕÍ‹Êc∆UËflŸÊ◊∑§Sÿ ◊„U·̧— ¬ÈòÊÙ ÁŸL§Q ∑§Ê⁄U—
∑§Á‡øŒÄŸÙ¬Ÿ ßàÿÁÇŸ‡ÊéŒ¢ ÁŸfl¸ÁQ -ÃòÊ Ÿ ÄŸÙ¬ÿÃËàÿÈQ  Ÿ SŸ„UÿÁÃ, Á∑§ãÃÈ ∑§Êc∆UÊÁŒ∑¢§
M§ˇÊÿÃËàÿÈQ¢  ÷flÁÃ– ‡ÊÊ∑§¬ÍÁáÊŸÊ◊∑§Ù ÁŸL§Q ∑§Ê⁄UÙ œÊÃÈòÊÿÊŒÁÇŸ‡ÊéŒÁŸc¬ÁûÊ¢ ◊ãÿÃ– ßÃ— ßáÊ˜
ªÃı ßÁÃ œÊÃÈ—– •ÄÃ— •Ü¡Í√ÿÁQ ◊˝̌ ÊáÊ∑§ÊÁãÃªÁÃ·È ßÁÃ œÊÃÈ—– ŒÇœÙ Œ„U ÷S◊Ë∑§⁄UáÊ ßÁÃ
œÊÃÈ—– ŸËÃÙ áÊËÜÊ˜ ¬˝Ê¬áÊ ßÁÃ œÊÃÈ—– •ÁÇŸ‡ÊéŒÙ ±ÿ∑§Ê⁄U-ª∑§Ê⁄U-ÁŸ-‡ÊéŒÊŸ¬ˇÊ◊ÊáÊ ∞ÁÃ
œÊÃÙL§Ã˜¬ãŸÊŒÿŸ‡ÊéŒÊŒ∑§Ê⁄U◊ÊŒûÊ, •ŸÁQ œÊÃÈªÃSÿ ∑§∑§Ê⁄USÿ ª∑§Ê⁄UÊŒ‡Ê¢ ∑Î§àflÊ Ã◊ÊŒûÊ, ÿmÊ
Œ„UÁÃœÊÃÈ¡ãÿÊŒ˜ ŒÇœ‡ÊéŒÊŒ˜ ª∑§Ê⁄U◊ÊŒûÊ– ŸËÁ⁄UÁÃ ŸÿÁÃœÊÃÈ—, ‚ ø „˛˛SflÙ ÷ÍàflÊ ¬⁄UÙ ÷flÁÃ–
ÃÃÙ œÊÃÈòÊÿ¢ Á◊Á‹àflÊÁÇŸ‡ÊéŒÙ ÷flÁÃ–
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Exposition :

The su–kta beginning with •ÁÇŸ◊̃ etc., consists of nine rǩs and it is stated in the

Anukramanǐka– – ‘The su–kta beginning with •ÁÇŸ◊˜ comprises nine r ˇks and is

revealed to Madhucchandas, the son of Vis«va–mitra.’ As Madhucchandas, the

son of Vis«va–mitra is the seer of that su–kta, he is the řši, i.e. the seer. The word řsǐ

is derived from the root rš,̌ to go and the suffix is - in by the rule ‚fļœÊÃÈèÿ ßŸ̃.

Though Ka–tya–yana, the author of the Anukramaňika–, in his gloss on this  su–kta

has not mentioned the metre of the su–kta, yet he has mentioned •ÊŒı ªÊÿòÊ¢
¬̋Êª̃ÁÉÊ⁄UáÿSÃÍ¬ÊÃ̃ , i.e. From the beginning of the Řksammhit

a

, all the mantras are in

the Ga–yatr1
–

 metre and this metre continues till the mantras seen by Hiraňyast

u

pa,

i.e.àfl◊ÇŸ ¬˝Õ◊Ù •ÁX⁄UÊ ´§Á·— (1.31.1) etc. come. Thereby it is known that the

metre of this hymn is Ga–yatr1
–

. In this s

u

kta, Agni is praised and so Agni is the

deity of this s

u

kta. Bhagavaan Vedapurusˇa, i.e. Veda in the form of a Purusˇa

states the first rǩ of the s

u

kta as •ÁÇŸ◊Ë› etc., i.e ‘I praise the god Agni’ etc.

Here the personal pronoun ‘I’ stands for the Hotr.̌ In 1
–

ďe the root is 1
–

ď, to praise.

In 1
–

dˇe, the consonant «˜U comes between the two vowels ß¸ and ∞ and so it is

changed into ›˜. The followers of the Řgvedic tradition hold that the letter «Ũ,
when placed between two vowels, becomes ›˜. Likewise, the letter …U˜ , when

placed between two vowels, is changed into ›̃„Ũ

The mantra is uttered by the Hotř-priest who states that I, the Hotř, praise you,

i.e. the Agni. What sort of Agni is praised? He is the priest of the sacrifice. As the

priest of a king produces the king’s desired object, so also, Agni accomplishes

the desired oblation of the sacrifice. Or Agni is called purohita, since he is placed

to the eastern side of the sacrifice in the form of the A
–
havan1

–ya fire. Again, Agni

is called deva as he bestows everything to his devotees. He also gives the desired

result of the sacrifice. He is hotř and řtvij. Agni is the Hotř-priest in the sacrifices

of the gods and it is clearly stated in the Aitareyabra–hmanǎ (12.3) •ÁÇŸflÒ̧ ŒflÊŸÊ¢
„UÙÃÊ, i.e. ‘Agni is, indeed, the Hotř priest of the gods’. Again, Agni is ratnadha–

tama, i.e. the best bestower of wealth. He increases extremely the riches or

treasures which are the result of the sacrifices.

The meaning of the term agni :

Ya–ska, in his Nirkuta, has shown many derivations of the term agni in the following

manner. Why is Agni called so? Ya–ska states that Agni is  agran1̌
–

, i.e. he is the

leader as he is placed first in the sacrifice. Or  he is called Agni, since he causes

the limbs to be lowered. According to   Sthaula– šťh1
–

vi, he is called Agni, because

he does not become greasy. S «a–kapu–nˇi holds that the word agni is formed of

three roots. They are (i) i (ii) a

~n

j or dah and (iii) n1
–. The word agni takes •

from the root i , ª˜ from either the root anj or dah and then comes the root n1
–

which supplies ÁŸ.
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Sa–yaňa– ca–rya explains the words of Ya–ska more elaborately in his commentary.

He states that agni is an abbreviated form of agran1̌
–

 as he leads the army to the

front position. This is the first derivation of the word agni. The second derivation

of the term agni as proposed by Ya–ska is •ª¢̋ ÿôÊ·È ¬˝áÊËÿÃ. Sa–yanˇa– ca– rya holds

that Agni is called so for being taken from the fire-place of A
–

havan1
–

ya, situated

at the eastern side of the altar, while performing the Agnihotra, Isťǐ, Pas«u and

Somay

a

ga etc. The third derivation of the term agni, as referred to by Y

a

ska is

•X¢  ŸÿÁÃ  ‚ãŸ◊◊ÊŸ—. Sa–yaňa– ca–rya explains the term ‚ãŸ◊◊ÊŸ as fully submissive.

Agni, becoming fully submissive, leads his own body to fulfil the purpose of the

burning of wood and cooking of oblation.

Sa–yanǎ– ca–rya refers to the fourth derivation of the term as laid down by Y

a

ska

which was proposed by a Niruktak

a

ra, the son of Sthu–la–sťȟ1
–

va. According to

him, the term agni is derived from •ÄŸÊ¬Ÿ which means that Agni does not

moisten, i.e. Agni dries up everything like wood etc., by taking away the moisture

from it. The fifth derivation, as furnished by  Ya–ska, is the view of S«a–kap

u

nǐ, a

Niruktak

a

ra. This view of S«a–kap

u

nǐ holds that the term agni is derived from

the roots, viz. i, to go, a

~n

j, to manifest, to anoint, to shine, to go or dah, to burn

and the root n1
–

, to lead. Sa–yaňa– ca–rya holds that the word agni, which needs for

its formation the letters •, ª̃ and ÁŸ, takes • from ayana, a word formed from

the root i, the letter ∑̃  from anakti, formed of the root a

~n

j and then transformed

into ª̃ or the letter ª̃ can be had from the word dagdha, formed of the root dah.

The last syllable ÁŸ is taken from the root n1
–
 by  a change from a long vowel 1

–
 to

a short vowel i. Thus, Sa–yaňa– ca–rya has thoroughly interpreted the derivation of

the term agni, furnished by Y

a

ska in his Nirukta.

SAQ :

1. How many rǩs are there in the Agnis

u

kta (1.1) of the Rǧveda?

..................................................................................................................

..................................................................................................................

..................................................................................................................

2. Mention the seer, deity, metre and the application of the Agnis

u

kta

(1.1) of the Rˇgveda.

..................................................................................................................

..................................................................................................................

..................................................................................................................

..................................................................................................................
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3. Give the derivative meaning of the term agni as furnished by Y

a

ska and

interpreted by S

a

yaň

a

c

a

rya.

..................................................................................................................

..................................................................................................................

..................................................................................................................

´§∑˜ -2

‚ÊÿáÊ÷Êcÿ◊˜-

•ÿ◊˜ •ÁÇŸ— ¬Ífl¸Á÷— ¬È⁄UÊÃŸÒ÷¸ÎÇflÁX⁄U—-¬˝÷ÎÁÃÁ÷— ´§Á·Á÷— ß¸«K— SÃÈàÿÙ ŸÍÃŸÒ— ©UÃ
ßŒÊŸËãÃŸÒ⁄US◊ÊÁ÷⁄UÁ¬ SÃÈàÿ—– ‚ •ÁÇŸ— SÃÈÃ— ‚Ÿ˜ ß„U ÿôÊ ŒflÊŸ˜ „UÁfl÷Ȩ̀¡ •Ê flˇÊÁÃ–§

Exposition :

The seer of the řk expresses that Agni is worthy of being praised by the ancient

seers such as Bhrǧu, An
.
giras etc. He is to be praised by the modern seers also.

Thus, he is to be praised by the seers of all ages. Agni, being praised by the seers

of all ages, may lead all the gods who are the partakers of oblations in the sacrifice.

It is the god Agni, who brings the deities invoked, to the place of sacrifice. The

deities come to the sacrifice and favour the sacrificer by partaking of the oblations

offered to them.

´§∑˜ -3

‚ÊÿáÊ÷Êcÿ◊˜-

•ÊœÊŸ ÃÎÃËÿc≈Uı ¬˝Õ◊ÊÖÿ÷ÊªSÿÊŸÈflÊÄÿÊ– ‚ÍQ ªÃÊ ÃÎÃËÿÊ–

ÿÙ˘ÿ¢ „UÙòÊÊ SÃÈàÿÙ˘ÁÇŸSÃŸ •ÁÇŸŸÊ ÁŸÁ◊ûÊ÷ÍÃŸ ÿ¡◊ÊŸÙ ⁄UÁÿ¢ œŸ◊˜ •‡ŸflÃ˜ ¬˝ÊåŸÙÁÃ–
∑§ËŒÎ‡Ê¢ ⁄UÁÿ◊˜? ÁŒflÁŒfl ¬Ù·◊fl ¬˝ÁÃÁŒŸ¢ ¬Ècÿ◊ÊáÊÃÿÊ flœ¸◊ÊŸ◊fl, Ÿ ÃÈ ∑§ŒÊÁøŒÁ¬ ̌ ÊËÿ◊ÊáÊ◊˜–
ÿ‡Ê‚◊˜ ŒÊŸÊÁŒŸÊ ÿ‡ÊÙÿÈQ ◊˜– flË⁄UflûÊ◊◊˜ •ÁÃ‡ÊÿŸ ¬ÈòÊ÷ÎàÿÊÁŒflË⁄U¬ÈL§·Ù¬Ã◊˜– ‚ÁÃ Á„U œŸ
¬ÈL§·Ê— ‚ê¬lãÃ–

Exposition :

The third rˇk of the Agnisu–kta is recited by the Hotrˇ-priest as an anuva–ky

a

 in

the first a– jyabha–ga of the third Pavama–nes ˇtˇi in an a–dha–na.

Agni being praised by the Hotrˇ gives wealth to the sacrificer. The wealth is

of that sort, which increases day by day, i.e. they never decrease. That wealth

is also glorious, i.e without any blemishes. The wealthy persons give their

wealth in charity and thus they always earn fame. That wealth is most rich

in heroes as sons, servants etc. With the growth of wealth, one can obtain

the support of many persons.
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Stop to Consider :

The S«rauta sacrifices are preformed in the sacred fire sanctified by a ceremony

called a–dha–na. A
–
dha–na is also known as agnya– dheya or agnya–dha–na. The

ceremony of a–dha– na may be completed by the preformance of the three

Pavama–nesť̌is as one of the three alternatives prescribed in the S«rautas

u

tras.

A host of deeds is to be performed during the performance of these institutions,

of which the two a–jyabha–gas form a part. Of these two a– jyabha–gas, i.e. libations

of clarified butter, the first one is known as pratham

a

jyabh

a

ga. The deities

of these two a– jyabha–gas are Agni and Soma respectively. The third rǩ of the

Agnis

u

kta is recited by the Hotr ˇ-priest as an anuv

a

ky

a

, also called

puronuv

a

ky

a

 in the first 

a

jyabh

a

ga of the third Pavam

a

nesˇt ˇˇi in an

a

dh

a

na. An anuv

a

ky

a

 is a call of invition to the deity of the sacrifice and is

pronounced by the Hotr-̌priest while he sits for the 

a

jyabh

a

ga.

´§∑˜§-4

‚ÊÿáÊ÷Êcÿ◊˜-

„ •ÇŸ, àfl¢ ÿ¢ ÿôÊ¢ Áfl‡flÃ— ‚flÊ¸‚È ÁŒˇÊÈ ¬Á⁄U÷Í— ¬Á⁄UÃ— ¬˝ÊåÃflÊŸ˜ •Á‚, ‚ ßÃ˜ ‚ ∞fl ÿôÊÙ Œfl·È
Ã ÎÁåÃ¢ ¬˝áÊ Ã È ¢ Sflª¸  ªë¿ÁÃ– ¬˝ÊëÿÊÁŒøÃÈÁŒ¸ªãÃcflÊ„UflŸËÿ-◊Ê¡¸Ê‹Ëÿ-ªÊ„¸ U¬àÿÊ-
ÇŸËœ˝ËÿSÕÊŸcflÁÇŸ⁄UÁSÃ– ¬Á⁄U‡ÊéŒŸ „UÙÁòÊÿÊÁŒ- Áœcáÿ√ÿÊÁåÃÁfl¸flÁˇÊÃÊ– ∑§ËŒÎ‡Ê¢ ÿôÊ◊˜? •äfl⁄U◊˜
Á„¢U‚Ê⁄UÁ„UÃ◊˜– Ÿ ±ÿÁÇŸŸÊ ‚fl¸Ã— ¬ÊÁ‹Ã¢ ÿôÊ¢ ⁄UÊˇÊ‚ÊŒÿÙ Á„¢UÁ‚ÃÈ¢ ¬˝÷flÁãÃ–

Exposition :

Agni has encircled the sacrifices on all sides. The sacrifice goes to the gods

in heaven for bringing about satisfaction of the other gods residing in

heavenly region. Agni is present everywhere in and around the sacrifice. As

Agni is present in all the directions of the altar, he pervades the A
–
havan1

–

ya

fire-place situated to the east, M

a

rj

a

l1
–

ya to the south, G

a

rhapatya to the

west and A
–
gn1

–

dhr1
–

ya to the north. Agni also pervades the dhisˇnˇyas, i.e. the

fire-places of Hotř and others and this is intended by the word pari in the mantra.

He is present in that kind of sacrifice which is adhvara, i.e. free form any slaying

or killing. Though animals are killed in the sacrifice, yet such killing is not considered

as violence since these are killed for bringing prosperity to the sacrificer. A sacrifice

which is well protected by Agni cannot be destroyed by the demons and other

evil forces.

´§∑˜§-5

‚ÊÿáÊ÷Êcÿ◊˜-

•ÿ◊̃ •ÁÇŸ— Œfl— •ãÿÒ— (ŒflÁ÷—) ŒflÒ„̧UÁfl÷Ù̧Á¡Á÷— ‚„U •Êª◊Ã˜ •ÁS◊Ÿ̃ ÿôÊ ‚◊Êªë¿UÃÈ–
∑§ËŒÎ‡ÊÙ˘ÁÇŸ—? „UÙÃÊ „UÙ◊ÁŸc¬ÊŒ∑§—– ∑§Áfl∑̋§ÃÈ— ∑§Áfl‡ÊéŒÙ˘òÊ ∑̋§ÊãÃfløŸ—, Ÿ ÃÈ ◊œÊÁfl-ŸÊ◊–
∑̋§ÃÈ— ¬̋ôÊÊŸSÿ ∑§◊̧áÊÙ flÊ ŸÊ◊– ÃÃ— ∑̋§ÊãÃ¬̋ôÊ— ∑̋§ÊãÃ∑§◊̧Ê flÊ– ‚àÿ— •ŸÎÃ⁄UÁ„UÃ—, »§‹◊fl‡ÿ¢
¬̋ÿë¿UÃËàÿÕ̧—– ÁøòÊüÊflSÃ◊— üÊÍÿÃ ßÁÃ üÊfl— ∑§ËÁÃ̧—, •ÁÃ‡ÊÿŸ ÁflÁflœ∑§ËÁÃ̧ÿÈQ —–
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Exposition :

The seer prays that Agni may come to the sacrifice along with other gods, the

partakers of the oblation. Agni is eulogised in this mantra with four adjectives–

hotrˇ, kavikratu, satya and citras«ravastama. He is hotrˇ, i.e. the performer of

oblations. He is kavikratu, i.e. one having the knowledge of the past or one who

knows the past actions. The word kavi means the knower of the past, but not

wise. Kratu means the knowledge or action. Thereby it is meant that Agni is

endowed with extra-ordinary power of knowing all. Agni is satya, i.e. he who

inevitably bestows the results of the sacrifice to the performer and therefore, he

is devoid of deception. Agni is citras«ravastama, i.e. one who is the best of

those who has won manifold fame. Here the word s«ravas means fame, i.e. that

which is heard.

´§∑˜§-6

‚ÊÿáÊ÷Êcÿ◊˜-

•XàÿÁ÷◊ÈπË∑§⁄UáÊÊÕȨ̂ ÁŸ¬ÊÃ—– •XÊÇŸ „U •ÇŸ, àfl¢ ŒÊ‡ÊÈ· „UÁflŒ¸ûÊflÃ ÿ¡◊ÊŸÊÿ ÃÃ˜¬˝ËàÿÕ¸◊˜,
ÿŒ˜ ÷º¢̋ ÁflûÊ-ªÎ„U-¬˝¡Ê-¬‡ÊÈM§¬¢ ∑§ÀÿÊáÊ¢ ∑§Á⁄UcÿÁ‚ ÃŒ˜ ÷º¢̋ ÃflÃ˜ ÃflÒfl ‚Èπ„UÃÈÁ⁄UÁÃ ‡Ê·—– „U
•ÁX⁄U— •ÇŸ, ∞ÃìÊ ‚àÿ¢ Ÿ àflòÊ Áfl‚¢flÊŒÊ˘ÁSÃ– ÿ¡◊ÊŸSÿ ÁflûÊÊÁŒ‚ê¬ûÊı ‚àÿÊ◊˜
©UûÊ⁄U∑˝§àflŸÈc∆UÊŸŸÊÇŸ⁄Ufl ‚Èπ¢ ÷flÁÃ–

Exposition :

The word anga in the mantra is a vocative particle which has a meaning of

drawing attention. Thus, anga agne means Oh Agni. The sacrificer gets in return

all sorts of welfare in the form of wealth, house, progeny and cattle by offering

oblation to Agni in the sacrifice. Agni alone feels happy for bestowing all sorts of

well-being to the sacrificer and states that this is true and there cannot be any

alternate opinion regarding this. The sacrificer performs more sacrifices in honour

of Agni and thereby causes more happiness to god Agni. The seer addresses

Agni as An
.
giras in the mantra.

Stop to Consider :

Agni is called An
.
giras and the word An

.
giras comes from an

.
ga

–
ra, i.e. charcoal

which is stated in Ya
–
ska’s Nirkuta– •ÁX⁄UÊ •XÊ⁄UÊ— (3.17). The Aitareyabr

a

hmaňa

narrates the myth relating to the birth of An
.
giras from an

.
ga

–
ra– ÿ˘XÊ⁄UÊ

•Ê‚¢SÃ˘ÁX⁄U‚Ù˘÷flŸ˜ (13.10), i.e. Those which were charcoal became An
.
girases.

Since Agni was the cause of the origin of the sages named An
.
giras, coming out

of coals, Agni became known as An
.
giras.
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´§∑˜§-7

‚ÊÿáÊ÷Êcÿ◊˜-

•ÇŸË·Ù◊¬˝áÊÿŸ ©U¬ àflÊÇŸ ßàÿÊÁŒ∑§Ê˘ŸÈfløŸËÿSÃÎø—– ÃÁS◊SÃÎ¢ø ÿÊ ¬˝Õ◊Ê ‚Ê ‚ÍQ  ‚åÃ◊Ë–
ÃÊ◊ÃÊ¢ ‚åÃ◊Ë◊Îø◊Ê„U– •ÇŸ, flÿ◊˜ •ŸÈc∆UÊÃÊ⁄UÙ ÁŒflÁŒfl ¬˝ÁÃÁŒŸ¢ ŒÙ·ÊflSÃ— ⁄UÊòÊÊfl„UÁŸ ø
ÁœÿÊ ’ÈŒ˜äÿÊ, Ÿ◊Ù ÷⁄UãÃ— Ÿ◊S∑§Ê⁄¢U ‚ê¬ÊŒÿãÃ— ©U¬ ‚◊Ë¬ àflÊ ∞◊Á‚ àflÊ◊Êªë¿UÊ◊—–

Exposition :

The třca beginning with ©U¬ àflÊÇŸ etc., is to be applied in the  Agn1
–

šomapraňayana

which literally means carrying of Agni and Soma. The first řk of the trča is the

seventh rǩ of the s

u

kta. Thus the application, i.e. viniyoga of this mantra is in

the Agn1
–

sǒmapranǎyana.

The Hotrˇ prays before the deity Agni stating that we, the performers of the

sacrifice daily offer prayers with obeisance to you, i.e. to Agni every night and in

the day time. The word dosˇ

a

 means night and the word vastar, day.

Stop to Consider :

Agn1
–

sǒmapranˇayana is the rite of carring forward Agni and Soma to the

great altar called mah

a

vedi, which takes place on the fourth day during

the performance of the Soma-sacrifice called Agnisˇtˇoma. At the time of

performing Pas«uya–ga, during the Soma sacrifice, Adhvaryu carries Agni,

brought from the A
–
havan1

–

ya altar of the Isˇtˇi sacrifice and the Yajama–na,

i.e. the sacrificer follows him with the Soma stalks already bought for the

purpose. Adhvaryu places the fire in the fire-receptacle (dhisˇnˇya) named

after A
–
gn1

–

dhra, in the sadas (hall). At that time, Adhvaryu commands the

Hotr-̌priest– •ÇŸË·Ù◊ÊèÿÊ¢ ¬̋áÊËÿ◊ÊŸÊèÿÊ◊ŸÈ’̋ÈÁ„U and the Hotř recites the Řkmantras

in which the trča ©U¬ àflÊÇŸ etc., is also included.

It is noted earlier that a trča is the collection of three řks and the application

which is prescribed for three r ˇks is known as trˇcaviniyoga.

´§∑˜§-8

‚ÊÿáÊ÷Êcÿ◊˜-

¬Ífl¸◊ãòÊ àflÊ◊È¬◊ ßàÿÁÇŸ◊ÈÁŒ˜Œ‡ÿÙQ ◊˜– ∑§ËŒÎ‡Ê¢ àflÊ◊˜? ⁄UÊ¡ãÃ◊˜ ŒËåÿ◊ÊŸ◊˜– •äfl⁄UÊáÊÊ¢
⁄UÊˇÊ‚∑Î§ÃÁ„¢U‚Ê⁄UÁ„UÃÊŸÊ¢ ÿôÊÊŸÊ¢ ªÙ¬Ê¢ ⁄UˇÊ∑§◊˜ ́ §ÃSÿ ‚àÿSÿÊfl‡ÿê÷ÊÁflŸ— ∑§◊¸»§‹Sÿ ŒËÁŒÁfl◊˜
¬ıŸ—¬ÈãÿŸ ÷Î‡Ê¢ flÊ lÙÃ∑§◊˜– •Ê„ÈUàÿÊœÊ⁄U◊ÁÇŸ¢ ŒÎc≈˜UflÊ ‡ÊÊSòÊ¬˝Á‚äœ¢ ∑§◊¸»§‹¢ S◊ÿ¸Ã– Sfl Œ◊
Sfl∑§ËÿªÎ„U ÿôÊ‡ÊÊ‹ÊÿÊ¢ „UÁflÁ÷¸— flœ¸◊ÊŸ◊˜–
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Exposition :

This mantra should be construed with the two words àflÊ◊È¬◊—, i.e. We

approach you (i.e. Agni) from the preceding mantra. Agni is of the nature

of shining, i.e. He is resplendent. He protects the sacrifices which are free from

violence of the demons. Agni  is he who reveals, again and again, the karman

where lies the expectation for the attainment of result. The followers of the Vedic

tradition who perform oblations to Agni, believe that it would definitely bear fruit

in due course of time. Agni is the locus of oblations and seeing it one can remember

the result of karman, well-known in the S«

a

stras. Agni is of the nature of increasing

by the oblations in the sacrificial apartment, which is considered as his own dwelling

place in the mantra. The sacrificial fire is regularly kindled every day in its

receptacle on the altar.

´§∑˜§-9

‚ÊÿáÊ÷Êcÿ◊˜-

„U •ÇŸ, ‚ àfl¢ Ÿ— •S◊ŒÕZ ‚Í¬ÊÿŸ— ‡ÊÙ÷Ÿ¬˝ÊÁåÃÿÈQ Ù ÷fl– ÃÕÊ Ÿ— •S◊Ê∑¢§ SflSÃÿ
ÁflŸÊ‡Ê⁄UÊÁ„UàÿÊÕZ ‚øSfl ‚◊flÃÙ ÷fl– ÃòÊÙ÷ÿòÊ ŒÎc≈UÊãÃ—-ÿÕÊ ‚ÍŸfl ¬ÈòÊÊÕZ Á¬ÃÊ ‚È¬˝Ê¬—
¬˝ÊÿáÊ ‚◊flÃÙ ÷flÁÃ ÃmÃ˜–

Exposition :

Agni is the most accessible god to his devotees. He is earnestly entreated by his

devotees to protect them from all distress and to be easily accessible to them.

The seer has prayed him on behalf of all his devotees with the words ‘Oh Agni!

for our sake you become easy of access as a father is to his son’. A father always

protects his sons from all evils and thus, saves them from being destroyed. Agni

is also entreated to kindly avert all evils of the sacrificer just as a father always

looks after his son.

Grammatical Notes :

1. ß̧› – The root is 1
–

d,̌ to praise– ß̧«U SÃÈÃı. Here «Ũ between the two vowels ß̧ and

∞  is changed into ›˜ in the Rˇgveda. The word is anuda– tta, i.e. unaccented by

the rule ÁÃæ̃UæUÁÃæU — (Asť̌

a

dhy

a

y1
–

, 8.1.28). The rule states that anud

a

tta is enjoined

for the conjugated forms for its being preceded by a non-conjugated form. Here

the word ß̧›  is preceded by the non-conjugated form •ÁÇŸ◊̃. So the conjugated

form  ß̧› will thus be unaccented ß̧›.

2. ¬Ífl
|

̧Á÷— – In classical Sanskrit the form ¬ÍfļÁ÷—  is ¬ÍflÒ̧— by the rule •ÃÙ Á÷‚ ∞‚˜
(7.1.9). But in the Vedas, the substitution ∞‚˜  in place of the case-ending Á÷‚˜
takes place diversely by the rule ’„ÈU‹¢ ¿UãŒÁ‚ (7.1.10). Here the root is ¬Èfļ̃, to fill–

¬Èfl¸ ¬fl¸ ◊fl¸ ¬Í⁄UáÊ and the ©UáÊÊÁŒ suffix •Ÿ˜ is added to the root ¬Èfl¸̃ . The Ÿ˜ of the



(29)

suffix •Ÿ̃ is elided and therefore, the word ¬ÍfļÁ÷— will be uda– tta, i.e. accented in

the first vowel by the rule ÁÜŸàÿÊÁŒÁŸ¸àÿ◊˜ (6.1.197), i.e. words formed by the

suffixes of which ÜỄ and Ÿ̃ are elided will be accented in the first vowel. Thereby

it is ¬Ífl
|

̧Á÷—.

3. fl†̌ Ê†ÁÃ† – Here the root is fl„U˜ , to carry, to lead– fl„U ¬˝Ê¬áÊ. The form flˇÊÁÃ is in

‹Î≈Ũ  as a Vedic irregular form in the sense of ‹Ù≈̃U. The ÿ of the termination SÿÁÃ
is also elided as a Vedic irregularity. S

a

yan

a

c

a

rya has furnished another

derivation of the term flˇÊÁÃ and states that the word  may be a form of ‹≈̃U. In ‹≈̃U
comes the affix Á‚¬̃(‚̃) by the rule Á‚’̃’„ÈU‹¢ ‹Á≈U (3.1.34). There comes augment

(•Êª◊) •≈Ũ(•) by the rule ‹≈UÙ˘«UÊ≈Uı (3.4.14). Thus, fl„U˜ ‚˜ • ÁÃ will turn to fl∑˜
‚˜ • ÁÃ  by the rules „UÙ …U— (8.2.31) and ·…UÙ— ∑§— Á‚ (8.2.41). fl„U˜ ‚˜ • ÁÃ > fl…U˜ ‚˜
• ÁÃ > fl∑˜  ‚˜ • ÁÃ > flˇÊÁÃ . The word is unaccented by the rule ÁÃæ˜UæUÁÃæU—.

4. •‡Ÿ fl Ã˜- Here the root is •‡Ê˜,  to attain and the form is in ‹≈˜U.  In ‹≈˜U  the ß
of the termination ÁÃ¬̃ is elided diversely by the rule ßÃ‡ø ‹Ù¬— ¬⁄US◊Ò¬Œ·È (3.4.17).

By the rule ‹≈UÙ˘«UÊ≈Uı (3.4.14), the augment (•Êª◊) •≈̃U comes, of which simply

• remains. It is unaccented because the conjugated form •‡ŸflÃ˜ comes after

the non-conjugated form ⁄UÁÿ◊˜ in the mantra. Thus, the word •‡Ÿ†fl†Ã ̃is formed

(•‡Ê˜ ŸÈ (Áfl∑§⁄UáÊ) • Ã˜ > •‡Ê˜ ŸÙ • Ã˜).

5. ª ◊Ã˜- Here the root is ª◊˜, to go and the form is in ‹Ù≈˜U. In classical Sanskrit

the form is ªë¿UÃÈ. But in the Vedas, there occurs the absence of the change of  ◊̃
of the root ª◊˜ to ¿U˜ and the elision of ©U in the termination ÃÈ  is also a Vedic

peculiarity. By the rule ÁÃæ̃UæUÁÃæU— the word is unaccented ª†◊†Ã̃

{. ß†◊†Á‚†- In classical Sanskrit ß◊Á‚ is ß◊—. Here the root is ß , to go and the from

is in ‹≈̃U. In the Vedas, ◊‚̃ is optionally used as ◊Á‚ by the rule ßŒãÃÙ ◊Á‚ (7.1.46).

The word is unaccented by the rule ÁÃæŨæUÁÃæU—.

Model Explanation :

•ÁÇŸ— ¬Ífl
|

̧Á÷ ¸́§Á·
|

Á÷-

⁄UË«KÊ ŸÍÃ
|

ŸÒL§Ã–

‚ ŒflÊ° ∞„U fl
|

ˇÊÁÃH

´§ª˜flŒSÿ ¬˝Õ◊◊á«U‹Sÿ •ÁÇŸŒflÃÊ∑§Sÿ ¬˝Õ◊‚ÍQ Sÿ ÁmÃËÿÊ ´§ª˜ ßÿ◊˜– •ÁÇŸ◊Ë› ...
ßÁÃ ‚◊ª¢̋ ‚ÍQ¢  ¬˝ÊÃ⁄UŸÈflÊ∑§ •ÊÇŸÿ ∑˝§Ãı ÁflÁŸÿÈQ¢ ÷flÁÃ– •ÃÙ˘SÿÊ— ´§øÙ˘Á¬ ÁflÁŸÿÙª—
ÃòÊÒflÊÁSÃ– •òÊ •ÁÇŸŒ¸flÃÊ, flÒ‡flÊÁ◊òÊÊ ◊œÈë¿UãŒÊ— ´§Á·—, ¿UãŒ‡øÊòÊ ªÊÿòÊË- ªÊÿòÊË ‚Ê
øÃÈÁflZ‡ÊàÿˇÊ⁄UÊ– •c≈UÊˇÊ⁄UÊSòÊÿ— ¬ÊŒÊ‡øàflÊ⁄UÙ flÊ ·›ˇÊ⁄UÊ— ßÁÃ Á„U ÃÀ‹ˇÊáÊÊÃ˜–

◊ãòÊSÿ •ãflÿÙ ÿÕÊ- •ÁÇŸ— ¬ÍfļÁ÷— ŸÍÃŸÒ— ©UÃ ´§Á·Á÷— ß¸̧«K—– ‚ ŒflÊŸ˜ ß„U •Ê flˇÊÁÃ–

•ÁÇŸÁ„¸U ¬⁄U◊Ê ŒflÃÊ– ªÊ„U¸¬àÿÙ ŒÁˇÊáÊÊÁÇŸ— •Ê„UflŸËÿ‡øÁÃ òÊÿÙ˘ÇŸÿÙ ÿôÊSÿ– ßc≈U»§‹‹Ê÷Êÿ
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•ÇŸL§¬Ê‚ŸÊ •¬Á⁄U„UÊÿ¸Ê– •SÿÊ◊˜ ´§Áø ∞ÃŒÍQ ◊ÁSÃ ÿÃ˜ ¬ÍflÒ̧— ´§Á·Á÷— •ÁÇŸ— ©U¬ÊÁ‚Ã
•Ê‚ËÃ˜ ŸÍÃŸÒ‡ø ‚ ©U¬Ê‚ŸËÿ— ßÁÃ–

•ÁÇŸ— ¬Ífl¸Á÷— ¬È⁄ÊUÃŸÒ— ÷ÎÇflÁX⁄U—¬˝÷ÎÁÃÁ÷— ´§Á·Á÷— ß«K— SÃÈàÿ—– Ÿ ∑§fl‹¢ ¬È⁄UÊÃŸÒ⁄Ufl,
ŸÍÃŸÒ— ßŒÊŸËãÃŸÒ⁄US◊ÊÁ÷⁄UÁ¬ SÃÈàÿ—– ∞ÃÒ— •ÁÇŸ— ¬ÍÁ¡Ã— ‚Ÿ˜ ŒflÊŸ˜ „UÁfl÷Ȩ̀¡— ß„U ÿôÊ •Ê
flˇÊÁÃ •Êfl„UÃÈ ßàÿÕ¸—–

flÒÿÊ∑§⁄UáÊË Á≈Uå¬áÊË

¬ÍfļÁ÷—- ¬ÍflÒ̧— ßàÿÕ¸—– •òÊ ’„ÈU‹¢ ¿UãŒÁ‚ ßÁÃ ‚ÍòÊáÊ Á÷‚ ∞Ò‚ÊŒ‡ÊÊ÷Êfl—–

ŒflÊ° ∞„U- ŒflÊŸ˜ •Ê ß„U ßÁÃ ‚ÁãœÁflë¿UŒ—– ŒflÊŸ˜ ßÁÃ ¬ŒSÿ Ÿ∑§Ê⁄USÿ ‚¢Á„UÃÊÿÊ¢ “ŒËœ¸ÊŒÁ≈U
‚◊ÊŸ¬ÊŒ ßÁÃ L§àfl◊˜– •òÊÊŸÈŸÊÁ‚∑§— ßàÿŸÈflÎûÊı •ÊÃÙ˘Á≈U ÁŸàÿ◊˜ ßàÿÊ∑§Ê⁄U— ‚ÊŸÈŸÊÁ‚∑§—–

Check Your Progress :

1. Write notes on the following sacrificial terms

ÁflÁŸÿÙª—, ¬˝ÊÃ⁄UŸÈflÊ∑§—, •ÊœÊŸ◊˜, ¬fl◊ÊŸÁc≈—U, •ŸÈflÊÄÿÊ, •ÇŸË·Ù◊¬˝áÊÿŸ◊˜–

2. Explain the following mantra according to Sa–yan∏abha–s∏ya citing the seer,

    deity, metre and its application.

•ÁÇŸ„UÙ¸Ã
|

Ê ∑†§Áfl∑
|

˝§ÃÈ—

‚àÿÁ‡øòÊüÊflSÃ◊—–

ŒflÙ ŒflÁ÷⁄UÊ ª
|

◊Ã˜H

3. Write a note on the characteristic features of Agni as noted in the Agnis

u

kta

    (1.1) of the R∏gveda.

4. Write grammatical notes on the following words

ß¸†›†, ¬Ífl
|

¸Á÷—, fl†ˇÊ†ÁÃ†, •†‡Ÿ†fl†Ã˜, ª†◊†Ã˜, ß†◊†Á‚†

Su–ryasu–kta (Man∏d∏ala 1, Su–kta 115)

2.6 The Sam
.

hita– pa– tha and the Padapa– t∏ha of Each Mantra : (1.115)

´§∑˜ ‚¢Á„UÃÊ

¬˝Õ◊¢ ◊á«U‹◊˜

¬ÜøŒ‡ÊÊÁœ∑Ò§∑§‡ÊÃÃ◊¢ ‚ÍQ ◊˜

∑È§Ã˜‚— ´§Á·—  ‚ÍÿÙ¸ ŒflÃÊ  ÁòÊc≈ÈU¬˜ ¿UãŒ—
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´§∑§-1

‚¢Á„UÃÊ¬Ê∆U—   ¬Œ¬Ê∆U—

ÁøòÊ¢ ŒflÊŸÊ◊ÈŒ
|

ªÊŒŸË∑¢§ ÁøòÊ◊˜  ŒflÊŸ
|

Ê◊˜  ©UÃ˜  •† ª†ÊÃ˜ •Ÿ
|

Ë∑§◊˜

øˇÊ
|

ÈÁ◊¸òÊSÿ flL§
|

áÊSÿÊÇŸ—– øˇ
|

ÊÈ—  Á◊òÊSÿ
|

  flL
|

§áÊSÿ  •ÇŸ—

•Ê¬˝Ê lÊfl
|

Ê¬ÎÁÕ†flË •ãÃÁ
|

⁄UˇÊ¢ •Ê  •†¬†̋Ê—  lÊfl
|

Ê¬ÎÁÕflË ßÁÃ
|

  •ãÃÁ⁄
|

UˇÊ◊˜

‚Í
|

ÿ¸ •Êà◊Ê ¡ª
|

ÃSÃSÕÈ·
|

‡øH 1H ‚Íÿ¸
|

—  •Êà◊Ê  ¡ª
|

Ã—  ÃSÕÈ·
|

—  øH 1H

´§∑˜§-2

‚ÍÿÙ
|

¸ ŒflË◊È·‚¢ ⁄UÙø
|

◊ÊŸÊ¢ ‚Í
|

ÿ¸—  ŒflË◊˜  ©U·‚
|

◊˜  ⁄UÙø
|

◊ÊŸÊ◊˜

◊ÿÙ¸ Ÿ ÿÙ·
|

Ê◊èÿ
|

ÁÃ ¬‡øÊÃ˜– ◊ÿ
|

¸—  Ÿ  ÿÙ·
|

Ê◊˜  •Á÷  ∞ÁÃ  ¬‡øÊÃ˜

ÿòÊÊ Ÿ⁄UÙ
|

 ŒflÿãÃÙ
|

 ÿÈªÊÁ
|

Ÿ ÿò
|

Ê  Ÿ⁄
|

U—  Œ†fl†̆ ÿã
|

Ã—  ÿÈ†ªÊÁ
|

Ÿ

ÁflÃãflÃ ¬˝ÁÃ
|

 ÷º˝Êÿ
|

 ÷º˝◊˜H 2H Áfl˘ÃãflÃ  ¬˝ÁÃ
|

 ÷º˝Êÿ
|

 ÷º˝◊˜H 2H

´§∑˜ -3

÷º˝Ê •‡
|

flÊ „UÁ⁄UÃ— ‚Íÿ
|

¸Sÿ ÷º˝Ê—  •‡
|

flÊ—  „UÁ⁄UÃ
|

—  ‚Íÿ
|

¸Sÿ

ÁøòÊÊ ∞Ã
|

ÇflÊ •ŸÈ†◊Êl
|

Ê‚—– ÁøòÊÊ—  ∞Ã
|

˘ÇflÊ—  •†ŸÈ†˘◊Êl
|

Ê‚—

Ÿ†◊†SÿãÃÙ ÁŒfl •Ê ¬Î†c∆U◊
|

SÕÈ†— Ÿ†◊†SÿãÃ
|

—  ÁŒfl—  •Ê  ¬Îc∆U◊˜  •SÕÈ—

¬Á⁄U lÊfl
|

Ê¬ÎÁÕflË ÿ
|

ÁãÃ ‚l—H 3H ¬Á⁄
|

U  lÊfl
|

Ê¬ÎÁÕflË ßÁÃ
|

  ÿÁãÃ  ‚l—H 3H

´§∑˜§-4

ÃÃ˜ ‚Íÿ
|

¸Sÿ Œflàfl¢ Ãã◊
|

Á„Uàfl¢ ÃÃ˜  ‚Íÿ
|

¸Sÿ  Œ†fl†˘àfl◊˜  ÃÃ˜  ◊Á„U˘àfl◊˜

◊äÿÊ ∑§ÃÙ¸Áfl¸Ã
|

Ã¢ ‚¢ ¡
|

÷Ê⁄U– ◊äÿÊ  ∑§Ã
|

Ù¸—  Áfl˘Ã
|

Ã◊˜  ‚◊˜  ¡†÷†Ê⁄U

ÿŒŒÿ
|

ÈQ  „UÁ⁄UÃ
|

— ‚œSÕÊŒ˜ ÿŒÊ  ßÃ˜  •ÿ
|

ÈQ   „†UÁ⁄UÃ
|

—  ‚œ˘SÕ
|

ÊÃ˜

•Êº˝ÊòÊË flÊ‚
|

SÃŸÈÃ Á‚◊S
|

◊ÒH 4H •ÊÃ˜  ⁄UÊòÊË
|

  flÊ‚
|

—  Ã†ŸÈ†Ã†  Á‚◊S
|

◊ÒH 4H

´§∑˜ -5

ÃÁã◊òÊSÿ flL
|

§áÊSÿÊÁ÷øˇÊ ÃÃ˜  Á◊òÊS
|

ÿ  flL
|

§áÊSÿ  •Á÷˘øˇÊ
|



‚Íÿ
|

Ê¸ M§¬¢ ∑
|

Î§áÊÈÃ lÙL§¬SÕ
|

– ‚Íÿ
|

¸—  M§¬◊˜  ∑Î†§áÊ†ÈÃ†  lÙ—  ©U¬˘SÕ
|

•†Ÿ†ãÃ◊ãÿº˝È‡
|

ÊŒSÿ ¬Ê¡
|

— •†Ÿ†ãÃ◊˜  •ãÿÃ˜  L§‡
|

ÊÃ˜  •Sÿ  ¬Ê¡
|

—

∑Î§†cáÊ◊ãÿŒ˜„UÁ⁄UÃ— ‚¢ ÷
|

⁄UÁãÃH 5H ∑Î§†cáÊ◊̃  •ãÿÃ̃  „UÁ⁄UÃ
|

—  ‚◊̃  ÷†⁄UÁ†ãÃH 5H
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´§∑˜§-6

•lÊ Œ
|

flÊ ©UÁŒ
|

ÃÊ ‚Íÿ
|

¸Sÿ •l  ŒflÊ—  ©UÃ˜˘ß
|

ÃÊ  ‚Íÿ
|

¸Sÿ–

ÁŸ⁄¢U„
|

U‚— Á¬¬ÎÃÊ ÁŸ⁄
|

UfllÊÃ˜– ÁŸ—  •¢„
|

U‚—  Á¬†¬†ÎÃ  ÁŸ—  •†fl†lÊÃ˜–

ÃãŸÙ
|

 Á◊òÊÙ flL
|

§áÊÙ ◊Ê◊„UãÃÊ- ÃÃ˜  Ÿ—  Á◊òÊ—  flL
|

§áÊ—  ◊†◊†„UãÃ†Ê◊˜–

◊ÁŒ
|

ÁÃ— Á‚ãœ
|

È— ¬ÎÁÕflË ©UÃ lı—H 6H •ÁŒ
|

ÁÃ—  Á‚ã
|

œÈ—  ¬ÎÁÕflË  ©UÃ  lÊÒ—H 6H

2.7 Prose-order and Translation of the Mantras : (1.115)

1. ŒflÊŸÊ◊˜ •ŸË∑§◊˜ ÁøòÊ◊˜ ©UŒªÊÃ˜– Á◊òÊSÿ flL§áÊSÿ •ÇŸ— øˇÊÈ— lÊflÊ¬ÎÁÕflË •ãÃÁ⁄UˇÊ◊˜
•Ê¬˝Ê—– ‚Íÿ¸— ¡ªÃ— ÃSÕÈ·— ø •Êà◊Ê–

The wonderful (orb of the sun), the halo of light has arrived (in the

rising hill). The sun which is the eye of Mitra, Varun∏a and Agni, having risen

has mounted the earth and the sky. The sun is the soul of all that moves and

that which stands.

2. ◊ÿ¸— ÿÙ·Ê◊˜ Ÿ ‚Íÿ¸— ŒflË◊˜ ⁄UÙø◊ÊŸÊ◊˜ ©U·‚◊˜ ¬‡øÊÃ˜ •èÿÁÃ– ÿòÊ ŒflÿãÃ— Ÿ⁄U— ÿÈªÊÁŸ
ÁflÃãflÃ (Ã◊˜) ÷º˝◊˜ ¬˝ÁÃ ÷º˝Êÿ (SÃÈ◊—)–

The sun follows the refulgent goddess Us∏as as a young man follows a maiden.

(Aroused by the sun) men who are willing to offer prayer to the god, perform

their religious activities. We adore the gracious god for our well-being.

3. ‚Íÿ¸Sÿ ÷º˝Ê— „UÁ⁄UÃ— ÁøòÊÊ— •ŸÈ◊ÊlÊ‚— •‡flÊ— ∞ÃÇflÊ— •‡flÊ— Ÿ◊SÿãÃ— (‚ãÃ—) ÁŒfl—
¬Îc∆U◊˜ •Ê •SÕÈ— (ø) lÊflÊ¬ÎÁÕflË ‚l— ¬Á⁄UÿÁãÃ–

The bay steeds of the sun, which are agreeable to all, swift, colourful, to be

adored by all and far-moving, having been worshipped, have ascended the

atmospheric region. And in one day they traverse heaven and earth.

4. ‚Íÿ¸Sÿ ÃÃ˜ Œflàfl◊˜ ÃÃ˜ ◊Á„Uàfl◊˜ ÿÃ˜ ∑§ÃÙ¸— ◊äÿÊ ÁflÃÃ◊˜ ‚◊˜ ¡÷Ê⁄U– ÿŒÊ ßÃ˜ „UÁ⁄UÃ—
‚œSÕÊÃ˜ •UÿÈQ  •ÊÃ˜ ⁄UÊòÊË flÊ‚— Á‚◊S◊Ò ÃŸÈÃ–

This is the divinity, this is the greatness of the sun that he has withdrawn

the vast sheet of light, in the midst of the work unfinished. As soon as

he has yoked his horses from their station, night spreads her garment

over all.

5. ÃÃ˜ Á◊òÊSÿ flL§áÊSÿ •Á÷øˇÊ lÙ— ©U¬SÕ ‚Íÿ¸— M§¬¢ ∑Î§áÊÈÃ– (•Sÿ) „UÁ⁄UÃ— •ŸãÃ◊˜
L§‡ÊÃ˜ ¬Ê¡— •ãÿÃ˜ (Ã¡—) ‚◊˜ ÷⁄UÁãÃ, ∑Î§cáÊ◊˜ (•ãÿÃ˜)–

The sun assumes this form in the lap of the sky so that Mitra and Varun∏a

can behold it. One form of his steeds is endless strong white light and the

other, the dark one.

6. („U) ŒflÊ—, •l ‚Íÿ¸Sÿ ©UÁŒÃÊ •¢„U‚— ÁŸ⁄UfllÊÃ˜ ÁŸ— Á¬¬ÎÃ– Á◊òÊ— flL§áÊ— •ÁŒÁÃ—
Á‚ãœÈ— ¬ÎÁÕflË lı— ©UÃ ◊◊„UãÃÊ◊˜–
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Oh the shining rays of the sun! at the rise of the sun, guard us against trouble

and blame. This may Mitra, Varun∏a, Aditi, the sea, the earth and the heaven

grant us.

2.8 Select Portions of the Sa–yan∏ abha–s∏ ya on Each Mantra (1.115) and Its

Expositions with Some Grammatical Notes and Model Explanation :

´§∑˜ -1

‚ÊÿáÊ÷Êcÿ◊˜-

ÁøòÊÁ◊ÁÃ ·«ÎUø¢ Œ‡Ê◊¢ ‚ÍQ¢  ∑È§Ã˜‚SÿÊ·Z òÊÒc≈ÈU÷¢ ‚Íÿ¸ŒflÃÊ∑§◊˜– ÃÕÊ øÊŸÈ∑˝§ÊãÃ◊˜- “ÁøòÊ¢ ·≈U˜
‚ıÿ¸◊˜” ßÁÃ– •ÊÁ‡flŸ‡ÊSòÊ ‚ÍÿÙ¸ŒÿÊŒÍäflZ ‚ıÿ¸ÊÁáÊ ‚ÍQ ÊÁŸ ‡Ê¢‚ŸËÿÊÁŸ– ÃòÊŒ¢ ‚ÍQ¢  ‡Ê¢‚ŸËÿ◊˜–

ŒflÊŸÊ¢ ŒË√ÿãÃËÁÃ ŒflÊ ⁄U‡◊ÿSÃ·Ê◊˜– •ŸË∑¢§ ‚◊Í„UM§¬¢ ÁøòÊ◊˜ •Ê‡øÿ¸∑§⁄¢U ‚Íÿ¸Sÿ ◊á«U‹◊˜
©UŒªÊÃ˜ ©UŒÿÊø‹¢ ¬˝ÊåÃ◊Ê‚ËÃ˜– ∑§ËŒÎ‡Ê◊˜? Á◊òÊSÿ flL§áÊSÿ •ÇŸ— ø– ©U¬‹ˇÊáÊ◊ÃÃ˜–
ÃŒÈ¬‹ÁˇÊÃÊŸÊ¢ ¡ªÃÊ¢ øˇÊÈ— ¬˝∑§Ê‡Ê∑§◊˜, øˇÊÈÁ⁄UÁãº˝ÿSÕÊŸËÿ¢ flÊ– ©UŒÿ¢ ¬˝Êåÿ ø lÊflÊ¬ÎÁÕflË ÁŒfl¢
¬ÎÁÕflË◊ãÃÁ⁄UˇÊ¢ ø •Ê¬˝Ê—– Sfl∑§ËÿŸ Ã¡‚Ê •Ê ‚◊ãÃÊÃ˜ •¬Í⁄UÿÃ˜– ‚Íÿ¸— •ãÃÿ¸ÊÁ◊ÃÿÊ ‚fl¸Sÿ
¬̋⁄U∑§— ¬⁄U◊Êà◊Ê ¡ªÃ— ¡X◊Sÿ ÃSÕÈ·— SÕÊfl⁄USÿ ø •Êà◊Ê SflM§¬÷ÍÃ—– ‚ Á„U ‚fl¸Sÿ
SÕÊfl⁄U¡X◊Êà◊∑§Sÿ ∑§Êÿ¸flª¸Sÿ ∑§Ê⁄UáÊ◊˜– ÿmÊ SÕÊfl⁄U¡X◊Êà◊∑§Sÿ ‚fl¸Sÿ ¬˝ÊÁáÊ¡ÊÃSÿ
¡ËflÊà◊Ê– ©UÁŒÃ Á„U ‚Íÿ̧ ◊ÎÃ¬˝Êÿ¢ ‚flZ ¡ªÃ˜ ¬ÈŸ‡øÃŸÿÈQ¢  ‚ŒÈ¬‹èÿÃ– ÃÕÊ ø üÊÍÿÃ-“ÿÙ˘‚ı
Ã¬ãŸÈŒÁÃ ‚ ‚fl¸·Ê¢ ÷ÍÃÊŸÊ¢ ¬˝ÊáÊÊŸÊŒÊÿÙŒÁÃ” (ÃÒ. •Ê. 1.14.1)–

Exposition :

The su–kta beginning with ÁøòÊ¢ ŒflÊŸÊ◊̃... etc., consists of six řks and it is the tenth

su–kta in the sixteenth anuvaka of the first manˇdǎla of the Rǧveda. Here the

seer is Kutsa, the metre is Trisťˇubh and the deity is Su–rya. It is stated in the

Anukramanǐk

a

 – ‘The su–kta beginning with the word ÁøòÊ◊˜ comprises six rǩs

and the deity is Su–rya.’ In the A
–
s«vinas«astra, a few Řgvedic hymns addressed to

the god Su–rya are to be recited immediately after the sun has risen and there the

hymn ÁøòÊ¢ ŒflÊŸÊ◊˜ etc., is to be recited.

The word deva in the mantra refers to the sun-rays and it is derived from

d1
–v, to shine. Dev

a

n

a

m an1
–kam means the halo of light surrounding the

sun, i.e. the orb of the sun which appears wonderful as it arrives at the

rising hill. The sun is the eye of Mitra, Varunǎ  and Agni. Thereby it is

implied that the sun is the eye of the whole universe, i.e. he is the illuminator

of all the objects. Or the word caksˇus in the mantra, may directly mean the

eye, an organ of sense. He has the power of seeing and witnessing all and

thus, he is the beholder of all. Having risen, the sun, by means of his rays mounts

the heaven, the earth and the sky. He is the soul of all that moves and that which

stands, as he pervades in all. He is invariably antecedent to the creation of the

earth, i.e. he is the generative cause of the whole universe. He is the inner soul of

all moveable and immoveable things. The rising of the sun acts as a stimulative

power to the living beings. It is stated in the Taittir1
–

y

a

rany̌aka (1.14.1) that as
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soon as he rises in the sky he bestows life on each creature. Thus, he is the

stimulator of the world order.

Stop to Consider :

A
–
s«vinas«astra is the last s«astra of the Atir

a

tra type of the Soma sacrifice

which is performed during the day and overnight. Twenty-nine s«astras and

equal number of stotras are to be recited during its performance. Three kratus,

viz. A
–
gneyakratu, Us ˇasyakratu and A

–
s«vinakratu are also performed.

A
–
s«vinas«astra is the twenty-ninth s«astra in this sacrifice.

SAQ :

1. How many r∏ks are there in the Su–ryasu–kta (1.115)?

..................................................................................................................

..................................................................................................................

..................................................................................................................

2. Who is the seer of the Su–ryasu–kta (1.115) and name the metre in which it

is composed?

..................................................................................................................

..................................................................................................................

..................................................................................................................

3. What is the viniyoga of the Su–ryasu–kta (1.115) ?

..................................................................................................................

..................................................................................................................

..................................................................................................................

4. What is an A
–
s«vinas«astra?

..................................................................................................................

..................................................................................................................

..................................................................................................................
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´§∑˜ -2

‚ÊÿáÊ÷Êcÿ◊˜-

‚ÍÿÙ¸ ŒflË¢§ ŒÊŸÊÁŒªÈáÊÿÈQ Ê¢ ⁄UÙø◊ÊŸÊ¢ ŒËåÿ◊ÊŸÊ◊˜ ©U·‚¢ ¬‡øÊŒèÿÁÃ ©U·‚— ¬˝ÊŒÈ÷Ê¸flÊŸãÃ⁄¢U
ÃÊ◊ÊÁ÷‹ˇÿÊªë¿UÁÃ– ÃòÊ ŒÎc≈UÊãÃ—- ◊ÿÙ¸ Ÿ ÿÙ·Ê◊˜– ÿÕÊ ∑§Á‡øŸ˜◊ŸÈcÿ— ‡ÊÙ÷ŸÊflÿflÊ¢ ªë¿UãÃË¥
ÿÈflÁÃ¢ ÁSòÊÿ¢ ‚ÃÃ◊ŸÈªë¿UÁÃ ÃmÃ˜– ÿòÊ ÿSÿÊ◊È·Á‚ ¡ÊÃÊÿÊ¢ ŒflÿãÃ— Œfl¢ lÙÃ◊ÊŸ¢ ‚ÍÿZ
ÿc≈ÈUÁ◊ë¿UãÃÙ Ÿ⁄U— ÿôÊSÿ ŸÃÊ⁄UÙ ÿ¡◊ÊŸÊ—– ÿÈªÊÁŸ– ÿÈª‡ÊéŒ— ∑§Ê‹flÊøË– ÃŸ ø ÃòÊ ∑§Ã¸√ÿÊÁŸ
∑§◊¸ÊÁáÊ ‹ˇÿãÃ ÿÕÊ Œ‡Ê¸¬ÍáÊ¸◊Ê‚ÊÁflÁÃ– •ÁÇŸ„UÙòÊÊŒËÁŸ ∑§◊¸ÊÁáÊ– ÁflÃãflÃ ÁflSÃÊ⁄UÿÁãÃ– ∞fl¢Áflœ¢
÷º¢̋ ∑§ÀÿÊáÊ¢ ‚ÍÿZ ¬˝ÁÃ ÷º˝Êÿ ∑§ÀÿÊáÊM§¬Êÿ ∑§◊¸»§‹Êÿ SÃÈ◊ ßÁÃ ‡Ê·—–

Exposition :

Here Su–rya is depicted as the lover of goddess Ušas, the Dawn. Ušas is depicted

as a young woman due to her beauty. The sun is said to have followed Ušas, the

resplendent deity, as a mortal wooer follows a graceful lady. The sun always

appears in the sky, after the dawn has set in and thus, Us ˇas is closely related

to the sun. As the goddess Us ˇas appears in the sky, the devotees of

Su–rya perform the sacrifices like Agnihotra, Dars«apu–rňama–sa etc. The term

yuga generally means time, i.e. an age of the world. Here the word conveys the

sense of periodical performances relating to the sacrifice such as

Dars«apu–rňamaasssa, Agnihotra etc., as these are performed in time by the sacrificers.

Su–rya is conceived as propitious to all and for every kind of well-being that is

attained from the sacrificial performances, the devotees adore the sun-god.

´§∑˜ -3

‚ÊÿáÊ÷Êcÿ◊˜-

÷º˝Ê— ∑§ÀÿÊáÊÊ—– •‡flÊ ∞ÃÇflÊ ßàÿÃŒÈ÷ÿ◊‡flŸÊ◊– ÃòÊÒ∑¢§ Á∑˝§ÿÊ¬⁄¢U ÿÙ¡ŸËÿ◊˜– •‡flÊ—
ÃÈ⁄UªÊ √ÿÊ¬Ÿ‡ÊË‹Ê flÊ „UÁ⁄UÃ— „UÃ¸Ê⁄U— ÁøòÊÊ— ÁflÁøòÊÊflÿflÊ— •ŸÈ◊ÊlÊ‚— •ŸÈ∑˝§◊áÊ ‚flÒ̧— SÃÈàÿÊ—
◊ÊŒŸËÿÊ—– ∞fl¢ê÷ÍÃÊ— ‚Íÿ¸Sÿ ∞ÃÇflÊ— •‡flÊ—– ÿmÊ ∞Ã¢ ªãÃ√ÿ¢ ◊ÊªZ ªãÃÊ⁄UÙ˘‡flÊ—– ∞Ã¢ ‡Ê’‹fláÊZ
flÊ ¬˝Ê¬˝ÈflãÃÙ˘‡flÊ Ÿ◊SÿãÃ— •S◊ÊÁ÷Ÿ¸◊Sÿ◊ÊŸÊ— ‚ãÃÙ ÁŒfl— •ãÃÁ⁄UˇÊSÿ ¬Îc∆U◊˜ ©U¬Á⁄U¬˝Œ‡Ê◊˜
•Ê •SÕÈ— •ÊÁÃc∆UÁãÃ ¬˝ÊåŸÈflÁãÃ– ÿmÊ „UÁ⁄UÃÙ ⁄U‚„U⁄UáÊ‡ÊË‹Ê ⁄U‡◊ÿÙ ÁŒfl— ¬Îc∆¢U Ÿ÷—SÕ‹◊˜
•ÊÁÃc∆UÁãÃ– •ÊSÕÊÿ ø lÊflÊ¬ÎÁÕflË lÊflÊ¬ÎÁÕ√ÿı ‚l— ÃŒÊŸË◊fl ∞∑§ŸÊqÊ ¬Á⁄UÿÁãÃ ¬Á⁄UÃÙ
ªë¿UÁãÃ √ÿÊåŸÈflãÃËàÿÕ¸—–

Exposition :

Su–rya’s car has been described in many Vedic passages. It is often stated

that it is drawn by an indefinite number of steeds. Actually, these steeds are

his rays. The sun-rays cover the whole world after its rising in the sky. As the

sun-rays are extended to all the regions of the earth, they are called as«vaah∏,

i.e. all-pervading. Here the root is as«, to pervade. These are agreeable to all–

bhadraa h∏ . Su–rya’s steeds are called haritah∏ , i.e. swift-moving. These are

colourful– citraa h∏  and to be adored by all – anuma–dya–sah∏ . As the sun-rays

cover at once the whole world, these are called etagva–h∏ . The word etagva–h∏
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may also mean variegated, i.e. colourful. These rays are always worshipped by

his devotees. They, at once, ascend the atmospheric region after the sun has

risen. The sun-rays are capable of absorbing the water from the earth. The rays

of the sun descend into the earth and rise again to the atmospheric region with the

moisture which they have absorbed from the earth. Thereafter, they traverse the

heaven and earth in one day.

´§∑˜ -4

‚ÊÿáÊ÷Êcÿ◊˜-

‚Íÿ¸Sÿ ‚fl¸¬˝⁄U∑§SÿÊÁŒàÿSÿ ÃŒ˜ Œflàfl◊˜ ß¸‡fl⁄Uàfl¢ SflÊÃãòÿÁ◊ÁÃ ÿÊflÃ˜– ◊Á„Uàfl◊˜ ◊„Uûfl¢
◊Ê„UÊàêÿÜø ÃŒfl– ÿÃ˜ ∑§ÃÙ¸—– ∑§◊¸ŸÊ◊ÒÃÃ˜– ¬˝Ê⁄UéœÊ¬Á⁄U‚◊ÊåÃSÿ ∑Î§cÿÊÁŒ‹ˇÊáÊSÿ ∑§◊¸áÊÙ
◊äÿÊ ◊äÿ •¬Á⁄U‚◊ÊåÃ ∞fl ÃÁS◊Ÿ˜ ∑§◊¸ÁáÊ, ÁflÃÃ¢ ÁflSÃËáÊZ Sfl∑§Ëÿ¢ ⁄UÁ‡◊¡Ê‹◊˜ •SÃ¢ ªë¿UŸ˜
‚Íÿ̧— ‚¢¡÷Ê⁄U •S◊ÊÀ‹Ù∑§ÊÃ̃ SflÊà◊ãÿÈ¬‚¢„U⁄UÁÃ– ∑§◊̧∑§⁄U‡ø ¬̋flÎûÊ¢ ∑§◊̧Ê¬Á⁄U‚◊ÊåÃ◊fl Áfl‚Î¡àÿSÃ¢
ÿÊãÃ¢ ‚ÍÿZ ŒÎ¶Ê– ß¸ŒÎ‡Ê¢ SflÊÃãòÿ¢ ◊Á„U◊Ê ø ‚Íÿ¸√ÿÁÃÁ⁄UQ Sÿ ∑§SÿÊÁSÃ? Ÿ ∑§SÿÊÁ¬– ‚Íÿ¸ ∞flŒÎ‡Ê¢
SflÊÃãòÿ¢ ◊Á„U◊ÊŸ¢ øÊflªÊ„Ã– ÿŒÊ ßÃ˜ ÿÁS◊ãŸfl ∑§Ê‹ „UÁ⁄UÃ— Sfl⁄U‡◊ËŸ˜ ‚œSÕÊÃ˜ •S◊ÊÃ˜
¬ÊÁÕ¸flÊÀ‹Ê∑§ÊÃ˜ •ÊŒÊÿ •ÿÈQ  •ãÿòÊ ‚¢ÿÈQ ÊŸ˜ ∑§⁄UÙÁÃ, •ÊÃ˜ •ŸãÃ⁄U◊fl ⁄UÊòÊË ÁŸ‡ÊÊ flÊ‚—
•Êë¿UÊŒÁÿÃÎ Ã◊— Á‚◊S◊Ò ‚fl¸ÁS◊Ÿ˜ ‹Ù∑§ ÃŸÈÃ ÁflSÃÊ⁄UÿÁÃ–

Exposition :

S

u

rya is called so as he is the impeller of all. He urges everyone into action at the

daybreak. This is his divinity, i.e. he is always free-at-will and this is his greatness

that the sun takes away in him the vast sheet of light in the evening and the

cultivator and others have to desist from their works, though unfinished. Everyone

is bound to leave their works incomplete seeing the setting sun. Nobody can

enjoy such power and greatness except the sun. Only the sun can avail of this

great power. The sun, by that time, spreads out his rays in other sphere and the

night immediately envelops the whole region with darkness. It is the purport of

the poet that as soon as the sun disconnects the bright day from all, the night

immediately spreads out her garmeant, i.e. darkness for all.

´§∑˜ -4

‚ÊÿáÊ÷Êcÿ◊˜-

ÃÃ˜ ÃŒÊŸË◊˜ ©UŒÿ‚◊ÿ Á◊òÊSÿ flL§áÊSÿ ∞ÃŒÈ÷ÿÙ¬‹ÁˇÊÃSÿ ‚fl¸Sÿ ¡ªÃ— •Á÷øˇÊ
•ÊÁ÷◊ÈÈÅÿŸ ¬˝∑§Ê‡ÊŸÊÿ lÙ— Ÿ÷‚ ©U¬SÕ ©U¬SÕÊŸ ◊äÿ ‚Íÿ¸— ‚fl¸Sÿ ¬̋⁄U∑§— ‚ÁflÃÊ M§¬¢
‚fl¸Sÿ ÁŸM§¬∑¢§ ¬˝∑§Ê‡Ê∑¢§ Ã¡— ∑Î§áÊÈÃ ∑§⁄UÙÁÃ– •Á¬ ø •Sÿ ‚Íÿ¸Sÿ „UÁ⁄UÃ— ⁄U‚„U⁄UáÊ‡ÊË‹Ê
⁄U‡◊ÿÙ •ŸãÃ◊˜ •fl‚ÊŸ⁄UÁ„UÃ¢ ∑Î§Ã˜SŸSÿ ¡ªÃÙ √ÿÊ¬∑¢§ L§‡ÊÃ˜ ŒËåÿ◊ÊŸ¢ ‡flÃfláÊZ ¬Ê¡—–
’‹ÿÈQ ◊˜, •ÁÃ’‹SÿÊÁ¬ ŸÒ‡ÊSÿ Ã◊‚Ù ÁŸflÊ⁄UáÊ ‚◊Õ¸◊˜– ÃÕÊ ∑Î§cáÊ¢ ∑Î§cáÊfláÊ¸◊˜ •ãÿÃ˜ Ã◊—
Sfl∑§ËÿÊ¬ª◊ŸŸ ⁄UÊòÊı– ÿSÿ ⁄U‡◊ÿÙ˘åÿfl¢ ∑È§fl¸ÁãÃ Á∑§◊È flQ √ÿ¢ ÃSÿ ◊Ê„UÊàêÿÁ◊ÁÃ ‚Íÿ¸Sÿ
SÃÈÁÃ—–
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Exposition :

The sun, at the time of rising, manifests his form in the lap of the sky, so that Mitra

and Varun∏a can see it, i.e. for the sight of the whole world. The rays of the sun are

called haritah∏  as they are capable of drawing the water-vapour from the earth.

The rays bear together two forms, one form is endless white light  and the other

is the dark one. The white rays are endless as they pervade the whole world.

These are shining– rus«at and strong – p

a

jah∏ , as they are capable of driving the

darkness of the night. The sun-rays together bear the dark form which prevails at

night. Here the sun is indirectly praised as the great divinity through the glorification

of his rays.

´§∑˜ -6

‚ÊÿáÊ÷Êcÿ◊˜

„ ŒflÊ— lÙÃ◊ÊŸÊ— ‚Íÿ¸⁄U‡◊ÿ—, •l •ÁS◊Ÿ˜ ∑§Ê‹ ‚Íÿ¸Sÿ •ÊÁŒàÿSÿ ©UÁŒÃÊ ©UÁŒÃı ©UŒÿ
‚ÁÃ ßÃSÃÃÙ ¬˝‚⁄UãÃÙ ÿÈÿ◊S◊ÊŸ˜ •¢„U‚— ¬Ê¬ÊÃ˜ ÁŸÁc¬¬ÎÃ ÁŸc∑Î§cÿ ¬Ê‹ÿÃ– ÿÁŒŒ◊S◊ÊÁ÷L§Q¢
Ÿ— •S◊ŒËÿ¢ ÃÁã◊òÊÊŒÿ— ·«˜U ŒflÃÊ— ◊◊„UãÃÊ◊˜ ¬Í¡ÿãÃÈ •ŸÈ◊ãÿãÃÊ◊˜ ⁄UˇÊÁãàflÁÃ ÿÊflÃ˜– Á◊òÊ—
¬˝◊ËÃSòÊÊÿ∑§Ù˘„U⁄UÁ÷◊ÊŸË Œfl— flL§áÊ— •ÁŸc≈UÊŸÊ¢ ÁŸflÊ⁄UÁÿÃÊ ⁄UÊòÿÁ÷◊ÊŸË– •ÁŒÁÃ—
•πá«UŸËÿÊŒËŸÊ flÊ Œfl◊ÊÃÊ– Á‚ãœÈ— SÿãŒŸ‡ÊË‹ÙŒ∑§ÊÁ÷◊ÊÁŸŸË ŒflÃÊ– ¬ÎÁÕflË
÷Í‹Ù∑§SÿÊÁœc∆UÊòÊË lı— lÈ‹Ù∑§Sÿ–

Exposition :

The shining rays of the sun are addressed as deva–h ̌in the mantra. The rays are

invoked to guard the devotees of Su–rya aginst distress and blemishes. Along

with the sun-rays, Mitra, Varuňa, Aditi, the sea, the earth and the heaven are also

entreated to protect them always from any kind of misfortune that might befall on

them. Mitra is called so because he preserves all form destruction. He is the sun-

god presiding over the day. Varunǎ is the nocturnal sun and he is praised in the

Vedas to ward off evil of his devotees. Aditi is devam

a

t

a

, i.e. the mother of the

gods. Aditi means akhan∏d∏an1
–

y

a

 or ad1
–

n

a

, i.e unimpaired, i.e. one who does

not perish at all. Here the  root is d1
–

, to die, to perish. The sea is the presiding

deity of water. Pr∏thivi is the earth-goddess of heaven. These gods and goddesses

are propitiated to avert the evils of their devotees.

Stop to Consider :

The sun is worshipped under various names and forms in the Vedic texts. The

different positions of the sun in the sky, such as the rising sun, the setting sun, the

nocturnal sun, the sun at the zenith also gave rise to the independent sun-gods.

Thus, Su
–
rya is the direct form of the atmospheric sun. Mitra is the sun-god of

the day. Varun∏a is the nocturnal sun. The other forms of the sun-gods, eulogised

in the Vedas are Savitr∏, Us∏as, Pu
–
s ∏an, Bhaga, the As «visns, Vis∏n∏u, Vivasvat etc.
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Grammatical Notes :

1. ©UŒ† †ª†ÊÃ˜ -Here the root is ©UÃ˜-ß, to rise, to go up and the from is in ‹Èæ˜U . ©UŒªÊÃ˜
means ©UŒÁÃ (the sense is in ‹≈Ũ ). In the Vedas, ‹Èæ̃U takes place in the sense of ‹≈̃U
by the rule ¿UãŒÁ‚ ‹Èæ˜U‹æ˜UÁ‹≈U— (3.4.6).

2. •Ê¬˝Ê— - •Ê +•¬˝Ê—–  The root is ¬˝Ê (the extended form of the root ¬Î), to fill and

the form is in ‹æ̃U , second person, singular number. The diversion of the person

(¬ÈL§·√ÿàÿÿ—) takes place by the rule ÁÃæU Ê¢ ÁÃæUÙ ÷flÁãÃ . The inflected  form should

be in third person, singular number as the subject of the verb (•Ê¬̋Ê—) is ‚Íÿ̧—.

3. ◊ÿ
|

¸— – The root is ◊Î , to die and the suffix is ÿÃ˜ . The word ◊ÿ¸— is formed

irregularly which is used only in the Vedas by the rule ¿UãŒÁ‚ ÁŸc≈UÄÿ¸Œfl„ÍUÿ
Æ
 ......

(3.1.123). The word ◊ÿ¸— is ud

a

tta on the first syllable by the rule ÿÃÙ˘ŸÊfl—
(6.1.213).

4. ©UÁŒ
|

ÃÊ  – The nominal stem is ©UÁŒÁÃ (©UÃ˜ - ß + ÁÄÃŸ˜). In seventh case-ending

the word should be ©UÁŒÃı. But in the Vedas «UÊ(•Ê) is substituted for seventh

case-ending and the word becomes ©UÁŒÃÊ   by the rule ‚È¬ ¢ Ê
‚È‹È∑§˜¬Ífl¸‚fláÊ¸Êë¿UÿÊ«UÊ«KÊÿÊ¡Ê‹— (7.1.39).

Model Explanation :

‚ÍÿÙ
|

¸ ŒflË◊È·‚¢ ⁄UÙø
|

◊ÊŸÊ¢

◊ÿÙ¸ Ÿ ÿÙ·
|

Ê◊èÿ
|

†ÁÃ ¬‡øÊÃ˜–

ÿòÊÊ Ÿ⁄UÙ
|

 ŒflÿãÃÙ
|

 ÿÈªÊÁ
|

Ÿ

ÁflÃãflÃ ¬˝ÁÃ
|

 ÷º˝Êÿ
|

 ÷º˝◊˜H

´§ª˜flŒËÿ¬˝Õ◊◊á«U‹Sÿ ‚Íÿ¸ŒflÃÊ∑§Sÿ ¬ÜøŒ‡ÊÊÁœ∑Ò§∑§‡ÊÃÃ◊‚ÍQ Sÿ ÁmÃËÿÊ ´§∑˜  ßÿ◊˜–
¬˝SÃÈÃ◊ãòÊSÿ ‚ÍÿÙ¸ ŒflÃÊ, ∑È§Ã˜‚— ´§Á·—, ÁòÊc≈ÈU¬˜  ¿UãŒ—- “øÃÈ‡øàflÊÁ⁄¢U‡ÊÃ˜ ÁòÊc≈UÈ’ˇÊ⁄UÊÁáÊ
øÃÈc¬ŒÊ– ∞∑§ÊŒ‡ÊÊˇÊ⁄ÒU— ¬ÊŒÒ—H” ßÁÃ Á„U ÃÀ‹ˇÊáÊÊÃ˜– •ÊÁ‡flŸ‡ÊSòÊ ‚ÍÿÙ¸ŒÿÊŒÍäflZ ‚ıÿ¸ÊÁáÊ
‚ÍQ ÊÁŸ ‡Ê¢‚ŸËÿÊÁŸ– Ãã◊äÿ ÁøòÊÁ◊ÁÃ ·«ÎUø¢ ‚ÍQ¢  ÁflÁŸÿÈQ ◊ÁSÃ– •SÿÊ— ´§øÙ˘Á¬ ÃòÊÒfl
ÁflÁŸÿÙªÙ ¡ÊÃ—–

◊ãòÊSÿ •ãflÿÙ ÿÕÊ-◊ÿ¸— ÿÙ·Ê◊˜ Ÿ ‚Íÿ¸— ŒflË◊˜ ⁄UÙø◊ÊŸÊ◊˜ ©U·‚◊˜ ¬‡øÊÃ˜ •èÿÁÃ– ÿòÊ
ŒflÿãÃ— Ÿ⁄U— ÿÈªÊÁŸ ÁflÃãflÃ (Ã◊˜) ÷º˝◊˜ ¬˝ÁÃ ÷º˝Êÿ (SÃÈ◊—)–

◊ãòÊ˘ÁS◊Ÿ˜ flÁáÊ¸Ã◊ÁSÃ ÿÃ˜ ‚Íÿ¸— ©U·—∑§Ê‹ ÿŒÊ •Ê∑§Ê‡Ê ¬˝ÊŒÈ÷¸flÁÃ ÃŒUÊ ŒflË¥ ©U·‚◊Á÷‹ˇÿÒfl
©UŒÁÃ ßÁÃ– ‚Ê ©U·Ê ŒflË ⁄UÙø◊ÊŸÊ ŒËåÿ◊ÊŸÊ ßàÿÕ¸—– ŒflË ßÁÃ ¬ŒSÿ •Õ¸SÃÊflÃ˜
ŒÊŸÊÁŒªÈáÊÿÈQ Ê– ÃòÊ ŒÎc≈UÊãÃÙ˘åÿÙ¬SÕÊåÿÃ- ÿÕÊ ∑§Á‡øÃ˜ ◊ŸÈcÿ— ‡ÊÙ÷ŸÊflÿflÊ¢ ªë¿UãÃË¥
ÁSòÊÿ¢ ‚ŒÊ •ŸÈªë¿UÁÃ ÃŒ˜flÃ˜ ‚ÍÿÙ¸˘Á¬ ŒËåÿ◊ÊŸÊ¢ ÃÊ¢ ŒflË◊ŸÈ‚Îàÿ •èÿÁÃ– ÃSÿÊ◊˜ ©U·Á‚
¡ÊÃÊÿÊ¢ Ã¢ ‚ÍÿZ ÿc≈ÈUÁ◊ë¿UãÃÙ ¡ŸÊ— ÿÕÊ∑§Ê‹¢ Œ‡Ê¸¬ÍáÊ¸◊Ê‚ı •ÁÇŸ„UÙòÊÊŒËÁŸ ø ∑§◊¸ÊÁáÊ ø
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ÁŸc¬ÊŒÿÁãÃ– Œfl— ‚Íÿ¸— ¡Ÿèÿ— ‚ŒÊ ∑§ÀÿÊáÊ◊fl ÁflŒœÊÁÃ- •Ã— ‚ ÷º˝ ßÁÃ SÃÍÿÃ–
∞fl¢ÁÔflœ¢ ∑§ÀÿÊáÊ¢ ÿÕÊ ‚Íÿ¸— ‚fl¸ŒÒfl ¬˝ÿë¿UÁÃ ÃÕÊ∑§⁄UáÊÊÿ ¡ŸÊ— ‚fl¸ ÿôÊÊÁŒ‚ê¬ÊŒŸŸ Ã¥
SÃÈflÁãÃ ßÁÃ–

Check Your Progress

1. Translate the following mantra into English :

‚ÍÿÙ
|

¸ ŒflË◊È·‚¢ ⁄UÙø
|

◊ÊŸÊ¢

◊ÿÙ¸ Ÿ ÿÙ·
|

Ê◊èÿ
|

ÁÃ ¬‡øÊÃ˜–

ÿòÊÊ Ÿ⁄UÙ
|

 ŒflÿãÃÙ
|

 ÿÈªÊÁ
|

Ÿ

ÁflÃãflÃ ¬˝ÁÃ
|

 ÷º˝Êÿ
|

 ÷º˝◊˜H

2. Explain the following mantra according to Sa–yan∏ abha–s∏ya citing the seer,

deity, metre and its application.

ÁøòÊ¢ ŒflÊŸÊ◊ÈŒ
|

ªÊŒŸË∑¢§

øˇÊ
|

ÈÁ◊¸òÊSÿ flL§
|

áÊSÿÊÇŸ—–

•Ê¬˝Ê lÊfl
|

Ê¬ÎÁÕflË •ãÃÁ
|

⁄UˇÊ¢

‚Í
|

ÿ¸ •Êà◊Ê ¡ª
|

ÃSÃSÕÈ·
|

‡øH 1H

3.  Write a note on the  characteristic features of Su rya as noted in the

     S

u

ryas

u

kta (1.115) of the Rˇgveda.

4. Write grammatical notes on the following words–

©UŒ†˜ª†ÊÃ˜, •Ê¬˝Ê—, ◊
|

ÿ¸—, ©UÁ
|

ŒÃÊ

2.9 Summing-up

After going through this unit, you must have acquired a comprehensive knowledge

about the two su–ktas of the Řgveda, viz. Agnisu–kta (1.1) and Su–ryasu–kta (1.115).

The characteristic features of Agni and Su–rya are so beautifully conceived in the

su–ktas that you have come to know the poetic excellence of the Vedic seers. The

Vedic words are not at all comprehensible unless you go through the commentary

of Sa–yan∏a–ca–rya which is also prescribed as your texts. The expositions are

provided for proper understanding of the Vedic mantras through the commentary.

While studying this unit, you have come across a number of technical terms which

are retated to the Vedic sacrifices. There is a difference of the rules of Vedic

grammar to that of the classical Sanskrit. Therefore, an attempt has been made

to give an idea of the peculiarities of Vedic grammar through the grammatical

notes on some Vedic words.

Thus, it is expected that the reading materials furnished in this unit would help you

to achieve your goal.
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Unit III

R∏ ksam
.
hita–

Bahudevata– kasu–kta (1.3) and Aran∏ya– nisu–kta(10.146)

Contents :

3.1 Introduction

3.2 Objectives

3.3 The Sam
.
hita– pa– t∏ha and the Padapa– t∏ha of Each Mantra (1.3)

3.4 Prose-order and Translation of the Mantras (1.3)

3.5 Select Portions of the Sa–yan∏abha–s∏ya on Each Mantra (1.3) and Its

Expositions with Some Grammatical Notes

3.6 The Sam
.
hita– pa– t∏ha and the Padapa– t∏ha of Each Mantra (10.146)

3.7 Prose-order and Translation of the Mantras (10.146)

3.8 Select Portions of the Sa–yan∏abha– s∏ya on Each Mantra (10.146) and Its

Expositions with Some Grammatical Notes

3.9 Summing-up

3.10 References and Suggested Readings

3.1 Introduction

The Aszvins

The As«vins are the twin gods who are praised in more than fifty hymns of the

R∏gveda and in part of other hymns while their name occurs more than four hundred

times  in  the R∏ gveda. Though they hold a distinct position among the Vedic

gods, yet their original nature is obscure to the Vedic interpreters from earliest

times.

While discussing the identity of the As«vins, Ya–ska states that according to some

scholars they represent sky and earth, day and night, sun and moon, but the

historians say that they were pious kings–  tatka–vas«vinau / dyaa vaapr∏thivyaa

vityeke / ahora– tra–vityeke/ su–rya–candramasa–vityeke/ ra– ja–nau pun ∏yakr ∏ta–

vityaitiha–sika–h∏/ (Nirukta, 12.1). Ya–ska opines that the Aszvins are called so

because they pervade everything, one with moisture and other with light and the

term aszvin is derived from as«, to pervade – aszvinau yadas«nuva– te sarvam/

rasena–nyah∏ / jyotis∏aa nyah∏  / (Nirukta, 12.1). Ya–ska also quotes the view of

Aurn∏ava–bha who holds that Aszvins are called so, on account of their having

horses – as«vairas«vina–vityaurn∏ava–bhah∏  / (Nirukta, 12.1)

A .A Macdonell holds ‘The two most probable theories as to the origin of these

twin deities are, that they represent either the twilight, half dark, half light, or the
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morning and evening star’ (A History of Sanskrit Literature, Delhi, 1997, p.

69). The As«vins are sometimes identified with heaven and earth in the R∏ gveda

(1.112.1; 1.117.10). It is also stated in the R∏ gveda that they are the twin sons  of

Vivasvat, i.e., the sun which supports the view that the Aszvins are the day and

night (10.17.1,2; Vide also Br∏haddevataa , 7.6). Thus, there are diverse opinions

regarding the identity of the twin gods As«vins.

The As«vins are frequently praised as dasra– and na–satya– in the R∏ gveda (1.3.3).

Dasra–  means the destroyer of enemies or diseases. They are often praised as

the physicians of the gods (as«vinau vai deva–na–m
.
   bhis∏ajau /Aitareyabra–hman∏a,

1.4.1). Na– satya–  means true-natured or promoters of truth. The twin gods are

often stated to have performed various gracious deeds for which they are

constantly praised by his devotees as s«ubhaspati (R∏ gveda, 1.3.1), purudam
.
sasa–

(R∏ gveda, 1.3.2) etc. They are implored as healers, helpers, wonder-workers,

destroyers of foes etc., throughout the Vedic literature.

Indra

A greater number of hymns are addressed to Indra than any other god in the

R∏ gveda. About one-fourth of the entire hymns (nearly two hundred and fifty

hymns) are devoted to Indra singly and he is praised in conjunction with other

deities in nearly fifty hymns. Indra is basically praised as the accomplisher of all

deeds of might. His battles with Vr∏tra, a symbolical personification of clouds, are

variously described in the Vedas. Indra is described as opening the receptacles

of waters, as cleaving the clouds with his far-whirling thunderbolt and casting the

fructifying rain water down to the earth (R∏ gveda,2.12) Thus, Indra is praised as

the god who sends rain and wields the thunderbolt. His epithets vajrabhr∏t, i.e.

bearing the bolt or vajrin, i.e. armed with the bolt are frequently met with in the

R∏ gveda (1.63.4; 5.32.4;8.12.26;10.55.7).

Gods are generally addicted to Soma-juice, but for Indra it is his favourite

nutriment. He is frequently called somapa–, i.e. Soma-drinker as it exhilarates him

to carry out his warlike deeds (R∏ gveda,1.30.11;1.55.7;3.39.7;8.12.20). Indra

is implored by his devotees to come to the sacrifice for partaking of the Soma-

juice pressed for the god (R∏ gveda, 1.3.4-6).

His car is drawn by two tawny mythical steeds called Hari, a term very frequently

used referring to Indra’s horses. His special epithet is therefore, harivat (R∏gveda,

1.3.6)

The Viszve-deva–h∏

The Vis«ve-deva–h∏ , i.e. the All-gods represent the entire pantheon collectively.

They are formed as a class, so that, none would be excluded in laudations intended

to be addressed to all. Forty entire hymns are devoted to them in the R∏ gveda as

they occupy a distinct position in the Vedic sacrifices. They are eulogised in these

hymns to come together to the sacrifice and take a share of the oblations (Vide,

R∏ gveda, 1.3.7-9)

r
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Sarasvati

Sarasvati is one of the prominent River Goddesses worshipped in the R∏ gveda.

She is celebrated both as a river and a deity. She is praised in three hymns of the

R∏ gveda and in some other mantras also. She was primarily a River Goddess as

the term  sarasvati is derived thus by Ya– ska –sarasvati / sara ityudakanaama/

sarteh∏  /tadvati / (Nirukta, 9.26), i.e. the word saras is a synonym of water, it is

derived from the root sr∏ , to flow. Sarasvati is rich in water.

She is praised as the patroness of sacrifices – yajn~am
.
   dadhe sarasvati  (R∏ gveda,

1.3.11). She is besought to listen to the praises of the worshippers in the sacrifices.

She is the bestower of wealth, progeny and nourishment (R∏ gveda, 1.3.10;

2.41.17; 10.30.12). She is supplicated to afford secure protection to the

worshippers (R∏ gveda , 1.89.3). She is implored as the best of mothers, of rivers

and of goddesses – ambitame naditame devitame sarasvati (R∏ gveda ,

2.41.16).

Aran∏ ya– n1
–

Though the R∏ gvedic  hymns are mainly of religious character, which are applied

for recitation in the worship of the popular deities, yet there are some hymns

which depict some other aspects also and these are notable for their depth of

gravity. The Aran∏ ya– n1
–

su– kta, included in the tenth Man∏d∏ala of the R∏ gveda

(10.146) is distinguished by its solemn beauty and poetical feelings which describes

the emotions arising from the impenetrable forests.

Aran∏ ya– n1
–

 is the goddess of Forest solitude. She is described, in a poetic and

graphic manner, as shy and fearful having lost her way in the mazes of the forest.

Aran∏ya– n1
–

 is depicted as similar to man in her thinking, feeling and activity. She is

described as an elusive figure who vanishes from sight and avoids villages (R∏ gveda,

10.146.1). The scene of the dark forest is very different from the village and

much alien to human habitat. It is stated to be resounding with the playing of

cymbals as the Ciccika bird is answering to the noisy sounds of Vr∏s∏arava, a

grasshopper-like insect.

The eerie sounds that are heard in the evening appear like the screams of robbers.

Thus, the Vedic seer depicts the dark forest attributing all the characters of a

conscious human being to it, being attracted by the awe, majesty and beauty

associated with the forest wilderness.

3.2 Objectives

The unit proposes to introduce you to the R∏gvedic su–ktas 1.3 and 10.146 which

contain the eulogy of the As«vins and other gods and Aran∏ya– n1
–

 respectively. The

su–kta 1.3 is called Bahudevata–kasu–kta as it includes the laudations of the gods,

viz. the As«vins, Indra, the Vis«ve-deva–h∏ and Sarasvat1
–

. The unit is designed to

help you
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n

● understand the characteristics features of the gods praised in the two  su–ktas.

● conceptualize the meanings and peculiarities of the Vedic words that the

texts bring to you.

● appreciate the poetic beauty of the two su–ktas.

Bahudevata–kasu–kta (Man∏d∏ala I, Su–kta 3)

3.3 The Sam
.
hita– pa– t∏ha and the Padapa– t∏ha of Each Mantra (1.3)

´§∑˜ ‚¢Á„UÃÊ

¬˝Õ◊¢ ◊á«U‹◊˜

ÃÎÃËÿ¢ ‚ÍQ ◊˜

flÒ‡flÊÁ◊òÊÊ ◊œÈë¿UãŒÊ ´§Á·—– •Á‡flŸÊÒ ŒflÃ 1-3; ßãº˝Ê ŒflÃÊ 4-6; Áfl‡flŒflÊ ŒflÃÊ— 7-9;
‚⁄USflÃË ŒflÃÊ (10-12)– ªÊÿòÊË ¿UãŒ—

´§∑˜§-1

‚¢Á„UÃÊ¬Ê∆U— ¬Œ¬Ê∆U—

•Á‡fl
|

ŸÊ ÿÖ
|

fl⁄UËÁ⁄U·Ê º˝fl
|

Ã˜¬ÊáÊË ‡ÊÈ÷
|

S¬ÃË– •Á‡fl
|

ŸÊ  ÿÖ
|

fl⁄UË—  ß·
|

—  º˝fl
|

Ã˜¬ÊáÊË ßÁÃ

         º˝fl
|

Ã˜˘¬ÊáÊË  ‡ÊÈ÷
|

—  ¬†Ã†Ë ßÁÃ
|

¬ÈL§
|

§÷È¡Ê øŸSÿÃ
|

◊˜H1H ¬ÈL§
|

§̆ ÷È¡Ê  ø†Ÿ†SÿÃ
|

†◊˜H1H

´§∑˜§-2

•Á‡fl
|

ŸÊ ¬ÈL§
|

§Œ¢‚‚Ê Ÿ⁄UÊ ‡Êfl
|

Ë⁄UÿÊ ÁœÿÊ– •Á‡fl
|

ŸÊ  ¬ÈL§
|

˘Œ¢‚‚Ê  Ÿ⁄UÊ
|

 

        ‡Êfl
|

Ë⁄UÿÊ  Áœ†ÿÊ 

          Áœcáÿ†Ê flŸ
|

Ã¢ Áª⁄
|

U—H 2H Áœcáÿ
|

Ê  flŸ
|

Ã◊˜ Áª⁄
|

U—H 2H

´§∑˜§-3

ŒdÊ
|

 ÿ†ÈflÊ∑
|

§fl— ‚È†ÃÊ ŸÊ‚
|

àÿÊ fl†ÎQ ’
|

Á„¸U·—– ŒdÊ
|

 ÿÈflÊ∑
|

§fl—  ‚È†ÃÊ—  ŸÊ‚
|

àÿÊ

  fl†ÎQ ̆ ’
|

Á„¸U·— 

  •Ê ÿ
|

ÊÃ¢ L§º˝flÃ¸ŸËH 3H •Ê  ÿ†ÊÃ†◊̃ M†§º†fl̋†Ã†Ÿ̧†Ë ßÁÃ L§º̋flÃ̧ŸËH 3H
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´§∑§˜-4

ßãº˝Ê ÿÊÁ„UU
|

 ÁøòÊ÷ÊŸÊ ‚È†ÃÊ ß◊ àfl†Êÿfl
|

—– ßãº˝
|  

 •Ê  ÿÊÁ„U  Áø†òÊ†÷†ÊŸ†Ê ßÁÃ

      ÁøòÊ˘÷ÊŸÊ  ‚È†ÃÊ—  ß◊ àflÊ˘ÿfl
|

—

•áfl
|

ËÁ÷SÃŸ
|

Ê ¬Í†ÃÊ‚
|

—H 4H •áfl
|

ËÁ÷—  ÃŸ
|

Ê  ¬Í†ÃÊ‚
|

—H 4H

´§∑˜§-5

ßãº˝Ê ÿ
|

ÊÁ„UU  ÁœÿÁ·ÃÊ Áfl¬
|

˝¡ÍÃ— ‚È†ÃÊfl
|

Ã—– ßãº˝
|  

 •Ê  ÿÊÁ„U  Áœ†ÿÊ  ßÁ·Ã—

        Áfl¬
|

˝˘¡ÍÃ—  ‚È†Ã˘fl
|

Ã—

©U¬ ’˝±
|

◊ÊÁáÊ flÊœÃ
|

—H 5H © U
|

¬  ’˝±
|

◊ÊÁáÊ  flÊœÃ
|

— H 5H

´§∑˜§-6

ßãº˝Ê ÿ
|

ÊÁ„UU  ÃÍÃ
|

È¡ÊŸ ©U¬ ’˝±◊
|

ÊÁáÊ „UÁ⁄Ufl—– ßãº˝
|  

 •Ê  ÿÊÁ„U  ÃÍÃ
|

È¡ÊŸ— 

        ©U¬
|

  ’˝±◊
|

ÊÁáÊ  „U†Á⁄†U˘fl† —

‚È†Ã Œ
|

Áœcfl Ÿ‡øŸ
|

—H 6H ‚È†Ã  ŒÁœcfl  Ÿ—  øŸ
|

— H 6H

´§∑˜§-7

•Ê◊
|

Ê‚‡ø·¸áÊËœÎÃ†Ê Áfl‡fl
|

 ŒflÊ‚ •Ê ª
|

Ã– •Ê◊
|

Ê‚—  ø†·†¸ÁáÊ†˘œÎ†Ã†—  Áfl‡fl
|



 Œ†fl†Ê‚†—  •Ê  ª†Ã†

ŒÊ‡flÊ¢‚Ê
|

 ŒÊ‡ÊÈ·
|

— ‚È†Ã◊˜H 7H ŒÊ‡flÊ¢‚
|

—  ŒÊ‡ÊÈ·
|

—  ‚È†Ã◊˜ H 7H

´§∑˜§-8

Áfl‡fl
|

 ŒflÊ‚
|

Ê •åÃÈ⁄U
|

— ‚ÈÃ◊Ê ª
|

ãÃ ÃÍáÊ
|

¸ÿ— Áfl‡fl
|

  Œ†flÊ‚
|

—  •¬˜˘ÃÈ⁄U
|

U—  ‚ÈÃ◊˜ 

 •Ê  ªãÃ  ÃÍáÊ
|

¸ÿ—

©UdÊ ß
|

fl Sfl‚
|

⁄UÊÁáÊH 8H ©UdÊ—˘ß
|

fl  Sfl‚
|

⁄UÊÁáÊ H 8H

´§∑˜§-9

Áfl‡fl
|

 ŒflÊ‚
|

Ê •ÁdUœ ∞Á
|

„U◊ÊÿÊ‚Ê •º˝È„
|

U—– Áfl‡fl
|

  Œ†flÊ‚
|

—  •ÁdœU
|

U—

∞Á
|

„UU˘◊ÊÿÊ‚—  •º˝È„
|

U—

◊œ
|

¢ ¡È·ãÃ fl±
|

Ÿÿ—H 9H ◊œ
|

◊˜ ¡È†·†ãÃ† fl±
|

Ÿÿ—H 9H
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´§∑˜§-10

¬Êfl∑§Ê Ÿ— ‚⁄U
|

SflÃË flÊ¡
|

Á÷flÊ¸Á¡ŸË
|

flÃË– ¬Êfl∑§Ê  Ÿ—  ‚⁄U
|

SflÃË  flÊ¡
|

Á÷— 

 flÊÁ¡ŸË
|

˘flÃË

ÿôÊ¢ fl
|

c≈ÈU ÁœÿÊfl
|

‚È—H 10H ÿôÊ◊˜ flc≈ÈU Áœ†ÿÊ˘fl
|

‚È—H 10H

´§∑˜§-11

øÊŒÁÿòÊË ‚ÍŸÎÃ
|

ÊŸÊ¢ øÃ
|

ãÃË ‚È◊ÃËŸÊ◊˜– øÊŒÁÿòÊË  ‚ÍŸÎÃ
|

ÊŸÊ◊˜  øÃ
|

ãÃË

 ‚È†˘◊†Ã†ËŸÊ◊˜

ÿôÊ¢ Œ
|

œ ‚⁄
|

USflÃËH 11H ÿ†ôÊ◊˜ Œ†œ† ‚⁄
|

USflÃËH 11H

´§∑˜§-12

◊„UÊ •áÊ¸— ‚⁄
|

USflÃË ¬˝ ø
|

ÃÿÁÃ ∑§ÃÈŸ
|

Ê– ◊„U—  •á
|

Ê¸—  ‚⁄
|

USflÃË  ¬˝ 

 ø†Ã†ÿ†ÁÃ†  ∑†§ÃÈŸ†Ê 

ÁœÿÊ Áfl‡flÊ Áfl ⁄U
|

Ê¡ÁÃH 12H Áœÿ
|

— Áfl‡fl
|

Ê—  Áfl  ⁄†UÊ¡†ÁÃ†H 12H

3.4 Prose-order and Translation of the Mantras (1.3)

1. º˝flÃ˜¬ÊáÊË ‡ÊÈ÷S¬ÃË ¬ÈL§÷È¡Ê •Á‡flŸÊ ÿÖfl⁄UË— ß·— øŸSÿÃ◊˜–

Oh As«vins, possessed of nimble hands, the protectors of good deeds, feeding

many people, be delighted to accept the sacrificial offerings.

2. („U •Á‡flŸÊÒ,) ¬ÈL§Œ¢‚‚Ê Ÿ⁄UÊ ÁœcáÿÊ ‡ÊflË⁄UÿÊ ÁœÿÊ Áª⁄U— flŸÃ◊˜–

(Oh As«vins,) the performers of many deeds, the guides, the intelligent, accept

our prayer with your impelling wisdom.

3. („U •Á‡flŸÊÒ,) ŒdÊ ŸÊ‚àÿÊ L§º˝flÃ¸ŸË ÿÈflÊ∑§fl— ‚ÈÃÊ— flÎQ flÁ„¸U·— (•Á÷) •Ê ÿÊÃ◊˜–

(Oh As«vins,) the killers of diseases, the true-natured, the assulters of enemies,

come for partaking the pressed Soma-juice mixed with holy water and which is

poured on the altar, strewn with clipt Kusza grass.

4. ÁøòÊ÷ÊŸÊ ßãº˝, (àfl◊˜) •Ê ÿÊÁ„U– ß◊ ÃŸÊ ¬ÍÃÊ‚— •áflËÁ÷— ‚ÈÃÊ— àflÊÿfl—–

Oh Indra, of variegated lustre, come hither. These (libations of Soma) which are

always pure and pressed by the fingers of the priests, long for you.

5. ßãº˝, ÁœÿÊ ßÁ·Ã— Áfl¬˝¡ÍÃ— ‚ÈÃÊflÃ— flÊœÃ— ’˝±◊ÊÁáÊ ©U¬ •ÊÿÊÁ„U–

Oh Indra, urged by our devotion and the prayer of other priests, (you) come (to
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the sacrificial hall) aiming at the prayers of the priests who have pressed the

Soma-juice (for offering).

6. „UÁ⁄Ufl—, ÃÍÃÈ¡ÊŸ— (àfl◊˜) ’˝±◊ÊÁáÊ ©U¬ •ÊÿÊÁ„U– ‚ÈÃ Ÿ— øŸ— ŒÁœcfl–

(Oh Indra,) possessor of the two horses called Hari, and who is moving with

speed, come (to the sacrifice) for attending the prayer and partake the sacrificial

oblations in the sacrifice in which the Soma is pressed.

7. Áfl‡fl ŒflÊ‚—, •Ê◊Ê‚— ø·¸áÊËœÎÃ— ŒÊ‡flÊ¢‚— ŒÊ‡ÊÈ·— ‚ÈÃ◊˜ •Ê ªÃ–

Oh Vis«ve-deva–h∏, who are the protectors and supporters of mankind, bestowers

of the desired objects, come (to the sacrifice) for partaking of the pressed Soma

of the sacrificers.

8. •åÃÈ⁄U— ÃÍáÊ¸ÿ— Áfl‡fl ŒflÊ‚— ©UdUÊ— ßfl Sfl‚⁄UÊÁáÊ ‚ÈÃ◊˜ •Ê ªãÃ–

The Vis«ve-deva–h∏, givers of rainfall in time, swift at work, come to the pressed

Soma as the sur-rays follow the day.

9  •ÁdUœ— ∞Á„U◊ÊÿÊ‚— •º˝È„U— fl±Ÿÿ— Áfl‡fl ŒflÊ‚— ◊œ¢ ¡È·ãÃ–

The Vis«ve-deva–h∏, who are without failures, of all-pervading intelligence, free

from malice and bearer of wealth, come for partaking the oblations (offered in

the Soma sacrifice).

10.  ¬Êfl∑§Ê flÊÁ¡ŸËflÃË ÁœÿÊfl‚È— ‚⁄USflÃË flÊ¡Á÷— Ÿ— ÿôÊ¢ flc≈ÈU–

Sarasvat1
–

, the purifiers, possessing the generative power by which food is

obtained, bestower of wealth to the devotees, enjoy our sacrifice endowed with

food.

11. ‚ÍŸÎÃÊŸÊ¢ øÊŒÁÿòÊË ‚È◊ÃËŸÊ◊˜ øÃãÃË ‚⁄USflÃË ÿôÊ¢ Œœ–

Sarasvat1
–

, the impeller of truth-telling, inspirer of all gracious thougths, sustained

our sacrifice.

12. ‚⁄USflÃË ∑§ÃÈŸÊ ◊„U— •áÊ¸— ¬˝ øÃÿÁÃ– Áfl‡flÊ Áœÿ— Áfl ⁄UÊ¡ÁÃ–

Sarasvat1
–

, by her act (of flowing) manifests opulent waters. She shines through

all thoughts.

3.5 Select Portions of the Sa– yan∏abha– s∏ya on Each Mantra (1.3) and

Its  Expositions with Some Grammatical Notes

´§∑§˜-1

‚ÊÿáÊ÷Êcÿ◊˜-

•Á‡flŸÊ ßÁÃ mÊŒ‡ÊøZ ÃÎÃËÿ¢ ‚ÍÄÃ◊˜– ÃòÊ •ÊÁ‡flŸSÃÎø— ¬˝ÊÃ⁄UŸÈflÊ∑§Sÿ •ÊÁ‡flŸ ∑˝§ÃÊÒ
ÁflÁŸÿÈQ —–

„U •Á‡flŸÊÒ, ÿÈflÊ◊˜ ß·— „UÁfl‹¸ˇÊáÊÊãÿãŸÊÁŸ øŸSÿÃ◊˜ ßë¿UÃ¢ ÷ÈÜ¡ÊÕÊÁ◊àÿÕ¸—– ∑§ËŒÎ‡ÊËÁ⁄U·—?
ÿÖfl⁄UË— ÿÊªÁŸc¬ÊÁŒ∑§Ê— ∑§ËŒÎ‡ÊÊflÁ‡flŸÊÒ– º˝flÃ˜¬ÊáÊË „UÁflª˝¸„UUáÊÊÿ º˝flŒ˜èÿÊ¢ ¬ÊÁáÊèÿÊ◊È¬ÃÊÒ–
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‡ÊÈ÷S¬ÃË ‡ÊÊ÷ŸSÿ ∑§◊¸áÊ— ¬Ê‹∑§ÊÒ– ¬ÈL§÷È¡Ê ÁflSÃËáÊ¸÷È¡ÊÒ ’„ÈU÷ÊÁ¡ŸÊÒ flÊ–

Exposition :

The hymn beginning with as«vina–  etc, consists of twelve r∏ks and it is the third

hymn of the first Man∏d∏ala of the R∏ gveda. The first three r∏ks are the praise of the

As«vins and the application of the three r∏ks is in the  A
–

szvinakratu of the

Pra–taranuva–ka.

The seer praises the As«vins to come to the sacrificial ground for accepting the

oblations of the sacrifice. The sacrificial offering is conducive to the

accomplishment of the sacrifice – yajvarih∏ , i.e. ya–ganis∏pa–dika–h∏ . The As«vins are

praised with the appellations dravatpa– n∏i and szubhaspat1
–

. The word

dravatpa–n∏i  means the gods whose hands are always ready (literally running)

for accepting the sacrificial oblations. The As«vins always guard the good deeds of

his devotees– szubhaspat1
–

. They are possessed of extensive hands– purubhujaa... Or

the term purubhuja–  may mean, feeding many people.

Stop to Consider

The hymn as«vina– etc., contains the praise of the deities, viz. the As«vins (1–3),

Indra (4–6), the Vis«ve-deva–h∏ (7–9) and Sarasvat1
–

 (10-12). They are the deities

of the respective mantras. The seer of the hymn is Vais«va–mitra Madhucchandas

and the metre is Ga–yatr1
–

. The application, i.e. viniyoga of this whole hymn is

in Pra-ugas«astra. A Pra-ugas«astra is the second szastra or litany recited by

the Hotr∏ priest in the Pra–tah∏savana. Savana means the pressing of the Soma-

creepers in a Soma sacrifice. Owing to the three pressings of the Soma-creepers,

there are three savanas– Pra– tah∏savana, Ma– dhyandinasavana and

Tr∏tiyasavana. Many rites are performed during these three sessions among

which five s«astras are to be read in the Pra–tah∏ savana, these five being named

A
–
jyas«astra, Pra-ugas«astra, Maitra–varun∏as«astra, Bra–hman∏a–ccham

.
sis«astra

and Accha–va–kas«astra. Of these five s «astras, the first two are read by Hotr∏

priest. In the Pra-ugas«astra, seven Pra-ugadevata–s are praised which are

Va–yu, Indrava–yu, Mitra–varun ∏a, the As «vins, Indra, Vis «ve-deva–h∏ and

Sarasvat1
–

. The second and third hymns of the R∏ gveda (1.2, 3) which contain

altogether twenty-one mantras are divided into seven tr∏cas and these are read

during the performance of  Pra-ugas«astra for adoration of the seven Pra-

ugadevatas (“flÊÿflÊÿÊÁ„U” ßàÿÊÁŒ∑¢§ ŸfløZ ‚ÍÄÃ◊˜– ÃòÊÊlSÃÎøÊ flÊÿÈŒflÃÊ∑§—– ÁmÃËÿ
ßãº˝flÊÿÈŒflÃÊ∑§—– ÃÎÃËÿÊ Á◊òÊÊflL§áÊŒflÃÊ∑§—– “•Á‡flŸÊ” ßàÿÊÁŒ∑¢§ mÊŒ‡ÊøZ ‚ÍQ ◊˜–
ÃòÊÊlSÃÎø •ÊÁ‡flŸ—– ÁmÃËÿ ∞ãº˝—– ÃÎÃËÿÊ flÒ‡flŒfl—– øÃÈÕ¸— ‚Ê⁄USflÃ—– Ã·È ÃÎø·È ¬˝ÁÃ¬ÊlÊ
flÊƒflÊŒÿ— ‚⁄USflàÿãÃÊ— ‚åÃ‚¢Åÿ∑§Ê— ¬˝©Uª‡ÊSòÊSÿ ŒflÃÊ ßÁÃ– Sa–yan∏abha–s∏ya on

R∏gveda, 1.2). This is the application of the whole hymn beginning with as«vina–

etc. But the first three r∏ks of this hymn which are the adorations of the gods

As «vins,  i.e. A
–
s «vinatr ∏ca is also applied in the A

–
s «vinakratu of the

Pra– taranuva–ka and both the terms are already explained in Unit II.
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SAQ

1. Who are the deities praised in the third su–kta of the first Man∏d∏ala of the

R∏gveda ?

............................................................................................................

............................................................................................................

............................................................................................................

2. Mention the seer, metre and the application of the third su–kta of the first

Man∏d∏ala of the R∏gveda.

............................................................................................................

............................................................................................................

............................................................................................................

3. What do you mean by the term savana in a Soma sacrifice ? Name the

savanas accordingly.

............................................................................................................

............................................................................................................

............................................................................................................

4. Who are the Pra-ugadevata–s praised during the Pra-ugas«astra ?

............................................................................................................

............................................................................................................

5. Name the S«astras recited in the Pra– tah∏savana of a Soma sacrifice.

............................................................................................................

............................................................................................................

´§∑§˜-2

‚ÊÿáÊ÷Êcÿ◊˜-

„UU •Á‡flŸÊÒ ÿÈfl¢Ê Áª⁄U— •S◊ŒËÿÊ— SÃÈÃË— ÁœÿÊ •ÊŒ⁄UÿÈQ ÿÊ ’ÈŒ˜äÿÊ flŸÃ¢ ‚¢÷¡Ã¢ SflË∑È§L§Ã◊˜–
∑§ËŒÎ‡ÊÊflÁ‡flŸÊÒ– ¬ÈL§Œ¢‚‚Ê ’„ÈU∑§◊Ê¸áÊÊÒ– Ÿ⁄UÊ ŸÃÊ⁄UÊÒ– ÁœcáÿÊ œÊc≈K¸ÿÈQ ÊÒ ’ÈÁh◊ãÃÊÒ flÊ– ∑§ËŒÎ‡ÿÊ
ÁœÿÊ– ‡ÊflË⁄UÿÊ ªÁÃÿÈÈQ ÿÊ •¬˝ÁÃ„UÃ¬˝‚⁄UÿàÿÕ¸—–

Exposition :

The As«vins are invoked here to accept the adorations of their devotees with their

gracious power of wisdom. The words s«av1
–

raya–  dhiya–  in the present mantra

means by the power of intellect which is impelling. The worshippers are always

inclined to sing more and more about their gods and they possess that wisdom.

The As «vins are praised as purudam
.
sasa– , i.e. the performers of many good
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deeds. They are the leaders– nara– . They are also stated as bold or intelligent–

dhis∏n∏ ya– .

´§∑§˜-3

‚ÊÿáÊ÷Êcÿ◊˜-

•òÊ •Á‡flŸÊ ßàÿŸÈflÃ¸Ã– „U •Á‡flŸÊÒ •Ê ÿÊÃ◊˜ •ÁS◊Ÿ˜ ∑§◊¸áÿÊªë¿UÃ◊˜– Á∑§◊Õ¸Á◊àÿÈëÿÃ–
‚ÈÃÊ— ÿÈc◊ŒÕZ ‚Ê◊Ê •Á÷·ÈÃÊ— ÃÊŸ˜ SflË∑§ÃÈÁ̧◊ÁÃ ‡Ê ·—– ∑§ËŒÎ‡ÊÊflÁ‡flŸÊÒ– ŒdÊ
‡ÊòÊÍáÊÊ◊È¬ˇÊ¬ÁÿÃÊ⁄UÊÒ– ÿŒ˜flÊ ŒflflÒlàflŸ ⁄UÊªÊáÊÊ◊È¬ˇÊ¬ÁÿÃÊ⁄UÊÒ– •Á‡flŸÊÒ flÒ ŒflÊŸÊ¢ Á÷·¡ÊÒ (∞.
’˝Ê., v.v}) ßÁÃ üÊÈÃ—– ŸÊ‚àÿÊ •‚àÿ◊ŸÎÃ÷Ê·áÊ¢ Ãº˝Á„UÃÊÒ– •òÊ ÿÊS∑§— - ‚àÿÊflfl
ŸÊ‚àÿÊÁflàÿÊÒáÊ¸flÊ÷—– ‚àÿSÿ ¬˝áÊÃÊ⁄UÊÁflàÿÊª˝ÊÿáÊ— (ÁŸL§Q ◊˜, {.vx) ßÁÃ– L§º˝flÃ¸ŸË– L§º˝ÊáÊÊ¢
‡ÊòÊÈ⁄UÊŒŸ∑§ÊÁ⁄UáÊÊ¢ ‡ÊÍ⁄U÷≈UÊŸÊ¢ flÃ¸ÁŸ◊Ê¸ªÊ¸ œÊ≈UËM§¬Ê ÿÿÊSÃÊÒ L§º˝flÃ¸ŸË– ÿŒÊ ‡ÊÍ⁄UÊ œÊ≈UË◊ÈπŸ ‡ÊòÊÍŸ˜
⁄UÊŒÿÁãÃ ÃmŒÃÊÁflàÿÕ¸—– ÿÈflÊ∑§fl— ßàÿÁ÷·ÈÃ‚Ê◊ÊŸÊ¢ Áfl‡Ê·áÊ◊˜– fl‚ÃËfl⁄UËÁ÷⁄U∑§œŸÊÁ÷‡øÊ
ÁjÁ◊¸ÁüÊÃÊ ßàÿÕ¸—– flÎQ ’Á„¸U·—– flÎQ ÊÁŸ ◊Í‹Òfl¸Á¡¸ÃÊÁŸ ’„UËZcÿÊSÃ⁄UáÊM§¬ÊÁáÊ ÿ·Ê¢ ‚Ê◊ÊŸÊ¢ Ã
flÎQ ’Á„¸U·—–

Exposition :

The As«vins are praised here to come to the sacrifice for accepting the Soma-

juice pressed for them which is mixed with vasat1
–

var1
–

 and ekadhana–  water.

The libation of Soma is poured out  on the altar strewn with the sacred kus«a

grass, having the roots cut off. The As«vins are praised with the attributes dasra– ,

na–satya–  and rudravartan1
–

. Dasra–  means dasrau, i.e. destroyers of wicked

people or destroyers of diseases as they are called the physicians of god. The

word na– satya– means na– satyau,  i.e. na-asatyau, i.e. true-natured.

Sa– yan ∏a– ca– rya derives the word na– satya–  in the present context as

asatyamanr∏tabha–s∏an∏am
.
  tadrahitau, i.e. who are bereft of false– telling.

He quotes Ya–ska in support of his explanation, who has already quoted the view

of earlier etymologists. Ya–ska states – ‘They are ever true and never false– says

Aurn∏ava–bha. They are promoters of truth  – says A
–

gra–yan∏a.’  The As«vins are

called rudravartan1
–, because they can turn their enemies to wail. The bold

warriors first attack the enemies and then make them wail.

Stop to Consider :

Vasat1
–

var1
–

 is a technical name of waters which is used in extraction of Soma-

juice. It is drawn from a stream coming out of a hill by dipping a pitcher (which

is called vasat1
–

var1
–

kalas«a) against the current, before the sun-set on the day

before the sutya–, i.e. the pressing day of Soma. As the water is left standing

overnight, it is called vasat1
–

var1
–

.

Ekadhana is the earthen jug in which water is stored at certain sacrificial

observances. The water kept in this vessel is called ekadhana–  and it is

collected from the running waters, early in the morning on the very day of

pressing. The vasat1
–var1

– water is mixed with the ekadhana–  water and it is

poured into the extracted Soma which is kept in a container called pu–tabhr∏ t.
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´§∑§˜-4

‚ÊÿáÊ÷Êcÿ◊˜-

ÁøòÊ÷ÊŸÊ ÁøòÊŒËåÃ „U ßãº˝ •ÁS◊Ÿ˜ ∑§◊¸ÁáÊ •Ê ÿÊÁ„U •Êªë¿U– ‚ÈÃÊ— •Á÷·ÈÃÊ— ß◊ ‚Ê◊Ê—
àflÊÿfl— àflÊ¢ ∑§Ê◊ÿ◊ÊŸÊ flÃ¸ãÃ– •áflËÁ÷— ´§Áàfl¡Ê◊æ˜UªÈÁ‹Á÷— ‚ÈÃÊ ßàÿãflÿ—– Á∑§Üø ∞Ã
‚Ê◊Ê— ÃŸÊ ÁŸàÿ¢ ¬ÍÃÊ‚— ¬ÍÃÊ— ‡ÊÈhÊ Œ‡ÊÊ¬ÁflòÊáÊ ’„ÈUœÊ ‡ÊÊÁœÃàflÊÃ˜–

ßãº˝‡ÊéŒ¢ ÿÊS∑§Ê ’„ÈUœÊ ÁŸfl¸ÁQ - ßãº˝ ß⁄UÊ¢ ŒÎáÊÊÃËÁÃ fl⁄UÊ¢ ŒŒÊÃËÁÃ fl⁄UÊ¢ ŒœÊÃËÁÃ fl⁄UÊ¢ ŒÊ⁄UÿÃËÁÃ
fl⁄UÊ ¢ œÊ⁄UÿÃËÁÃ flãŒfl º˝flÃËÁÃ flãŒÊÒ ⁄U◊Ã ßÁÃ flãœ ÷ÍÃÊŸËÁÃ flÊ ÃŒ˜ÿŒŸ¢ ¬˝ÊáÊÒ—
‚◊Òãœ¢SÃÁŒãº˝Sÿãº˝àflÁ◊ÁÃ ÁflôÊÊÿÃ ßŒ¢∑§⁄UáÊÊÁŒàÿÊª˝ÊÿáÊ ßŒ¢Œ‡Ê ¸ŸÊÁŒàÿÊ Ò¬◊ãÿfl
ßãŒÃflÒ¸‡flÿ¸∑§◊¸áÊ ßë¿UòÊÍáÊÊ¢ ŒÊ⁄UÁÿÃÊ flÊ º˝ÊflÁÿÃÊ flÊŒ⁄UÁÿÃÊ ø ÿÖflŸÊ◊˜ (ÁŸL§Q ◊˜, vÆ.|)
ßÁÃ–

•SÿÊÿ◊Õ¸—– “ŒÎÎÁflŒÊ⁄UáÊ” ßÁÃ œÊÃÈ—– ß⁄UÊ◊ãŸ◊ÈÁŒ˜Œ‡ÿ ÃÁãŸc¬ÊŒ∑§¡‹Á‚Œ˜äÿÕZ ŒÎáÊÊÁÃ ◊ÉÊ¢¢
ÁflŒËáÊZ ∑§⁄UÊÃËÃËãº˝—– “«ÈUŒÊÜÊ˜ ŒÊŸ” ßÁÃ œÊÃÈ—– ß⁄UÊ◊ãŸ¢ flÎÁc≈U¬˝ŒÊŸŸ ŒŒÊÃËÃËãº˝—– œÊÜÊ˜ ¬Ê·áÊÊÕ¸—–
ß⁄UÊ◊ãŸ¢ ÃÎÁåÃ∑§Ê⁄UáÊ¢ ‚Sÿ¢ ŒœÊÁÃ ¡‹¬˝ŒÊŸŸ ¬ÈcáÊÊÃËÃËãº˝—– ß⁄UÊ◊ÈÃ˜¬ÊŒÁÿÃÈ¢ ∑§·¸∑§◊ÈπŸ ÷ÍÁ◊¢
ÁflŒÊ⁄UÿÃËÃËãº˝—– ¬ÍflȨ̂Q ¬Ê·áÊ◊ÈπŸ⁄UÊ¢ œÊ⁄UÿÁÃ ÁflŸÊ‡Ê⁄UÊÁ„UàÿŸ SÕÊ¬ÿÃËÃËãº˝—– ßãŒÈ— ‚Ê◊Ê
flÀ‹Ë⁄U‚—– ÃŒÕZ ÿÊª÷Í◊ÊÒ º˝flÁÃ œÊflÃËÃËãº˝—– ßãº˝ÊÒ ÿÕÊQ  ‚Ê◊ ⁄U◊Ã ∑˝§Ë«UÃËÃËãº˝—– “ÁÜÊßãœË
ŒËåÃÊÒ” ßÁÃ œÊÃÈ—– ÷ÍÃÊÁŸ ¬˝ÊÁáÊŒ„UÊŸ˜ ßãœ ¡ËfløÒÃãÿM§¬áÊÊãÃ— ¬˝Áfl‡ÿ ŒË¬ÿÃËÃËãº˝—– ∞Ÿ¢
¬⁄U◊Êà◊M§¬Á◊ãº˝¢ Œfl¢ ¬˝ÊáÊÒ— ‚◊ÒãœŸ˜ ©U¬Ê‚∑§Ê äÿÊŸŸ ‚êÿ∑§˜ ¬˝∑§ÊÁ‡ÊÃflãÃ—, ÃÃ˜ ÃS◊ÊÃ˜
∑§Ê⁄UáÊÊÃ˜ ßãº˝ŸÊ◊ ‚ê¬ãŸ◊˜– •ÁS◊Ÿ˜ ¬ˇÊ ßäÿÃ ŒËåÿÃ ßÁÃ ∑§◊¸ÁáÊ √ÿÈÃ˜¬ÁûÊ—– •Êª˝ÊÿáÊŸÊ◊∑§Ê
◊ÈÁŸ— “ßŒ¢∑§⁄UáÊÊÁŒãº˝—” ßÁÃ ÁŸfl¸øŸ¢ ◊ãÿÃ– ßãº˝Ê Á„U ¬⁄U◊Êà◊M§¬áÊŒ¢ ¡ªÃ˜∑§⁄UÊÁÃ–
•ÊÒ¬◊ãÿflŸÊ◊∑§Ê ◊ÈÁŸÁ⁄UŒ¢Œ‡Ê¸ŸÊÁŒãº˝ ßÁÃ ÁŸfl¸øŸ◊Ê„U– ßÁŒ ¬⁄U◊Ò‡flÿ̧ ßÁÃ œÊÃÈ—– Sfl◊ÊÿÿÊ
¡ªŒ˜M§¬àfl¢ ¬⁄U◊Ò‡flÿ¸◊˜– ÃŒ˜ÿÊªÊÁŒãº˝—– ßŸ‡ÊéŒSÿ‡fl⁄UflÊø∑§Sÿ •∑§Ê⁄U‹Ê¬ ‚ÁÃ Ÿ∑§Ê⁄UÊãÃ¢
ßŸ˜ ßÁÃ ¬Œ¢ ÷flÁÃ– “ŒÎÎ ÷ÿ” ßÁÃ œÊÃÈ—– ‚ ø ¬⁄U◊‡fl⁄U— ‡ÊòÊÍáÊÊ¢ ŒÊ⁄UÁÿÃÊ ÷Ë·ÁÿÃÃËãº˝—– “ºÈ̋
ªÃÊÒ” ßÁÃ œÊÃÈ—– ‡ÊòÊÍáÊÊ¢ º˝ÊflÁÿÃÊ ¬‹ÊÿŸ¢ ¬˝Ê¬ÁÿÃÃËãº˝—– ÿÖflŸÊ¢ ÿÊªÊŸÈc∆UÊÁÿŸÊ◊ÊŒ⁄UÁÿÃÊ ÷ÿSÿ
¬Á⁄U„UÃÊ¸– ∞fl◊ÃÊÁŸ ÁŸfl¸øŸÊÁŸ º˝c≈U√ÿÊŸËÁÃ–

Exposition :

Indra is invoked here to come to the sacrifice to receive the offerings of the

worshippers. He is addressed as citrabha–no, of variegated lustre, i.e. shinning

with light. Indra is the god of rain and lightning and so he is called shinning with

light. The Soma-juice which is offered in the sacrifice is already strained with  the

fingers of the priests and these are always pure being purified by a piece of cloth

which is known as das«a–pavitra. The Soma libations are said to have longed for

Indra as he becomes exhilarated by these offerings.

The meaning of the term indra

Ya–ska, in his Nirukta (10.8) has furnished many derivations of the term indra,

which are interpreted by Sa–yan∏aca–rya in the following way.

(i) Indra is called so as he causes the clouds to burst into pieces in order to
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bestow rainwater for producing food (ira– ). This derivation is shown as

ira– +dr ∏ (to split) (ira– m
.
  dr∏n∏a– t1

–

ti).

(ii) Indra gives food by way of causing rainfall in the earth. Thus, from ira–+da–  ,

the term indra is alternatively derived (ira– m
.
  dada– t1–ti).

(iii) Indra maintains food which grows due to the rainfall he imparts. Thus, from

ira– +dha–  also, the term can be derived (ira– m
.
   dadha– titi).

(iv) Indra sends forth the cultivators to plough the land in order to produce food.

Thus, the term may be derived from ira– +da– r(dr∏ + n∏ic) (ira– m
.
   da– rayat1

–ti).

(v) Indra is stated to have protected the food from being destroyed. The term,

thus, can be derived from ira– +dha– r (dhr∏ + n∏ic) (ira– m
.
  dha– rayat1

–

ti).

(vi) Indra speedily moves for the Soma draught (indu) in the sacrifice. Thus,

from indu + dru (to rush), the term indra can be derived (indave dravat1–ti).

(vii) Indra always takes delight in having the Soma-juice. So  from indu + ram

(to be delighted) also, the term can be derived (indau ramate iti ).

(viii) Indra illuminates the beings by way of residing in their body as Supreme

Spirit (j1–vacaitanya) which is considered as the source of all sensation. Thus,

from the root indh (to light), the term indra can be derived (indhe bhu–ta– n1
–ti).

(ix) Indra is praised by the worshippers with the words full of vital power

(pra–n∏aih∏), i.e. with the invigorating words and, therefore, from being lighted, i.e.

from indh (in passive – idhyate d1
–

pyate iti), the term may be alternatively derived.

(x) According to A
–
gra–yan∏a, the term indra is derived from the expression

idam
.

karan∏ a, literally from doing, i.e. Indra as a Supreme Being creates this

universe.

(xi) Aupamanyava, another etymologist, holds that the term indra can be derived

from the expression idam
.

 dars«ana–t, i.e. Indra is perceptible to the senses through

the power of separating the invisible Spirit from the visible world (viveka).

(xii) The term indra can be derived from the root ind (to be powerful) as Indra

manifests the whole world through his power (indaterais«varyakarman∏ ah∏).

(xiii) Ina means the lord of the universe and when a (•) in ina is elided the stem

in (ßŸ˜) is derived. The term indra can be derived from in + dr∏   (to frighten) as

Indra frightens the enemies (s«atru–n∏a– m
.
 da– rayita– ). Also, Indra  disperses his

enemies. Thus from in +dru (to drive away) also, the term indra can be derived

(s«atru–n∏a– m
.
 dra– vayita– ). Indra takes care of the sacrificers as he keeps away

their fear. Thus, it is possible to derive the term indra from    in +(a–) dr∏ (to care

for) (yajvana– ma– darayita– ).

These are the probable derivations of the term indra furnished by Ya– ska and

thoroughly interpreted by Sa–yan∏a– ca– rya.
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Stop to Consider :

Das«a– pavitra is a fringed woolen filtering cloth, which is kept over the

dron∏akalas«a, a bucket made of Vaikan
.
kata tree, for purifying Soma-juice. It

has fringes, i.e. loose ends which is called das«a– .

´§∑§˜-5

‚ÊÿáÊ÷Êcÿ◊˜-

„U ßãº˝, àfl◊˜ •Ê ÿÊÁ„U •ÁS◊Ÿ˜ ∑§◊¸áÿÊªë¿U– Á∑§◊Õ¸◊˜– flÊœÃ— ´§Áàfl¡— ’˝±◊ÊÁáÊ flŒM§¬ÊÁáÊ
SòÊÊòÊÊáÿÈ¬ÃÈ◊˜– ∑§ËŒÎ‡ÊSàfl◊˜– ÁœÿÊ •S◊ŒËÿÿÊ ¬˝ôÊÿÊ ßÁ·Ã— ¬˝ÊåÃ— •S◊Œ˜÷QÿÊ ¬˝Á⁄UÃ
ßàÿÕ¸—– Áfl¬˝¡ÍÃ—– ÿÕÊ ÿ¡◊ÊŸ÷QÿÊ ¬˝Á⁄UÃSÃÕÊãÿÒ⁄UÁ¬ Áfl¬˝Ò◊¸œÊÁflÁ÷´§¸ÁàflÁÇ÷— ¬˝Á⁄UÃ—–
∑§ËŒÎ‡ÊSÿ flÊœÃ—– ‚ÈÃÊflÃ— •Á÷·ÈÃ‚Ê◊ÿÈQ§Sÿ–

Exposition :

The seer invokes Indra to come to the sacrificial ground so that he can attend to

the panegyrics of the priests. They have already pressed the Soma-juice for

performing their oblations. The prayers which are intended to Indra are visualized

through the wisdom of the seers and other priests as well.

´§∑§˜-6

‚ÊÿáÊ÷Êcÿ◊˜-

„UÁ⁄U‡ÊéŒ— ßãº˝‚¢’ÁãœŸÊ⁄U‡flÿÊŸÊ¸◊œÿ¢ „U⁄UË ßãº˝Sÿ ⁄UÊÁ„UÃÊ˘ª˝— (ÁŸL§Q ◊˜, 1.15)ßÁÃ
ÃŒËÿÊ‡flŸÊ◊àflŸ ¬Á∆UÃàflÊÃ˜– „U „UÁ⁄Ufl— •‡flÿÈQ  ßãº˝ àfl¢ ’˝±◊ÊÁáÊ ©U¬ÒÃÈ◊˜ •Ê ÿÊÁ„U–
∑§ËŒÎ‡ÊSàfl◊˜ ÃÍÃÈ¡ÊŸ— àfl⁄U◊ÊáÊ—– •Êªàÿ ø •ÁS◊Ÿ˜ ‚ÈÃ ‚Ê◊ÊÁ÷·flÿÈQ   ∑§◊¸ÁáÊ Ÿ— •S◊ŒËÿ¢
øŸ— •ãŸ¢ „UÁfl‹¸ˇÊáÊ¢ ŒÁœcfl œÊ⁄Uÿ SflË∑È§Áfl¸àÿÕ¸—–

Exposition :

Indra is often praised as harivat in the Vedas. Here also, Indra is addressed as

harivah ∏, i.e. having the two horses called Hari yoked to the chariot. Indra’s

horses are named Hari which is stated in the Nirukta. Indra is entreated to come

to the sacrifice for receiving the eulogies intended to him and to partake the

sacrificial offerings of Soma-juice. He is moving with speed as he is always suited

for speedy performances.

´§∑§˜-7

‚ÊÿáÊ÷Êcÿ◊˜-

„U Áfl‡fl ŒflÊ‚— ∞ÃãŸÊ◊∑§Ê ŒflÁfl‡Ê·Ê— ŒÊ‡ÊÈ·— „UÁflŒ¸ûÊflÃÊ ÿ¡◊ÊŸSÿ ‚ÈÃ◊˜ •Á÷·ÈÃ¢ ‚Ê◊¢
¬˝ÁÃ •Ê ªÃ •Êªë¿UÃ– Ã ø ŒflÊ— •Ê◊Ê‚— ⁄UˇÊ∑§Ê— ø·¸áÊËœÎÃ— ◊ŸÈcÿÊáÊÊ¢ œÊ⁄U∑§Ê— ŒÊ‡flÊ¢‚—
»§‹Sÿ ŒÊÃÊ⁄U—–
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Exposition :

The Vis«ve-deva–h∏, i.e. the All-gods are invoked by the seer for coming to the

sacrifice where the Soma-juice is already extracted and offered as oblation. The

All-gods are the protector of mankind-oma– sah∏. They are also praised as

cars∏an∏idhr∏ tah∏, i.e. supporting men as they can bring rainfall to the devotees for

their livelihood. They grant the sacrificer the desired objects of the sacrifice -

das «va– m
.

sah ∏.

´§∑§˜-8

‚ÊÿáÊ÷Êcÿ◊˜-

Áfl‡fl ŒflÊ‚— ∞ÃãŸÊ◊∑§ªáÊM§¬Ê ŒflÁfl‡Ê·Ê— ‚ÈÃ¢ ‚Ê◊◊˜ •Ê ªãÃ •Êªë¿UãÃÈ– ∑§ËŒÎ‡ÊÊ—–
•åÃÈ⁄U— ÃÃ˜ÃÃ˜∑§Ê‹ flÎÁc≈U¬˝ŒÊ ßàÿÕ¸—– ÃÍáÊ¸ÿ— àfl⁄UÊÿÈQ Ê— ÿ¡◊ÊŸ◊ŸÈª˝„UËÃÈ◊Ê‹Sÿ⁄UÁ„UÃÊ ßàÿÕ¸—–
Áfl‡fl·Ê¢ ŒflÊŸÊ¢ ‚Ê◊¢ ¬˝ÁÃ •Êª◊Ÿ ©UdÊ ßàÿÊÁŒŒÎ¸c≈UÊãÃ—– ©UdÊ— ‚Íÿ¸⁄U‡◊ÿ— Sfl‚⁄UÊÁáÊ •„UÊÁŸ
¬˝ÁÃ •Ê‹Sÿ⁄UÁ„UÃÊ ÿÕÊ ‚◊Êªë¿UÁÃ ÃŒ˜flÃ˜–

Exposition :

The All-gods are supplicated to come to the sacrifice where the offerings of

Soma-draught is made. The seer introduces a suitable example while he is

entreating the All-gods to come to the sacrifice. The sun-rays always follows the

day. At the daybreak they appear immediately in the sky. This natural phenomenon

is drawn as a simile to the approach of the All-gods to the sacrifice. The All-gods

are praised as apturah∏ ,  i.e. they can cause rainfall in time. They are expeditious

(tu–rn∏ayah∏ ) as they never hesitate to favour the sacrificers longing for their well-

being.

´§∑§˜-9

‚ÊÿáÊ÷Êcÿ◊˜-

Áfl‡fl ŒflÊ‚— ∞ÃãŸÊ◊∑§Ê ŒflÁfl‡Ê·Ê— ◊œ¢ „UÁflÿ¸ôÊ‚¢’h¢ ¡È·ãÃÊ ‚flãÃÊ◊˜– ∑§ËŒÎ‡ÊÊ—– •Ádœ—
ˇÊÿ⁄UÁ„UÃÊ— ‡ÊÊ·⁄UÁ„UÃÊ flÊ– ∞Á„U◊ÊÿÊ‚— ‚fl¸ÃÊ √ÿÊåÃ¬˝ôÊÊ—– ÿŒ˜flÊ ‚ÊÒøË∑§◊ÁÇŸ◊å‚È ¬˝Áflc≈U◊˜
“∞Á„U ◊Ê ÿÊ‚Ë—” ßÁÃ ÿŒflÊøŸ˜ ÃŒŸÈ∑§⁄UáÊ„UÃÈ∑§Ê˘ÿ¢ Áfl‡fl·Ê¢ ŒflÊŸÊ¢ √ÿ¬Œ‡Ê ∞Á„◊ÊÿÊ‚ ßÁÃ–
•º˝È„U— º˝Ê„U⁄UÁ„UÃÊ— fl±Ÿÿ— flÊ…UÊ⁄UÊ œŸÊŸÊ¢ ¬˝Ê¬ÁÿÃÊ⁄U—– ◊œ◊˜– ◊äÿÃ ŒflÒ— ‚¢ªêÿÃ ßÁÃ ◊œ¢
„UÁfl—–

Exposition :

In this mantra also, the All-gods are supplicated to receive their offerings in the

sacrifice. The word medha  in the mantra is meant for havih ∏, i.e. sacrificial

offerings. All the gods assemble to partake the sacrificial oblations and so it is

called medha derived from the root medh, to meet one another. The All-gods

are asr∏dhah∏ , i.e. not failing. They are ehima–ya–sah∏  , i.e. whose knowledge is all-

premeating. The term ehima–ya–sah∏  is also resonant with the words ehima–ya–sah∏ ∏

which were being told by them to Sauc1
–

ka Agni who was about to enter the

deep water. So the term may be an appellation of the All-gods. They are adruhah∏,

i.e. without any treachery. And also they are called vahnayah∏, i.e. bearers of

riches.
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´§∑§˜-10

‚ÊÿáÊ÷Êcÿ◊˜-

‚⁄USflÃË ŒflË flÊ¡Á÷— „UÁfl‹¸ˇÊáÊÒ⁄UãŸÒÁŸ¸Á◊ûÊ÷ÍÃÒ—– ÿŒ˜flÊ ÿ¡◊ÊŸèÿÊ ŒÊÃ√ÿÒ⁄UãŸÒÁŸ¸Á◊ûÊ÷ÍÃÒ—–
Ÿ— •S◊ŒËÿ¢ ÿôÊ¢ flc≈ÈU ∑§Ê◊ÿÃÊ◊˜– ∑§Ê◊ÁÿàflÊ ø ÁŸfl¸„UÁàflàÿÕ¸—– ∑§ËŒÎ‡ÊË ‚⁄USflÃË– ¬Êfl∑§Ê
‡ÊÊœÁÿòÊË flÊÁ¡ŸËflÃË •ãŸflÃ˜Á∑˝§ÿÊflÃË ÁœÿÊfl‚È— ∑§◊¸¬˝ÊåÿœŸÁŸÁ◊ûÊ÷ÍÃÊ–

Exposition :

The River Goddess Sarasvat1
–

 is implored by the devotees to come to the sacrifice

and enjoy it. And thereby it is meant that Sarasvati leads the sacrifice to a fruitful

completion. She attends the sacrifice, being enriched with food (va– jebhih∏ ), to

be offered as an oblation in the sacrifice or the food to be presented to the

sacrificers. Sarasvat1
– 

 is the purifier (pa–va–ka– ) as the patroness of the sacrifice.

She is praised as possessed of food (va– jin1
–

vat1
–

), as the river causes the grain-

fields abundantly fertile resulting in profuse yield of harvest. She also bestows

wealth upon the devotees which they acquire through their respective works.

Therefore, she is praised as dhiya–vasuh∏, i.e. rich in devotion.

´§∑§˜-11

‚ÊÿáÊ÷Êcÿ◊˜-

ÿÊ ‚⁄USflÃË ‚ÿÁ◊◊¢ ÿôÊ¢ Œœ œÊÁ⁄UÃflÃË– ∑§ËŒÎ‡ÊË– ‚ÍŸÎÃÊŸÊ¢ Á¬˝ÿÊáÊÊ¢ ‚àÿflÊÄÿÊŸÊ¢ øÊŒÁÿòÊË
¬˝⁄UÁÿòÊË– ‚È◊ÃËŸÊ¢ ‡ÊÊ÷Ÿ’ÈÁhÿÈQ ÊŸÊ◊ŸÈc∆UÊÃÎÎÎ ÎáÊÊ¢ øÃãÃË ÃŒËÿ◊ŸÈc∆Uÿ¢ ôÊÊ¬ÿãÃË–

Exposition :

Sarasvat1
–

 is praised as the sustainer of the sacrifices as she nourishes them. Allusions

are made in the hymns of the Vedas to he sacrifices being performed on the

banks of the holy river. She is the promoter of truth-telling (su–nr∏ta–na–m
.
 codayitr1

–

).

She is the inspirer of all gracious thoughts (sumat1
–

na–m
.
 cetant1

–

). Sarasvat1
–

 is,

therefore, besought to bless the sacrificers for proper performance and success

of their sacrifices.

´§∑§˜-12

‚ÊÿáÊ÷Êcÿ◊˜-

ÁmÁflœÊ Á„U ‚⁄USflÃË Áflª˝„UflŒ˜ŒflÃÊ ŸŒËM§¬Ê ø– ÃòÊ ¬ÍflÊ¸èÿÊ◊˜ ́ §ª˜èÿÊ¢ Áflª˝„UflÃË ¬˝ÁÃ¬ÊÁŒÃÊ–
•ŸÿÊ ÃÈU ŸŒËM§¬Ê ¬˝ÁÃ¬ÊlÃ– ÃÊŒÎ‡ÊË ‚⁄USflÃË ∑§ÃÈŸÊ ∑§◊¸áÊÊ ¬˝flÊ„UM§¬áÊ ◊„UÊ •áÊ¸— ¬˝÷ÍÃ◊ÈŒ∑¢§
¬˝ øÃÿÁÃ ¬˝∑§·¸áÊ ôÊÊ¬ÿÁÃ– Á∑§Üø Sfl∑§ËÿŸ ŒflÃÊM§¬áÊ Áfl‡flÊ Áœÿ— ‚flÊ¸áÿŸÈc∆UÊÃÎ¬˝ôÊÊŸÊÁŸ
Áfl ⁄UÊ¡ÁÃ Áfl‡Ê·áÊ ŒË¬ÿÁÃ– •ŸÈc∆UÊŸÁfl·ÿÊ ’ÈhË— ‚fl¸ŒÊÃ˜¬ÊŒÿÃËàÿÕ¸—–

Exposition :

Sarasvat1
–

 is celebrated both as a river and as a deity, having form or shape. In

the earlier two verses, Sarasvat1
–

 is praised as a deity. In this verse, she is mainly

praised as a river. The river Sarasvat1
–

 by her act of flowing displays opulent

waters (maho arn∏ah∏). The Sarasvat1
–

, thus, appears to be a mighty river which

manifests copious flood. She, as a deity, is said to have brightened every pious
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thought – dhiyo vis «va–  vira– jati. She is, thus, praised in this passage as the

directress of the sacrificial performances also who intimates the proper knowledge

to the sacrificers about their institutions.

Grammatical Notes :

1. Œd
|

UÊ – In classical Sanskrit the nominal stems ending in • have the case-

ending •ÊÒ in Nominative, Accusative and Vocative dual. Thus, the form ŒdÊ is
ŒdÊÒ in classical Sanskrit. But in the Vedas, •Ê is frequently substituted for •ÊÒ by

the rule ‚È¬Ê¢ ‚È‹È∑§̃¬Ífļ‚fláÊȨ̂ë¿UÿÊ«UÊ«KÊÿÊ¡Ê‹— (7.1.39). The form ŒdÊ is in Vocative

case and the first syllable of a Vocative gets the acute (©UŒÊûÊ) accent by the rule

•Ê◊ÁãòÊÃSÿ ø (6.1.198). Thus, the word Œd
|

UÊ  is formed.

2. ŸÊ‚
|

UàÿÊ- ŸÊ‚àÿÊ is ŸÊ‚àÿÊÒ in classical Sanskrit. By the rule ‚È¬Ê ¢
‚È‹È∑§̃¬Ífļ‚fláÊȨ̂ë¿UÿÊ«UÊ«KÊÿÊ¡Ê‹—, the •Ê is substituted in place of the case-ending

•ÊÒ in Vocative dual of the nominal stem ŸÊ‚àÿ . ŸÊ‚àÿÊ means Ÿ ÁfllÃ̆ ‚àÿ◊ŸÿÊÁ⁄UÁÃ
ŸÊ‚àÿÊÒ . The negative particle Ÿ remains unchanged in ŸÊ‚àÿÊ (Ÿ +•‚àÿÊÒ) by the

rule Ÿ÷˝ÊáÊ˜Ÿ¬ÊãŸflŒÊŸÊ‚àÿÊŸ◊ÈÁø¢ (6.3.75). As the word is in Vocative case and it

stands at the beginning of the pa–da, the first syllable gets the acute accent by the

rule •Ê◊ÁãòÊÃSÿ ø (6.1.198). Thus, the form ŸÊ‚
|

UàÿÊ is derived.

3. ¬Í†ÃÊ‚
|

— – In classical Sanskrit, the form  for  ¬ÍÃÊ‚— is ¬ÍÃÊ—. The nominal stem

¬ÍÃ which ends in • takes the augment •‚È∑§̃ (•‚̃) after the case-ending ¡‚̃ of

the Nominative plural by the rule •Ê¡˜¡‚⁄U‚È∑§˜ (7.1.50) . ¬ÍÃ+¡‚˜ Õ ¬ÍÃÊ‚˜+•‚È∑˜§
(•‚̃)Õ ¬ÍÃÊ‚—. All these words •Ê◊

|

Ê‚—, ŒflÊ‚
|

— are formed by the rule •Ê¡̃¡‚⁄U‚È∑§̃.

4. flÊ¡
|

Á÷— -flÊ¡Á÷— is an optional form of  flÊ¡Ò—, used in the Vedas which is

derived by the rule  ’„ÈU‹¢ ¿UãŒÁ‚ (7.1.10). In classical Sanskrit, the words ending

in • take the case-ending ∞‚˜ in Instrumental plural by the rule •ÃÊ Á÷‚ ∞‚˜
(7.1.9). But in the Vedic language, Á÷‚˜ is more frequently used to form the

words in Instrumental plural.

5. •á
|

Ȩ̂— – Here the root is ́ § , to go. The suffix •‚ÈŸ̃ (•‚̃) comes after the root

´§ , to go and also the augment ŸÈ≈Ũ (Ÿ̃),  when the derivative form means water

by the rule – ©UŒ∑§ ŸÈ≈U˜ ø (©áÊÊÁŒ‚ÍòÊ◊˜, y.v~{). Thus, ´§ +ŸÈ≈U˜+•‚ÈŸ˜ Õ•áÊ¸‚˜ and

the form •áȨ̂— is in Nominative singular in Neuter gender.

Check Your Progress

1. Write notes on the following sacrificial terms–

¬˝©Uª‡ÊSòÊ◊˜, fl‚ÃËfl⁄UË, ∞∑§œŸÊ, Œ‡ÊÊ¬ÁflòÊ◊˜

2. Discuss the derivative meaning of the term indra as given by Ya– ska and

interpreted by Sa–yana∏–ca–rya.
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3. Explain the following mantra according to Sa–yan ∏a–bha–s∏ya citing the seer,

deity, metre and its application.

Œd
|

UÊ ÿÈ†flÊ∑
|

§fl— ‚È†ÃÊ ŸÊ‚
|

àÿÊ fl†ÎQ ’Á„¸U·—–

•Ê ÿ
|

ÊÃ¢ L§º˝flÃ¸ŸËH

4. Write grammatical notes on the following words–

Œd
|

UÊ, ŸÊ‚
|

àÿÊ, ¬ÍÃÊ‚
|

—, ŒflÊ‚
|

—, •Ê◊Ê
|

‚—, flÊ¡
|

Á÷—, •
|

áÊ¸—

Aran∏ ya– n∏1
–

su–kta (Man∏d∏ala 10, Su–kta 146)

3.6 The Sam
.
hita–pa– t∏ha and the Padapa– t∏ha of Each Mantra (10.146)

´§∑§˜‚¢Á„UÃÊ

Œ‡Ê◊¢ ◊á«U‹◊˜

·≈U˜øàflÊÁ⁄¢U‡ÊŒÁœ∑Ò§∑§‡ÊÃÃ◊¢ ‚ÍQ ◊˜

Œfl◊ÈÁŸ— ∞⁄¢U◊Œ— ´§Á·—  •⁄UáÿÊŸË ŒflÃÊ  •ŸÈc≈ÈU¬˜ ¿UãŒ—

´§∑˜§-1

            ‚¢Á„UÃÊ¬Ê∆U— ¬Œ¬Ê∆U —

•⁄
|

áÿÊãÿ⁄
|

áÿÊãÿ‚ÊÒ ÿÊ ¬˝fl Ÿ‡
|

ÿÁ‚– •⁄
|

áÿÊÁŸ  •⁄
|

áÿÊÁŸ

∑§ÕÊ ª˝Ê◊¢ Ÿ ¬
|

Îë¿UÁ‚ Ÿ àflÊ       •‚ÊÒ  ÿÊ  ¬˝˘ß
|

fl  Ÿ‡
|

ÿÁ‚

÷ËÁ⁄
|

Ufl ÁflãŒÃË °3H 1H ∑§ÕÊ  ª˝Ê◊
|

◊˜  Ÿ  ¬Îë¿UÁ‚

 ŸÊ  àflÊ  ÷Ë—˘ß
|

fl  Áfl†ãŒ†Ã†Ë °3H 1H

´§∑˜§-2

fl†Î·†Ê⁄†UflÊÿ† flŒ
|

Ã† ÿŒÈÈ†¬Êfl
|

ÁÃ ÁøÁìÊ†∑§—– flÎ†·†˘⁄UflÊÿ
|

  flŒ
|

Ã 

•†ÊÉÊ†ÊÁ≈UUÁ÷
|

Á⁄Ufl œÊflÿ
|

ãŸ⁄UáÿÊÁŸ◊¸„UËÿÃH 2H      ÿÃ˜  ©U¬˘•fl
|

ÁÃ  ÁøÁìÊ∑§— 

•†ÊÉÊ†ÊÁ≈UÁ÷—˘ßfl  œ†Êflÿ
|

Ÿ˜ 

       •†⁄†Uáÿ†ÊÁŸ—  ◊†„†UËÿ†Ã†  H 2H

´§∑§˜-3

©UÃ ªÊfl
|

ßflÊŒãàÿÈ†Ã fl‡◊
|

fl ŒÎ‡ÿÃ– ©UÃ  ªÊfl
|

—˘ßfl  •†Œ†ÁãÃ 

©UÃÊ •
|

⁄UáÿÊÁŸ— ‚Êÿ¢ ‡
|

Ê∑§≈UËÁ⁄
|

Ufl ‚¡¸ÁÃH 3H        ©UÃ  fl‡◊
|

˘ßfl  Œ†Î‡ÿ†Ã† 

©UÃÊ ßÁÃ
|

 •†⁄U†áÿÊÁŸ— ‚†Êÿ◊˜ 

        ‡Ê∑§≈UË—ß
|

fl  ‚†¡†̧ÁÃ† H 3H
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´§∑˜§-4

ªÊ◊æ˜UªÒ· •Ê ±
|

flÿÁÃ ŒÊfl¸æ˜UªÒ·Ê •¬
|

ÊflœËÃ˜– ªÊ◊˜  •æ˜Uª  ∞·—  •Ê  ±
|

fl†ÿ†ÁÃ†

fl‚
|

ãŸ⁄UáÿÊŸÊ¢ ‚Êÿ◊∑
|

˝È§ˇÊÁŒÁÃ
|

 ◊ãÿÃH 4H    ŒÊL
|

§ •æ˜Uª  ∞·— •¬
|  

•†fl†œ†ËÃ˜

fl‚
|

Ÿ˜ •†⁄U†áÿ†ÊŸÊ◊˜ ‚†Êÿ◊˜ 

       •∑
|

˝È§ˇÊÃ˜  ßÁÃ
|

 ◊†ãÿ†Ã† H 4H

´§∑˜§-5

Ÿ flÊ •
|

⁄UáÿÊÁŸ
|

„¸Uãàÿãÿ‡øãŸÊÁ÷ªë¿
|

UÁÃ– Ÿ  flÒ  •†⁄U†áÿ†ÊÁŸ—  „U†ÁãÃ† 

Sfl†ÊŒÊ— »§‹
|

Sÿ ¡ÇäflÊÿ
|

   •ãÿ—  ø  ßÃ˜  Ÿ 

ÿÕÊ∑§Ê◊¢ ÁŸ ¬
|

lÃH 5H        •†Á÷†̆ ªë¿
|

UÁÃ 

SflÊŒÊ —  »§‹
|

Sÿ  ¡ÇäflÊÿ
|

 

        ÿ†Õ†Ê˘∑§Ê◊
|

◊˜  ÁŸ  ¬†l†Ã† H 5H

´§∑˜§-6

•ÊÜ
|

¡ŸªÁãœ¢ ‚È⁄U†Á÷¢ ’
|

±flãŸÊ◊∑
|

Î§·Ëfl‹Ê◊˜– •ÊÜ
|

¡Ÿ˘ªÁãœ◊˜  ‚†È⁄U†Á÷◊˜

¬˝Ê„¢U ◊ÎªÊá
|

ÊÊ¢ ◊ÊÃ⁄
|

U◊⁄áÿÊÁŸ◊
|

‡Ê¢Á‚·◊˜UH 6H      ’†„È†U˘•†ãŸÊ◊˜  •∑
|

Î§Á·˘fl‹Ê◊˜ 

¬˝  •†„U◊˜  ◊ÎªÊáÊ
|

Ê◊˜ ◊ÊÃ⁄
|

◊˜

    •†⁄U†áÿÊÁŸ◊˜  •†‡Ê†¢Á‚†·†◊˜  H 6H

3.7 Prose-order and Translation of the Mantras (10.146)

1 („) •⁄UáÿÊÁŸ, •⁄UáÿÊÁŸ, ÿÊ •‚ÊÒ ¬˝fl Ÿ‡ÿÁ‚– (‚Ê àfl◊˜) ∑§ÕÊ ª˝Ê◊◊˜ Ÿ ¬Îë¿UÁ‚–
àflÊ ÷ËÁ⁄Ufl Ÿ ÁflãŒÁÃ–
Oh Goddess of Forest, who seems to vanish from sight, why do you not

ask (the way to) the village? Are you not afraid (of your solitude)?

2. flÎ·Ê⁄UflÊÿ flŒÃ ÁøÁìÊ∑§— ÿÃ˜ ©U¬ÊflÁÃ •ÊÉÊÊÁ≈UÁ÷Á⁄Ufl œÊflÿŸ˜ •⁄UáÿÊÁŸ— ◊„UËÿÃ–
When the Ciccika bird answers to the roar of the crickets, (it appears) as if

the singer sings playing the lute and thus the Goddess of Forest is adored.

3. ©UÃ ªÊflßfl •ŒÁãÃ, ©UÃ fl‡◊fl ŒÎ‡ÿÃ– ©UÃ •⁄UáÿÊÁŸ— ‚Êÿ◊˜ ‡Ê∑§≈UËÁ⁄Ufl ‚¡¸ÁÃ–
The cows and deer feed on in the forest, the dwelling-houses appear to be

seen. And in the evening, the Goddess of Forest seems to discharge the

carts.
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4. •æ˜Uª („U •⁄UáÿÊÁŸ), ∞·— ªÊ◊˜ •Ê ±flÿÁÃ– •æ˜Uª, ∞·— ŒÊL§ •¬ÊflœËÃ˜– ‚Êÿ◊˜
•⁄UáÿÊŸÊŸÊ◊˜ fl‚Ÿ˜ •∑˝È§ˇÊÃ˜ ßÁÃ ◊ãÿÃ–
Oh (the Goddess of Forest), on man calls to his cows, another fells a tree.

In the evening, a man dwelling in the forest conceives that someone has

screamed.

5. Ÿ flÒ •⁄UáÿÊÁŸ— „UÁãÃ (ÿÁŒ) •ãÿ— ø ßÃ˜ Ÿ •Á÷ªë¿UÁÃ– SflÊŒÊ— »§‹Sÿ ¡ÇäflÊÿ
ÿÕÊ∑§Ê◊◊˜ ÁŸ ¬lÃ–
The Forest Goddess never kills, if no one else assils. A man rests there as

he likes after eating the delicious fruits.

6. •ÊÜ¡ŸªÁãœ◊˜ ‚È⁄UÁ÷◊˜ ’±flãŸÊ◊˜ •∑Î§·Ëfl‹Ê◊˜ ◊ÎªÊáÊÊ◊˜ ◊ÊÃ⁄U◊˜ •⁄UáÿÊÁŸ◊˜ •‡Ê¢Á‚·◊˜–
(I) praise the Forest Goddess, the mother of wild beasts, the musk-smelling,

the fragrant, who provides plenty of food without tilling.

3.8 Select Portions of the Sa–yan∏abha–s ∏ya on Each Mantra (10.146)

and Its Expositions with Some Grammatical Notes

´§∑§˜-1

‚ÊÿáÊ÷Êcÿ◊˜-

“•⁄UáÿÊÁŸU” ßÁÃ ·«ÎUø¢ ‚ÍQ Á◊⁄¢U◊Œ¬ÈòÊSÿ Œfl◊ÈŸ⁄UÊ·¸◊˜– ◊„UŒ⁄Uáÿ◊⁄UáÿÊŸË– ÃŒ˜ŒflÃÊ∑§◊˜–
•ÊŸÈc≈ÈU÷◊˜–

„U •⁄UáÿÊÁŸ– •⁄UáÿSÿ ¬Ê‹ÁÿòÊË ∑§ÊÁøŒÁœŒflÃÊ⁄UáÿÊŸËÁÃ ŸÒL§Q Ê—– flÒÿÊ∑§⁄UáÊÊSÃÈ
Á„U◊Ê⁄UáÿÿÊ◊¸„Uûfl ßÁÃ •⁄UáÿSÿ ◊„Uûfl æUË·¢ S◊⁄UÁãÃ– •⁄UáÿÊãÿÁœŒflÃ •⁄UáÿÊÁŸ ∑§ÊãÃÊ⁄UÊÁáÊ
¬˝ÁÃ ÿÊ •‚ÊÒ àfl¢ ¬̋fl Ÿ‡ÿÁ‚– ßfl— ‚ê¬˝àÿÕ̧– ‚ê¬˝ÁÃ ⁄UˇÊáÊÊÿ ¬˝ÊåŸÊÁÃH ÿmÊ ÁŸ¡¸Ÿ Œ‡Ê
flÃ¸◊ÊŸàflÊŸ˜ Ÿc≈Ufl ¬˝ÃËÿ‚– ‚Ê àfl¢ ∑§ÕÊ ∑§Õ¢ ª˝Ê◊¢ Ÿ ¬Îë¿UÁ‚– ÁŸ¡¸Ÿ˘⁄Uáÿ ∑§Õ¢ ⁄U◊‚– ŸÍŸ¢
àflÊ àflÊ¢ ÷Ë— ÷ÿ¢ Ÿ ÁflãŒÁÃ Ÿ ‹÷Ã Á∑§◊˜– ÁflÃ∑̧§ å‹ÈÃ—– ßfl— ‚ê¬˝àÿÕ̧ ¬Á⁄U÷ÿÊÕ̧ flÊ–

Exposition

The hymn beginning with aran∏ ya–ni etc., consists of six r∏ks and the seer of the

su–kta is Devamuni, son of Iram
.

mada. Aran∏ ya–n1
–, i.e. Forest Goddess is the

deity of the hymn. The metre is Anus∏t∏up. The application of the hymn is stated as

gatavinijoga.

Aran∏ ya–n1
–

 is the presiding deity of the vast wilderness as she is the protector of

the forest which is stated by the etymologists (nairukta–h∏). The grammarians

hold that a large forest is called aran∏ ya–n1
–

, i.e. mahad aran∏yam and likewise

mahad himam is hima–n1
–

.The faminine suffix n
.
1
–

s∏  is added to the nominal stems

hima and aran∏ ya to form the terms hima–n1
–

 and aran∏ ya–n1
–

 in the sense of a mass

of snow and a large forest respectively.

The poet fancies that the Forest Deity is an elusive figure who vanishes from sight

and avoids villages. The seer poetically describes that she remains alone and

enquires about the matter why the goddess is not willing to ask about the way to

the village. He is inquisitive to know whether the deity is afraid of her solitude or

not. The last vowel in the term vindati in the mantra is prolated, i.e. pluta, i.e.
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lengthened as a vowel to three ma– tra– s to express dubious matter (vitarka). The

term iva means rightly or exactly (samprati) or apprehension (paribhaya). The

poet rightly perceives that the forest, which seems to be elusive in nature might

be afraid of staying alone in vast wilderness.

Stop to Consider

The term gataviniyoga means the application, i.e. viniyoga of the present

hymn in the Pra–taranuva–ka and A
–

s«vinas«astra. (The two terms Pra–taranuva–

ka and A
–

s«vinas«astra are explained in earlier contexts.) In case of the hymns,

where the particular application, i.e. vis«es∏aviniyoga is not stated distinctly in

the Bra–hman∏as or in the S«rautasu–tras, there the application is to be understood

as in the Pra–taranuva–ka  and in the A
–

s«vinas«astra, because a large number

of hymns are recited during the performance of both the sacrificial rituals. In

most cases of the hymns of the tenth Man∏d∏ala of the R∏ gveda, the application

is stated by Sa– yana–ca– rya as gataviniyoga.

SAQ

1. What do you mean by the term aran∏ ya–ni ?

...........................................................................................................

...........................................................................................................

...........................................................................................................

2. In which man∏d∏ala of the R∏gveda the Forest Goddess is praised ?

...........................................................................................................

...........................................................................................................

...........................................................................................................

3. Name the seer, deity and the metre of the Aran∏ ya–nisu–kta.

...........................................................................................................

...........................................................................................................

...........................................................................................................

4. What do you mean by the term gataviniyoga ?

...........................................................................................................

...........................................................................................................

...........................................................................................................

´§∑§˜-2

‚ÊÿáÊ÷Êcÿ◊˜-

flÎ·Ê⁄UflÊÿ– flÎ·Ê ‚øŸ‚◊ÕÊ¸ ⁄Ufl— ‡ÊéŒÊ ÿSÿ ‚Íˇ◊¡ãÃÈÁfl‡Ê‡ÊSÿ Á¤ÊÀ‹ÊÅÿSÿ ‚ ÃÕÊQ —–
∑§≈ÈU∑§‡ÊéŒflÊÁŸàÿÕ¸—– ÃS◊Ò flÎ·Ê⁄UflÊÅÿÊÿ flŒÃ øËøË‡ÊéŒ¢ ∑È§fl¸Ã ÁøÁìÊ∑§— øËøË‡ÊéŒ¢ ∑È§fl¸ãŸãÿÊ
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¡ãÃÈ— ÿÃ˜ ÿŒÊ ©U¬ÊflÁÃ flÎ·Ê⁄UflÊQ Sÿ ‡ÊéŒSÿ ¬˝àÿÈûÊ⁄UM§¬áÊ øËøË‡ÊéŒ∑§⁄UáÊŸÊ¬ªë¿UÁÃ– ÃòÊ
ŒÎc≈UÊãÃ—– •ÊÉÊÊÁ≈UÁ÷Á⁄Ufl– •ÊÉÊÊ≈UÿÊ  ÉÊÊ≈UÁ‹∑§Ê— ∑§Êá«UflËáÊÊ—– ÃÊÁ÷— œÊflÿŸ˜
ÁŸ·ÊŒÊÁŒ‚åÃSfl⁄UÊÁáÊ ‡ÊÊœÿŸ˜ ªÊÿ∑§ ßfl– ÃŒÊ •⁄UáÿÊÁŸ— ‚Ê •⁄UáÿÊŸË ◊„UËÿÃ ¬ÍÖÿÃ–

Exposition :

Here in this verse, the Vedic seer conceives that the chirp produced by the

combination of the ci-ci sound of the Ciccika bird and the harsh sound of the

grasshoppers in the forest appears as if a singer is performing with cymbals. The

Ciccika bird is stated to have joined the noisy and bitter sounds of Jhilli– a

grasshoper-like insect, the male of which produces a high-pitched sound. It

appears as if the Ciccika bird is answering the noisy sound of the grasshoppers

with its ci-ci  sound.

The union of the two sounds resembles the notes of the musical scale and the

seer draws the simile that the mixed sound is as if a singer’s voice who is playing

on the lute with seven svaras nis∏a– da etc. The word a– gha– t∏i means a kind of lute

composed of joints of reed. And thus the Forest Deity is praised.

´§∑§˜-3

‚ÊÿáÊ÷Êcÿ◊˜-

©UÃ •Á¬ ø ªÊflßfl ªflÿÊlÊ ◊ÎªÊ •SÿÊ◊⁄UáÿÊãÿÊ◊˜ •ŒÁãÃ ÃÎáÊÊÁŒ∑§¢ ÷ˇÊÿÁãÃ– ©UÃ •Á¬ ø
‹ÃÊªÈÀ◊ÊÁŒ∑¢§ fl‡◊fl ªÎ„UÁ◊fl ŒÎ‡ÿÃ– ©UÃÊ •Á¬ ø •⁄UáÿÊÁŸ— ßÿ◊⁄UáÿÊŸË ‚Êÿ¢ ‚Êÿ¢∑§Ê‹–
ßfl— ‚ê¬˝àÿÕ¸– ‚ê¬˝ÁÃ ‡ÊÊ∑§≈UË— ‡Ê∑§≈UÊŸ˜ ŒÊflÊ¸lÊ„U⁄UáÊÊÿÊªÃÊŸ˜ ‚¡¸ÁÃ Áfl‚¡¸ÿÁÃ– •„UÁŸ
◊„UŒ⁄Uáÿ¢ ‡Ê∑§≈UËÁ÷— ¬˝Êåÿ ‚fl¸ ¡ŸÊ •¬ÁˇÊÃ¢ ∑§Êc∆UÊÁŒ∑¢§ ‡Ê∑§≈UËcfläÿÊ⁄UÊåÿ ‚Êÿ¢∑§Ê‹
ÃS◊ÊÁãŸª¸ë¿UÁãÃ–

Exposition :

The forest nourishes the beasts. Various species of cattle and deer graze in the

forest. The natural bowers of branches and creepers which surround the forest

appear, as if they are the dwelling-houses. The woodcutters who frequently visit

the forests in the day time for collecting the timbers dare not to stay there when it

is plunged into darkness. The seer says that the Forest Goddess herself discharges

the wagons in the evening which are in the forest for carrying the loaded timbers.

´§∑§˜-4

‚ÊÿáÊ÷Êcÿ◊˜-

•æ˜Uª „U •⁄UáÿÊÁŸ ∞·— àflŒÁœÁc∆UUÃ ◊„UÊ⁄Uáÿ ‚ê¬˝ÁÃ flÃ¸◊ÊŸ— ªÊ◊˜ •Ê ±flÿÁÃ– ∞·— øÊãÿ—
ŒÊL§ ∑§Êc∆U◊˜ •¬ÊflœËÃ˜ •¬„UÁãÃ– ÃÕÊ ‚Êÿ¢ ‚Êÿ¢∑§Ê‹ ⁄UÊòÊÊÒ •⁄UáÿÊãÿÊ¢ ◊„UÊ⁄Uáÿ ÁŸfl‚Ÿ˜
◊ŸÈcÿÊ ŸÊŸÊÁflœ¢ ¬ÁˇÊ◊ÎªÊÁŒ‡ÊéŒ¢ oÎáflŸ˜ •∑˝È§ˇÊÃ˜ ∑§Á‡øÃ˜ ÃS∑§⁄UÊÁŒ⁄UÊ∑˝§Ê‡ÊÁÃ ßÁÃ ÷ËÃ— ‚Ÿ˜
◊ãÿÃ ’ÈäÿÃ–

Exposition :

The seer depicts the forest very lively. In the forest, someone is busy  calling his

cows which are grazing here and there. Someone is felling a tree for collecting
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wood from the forest. He who is returning from the forest in the evening, feels as

if someone is screaming in the forest. Actually, the solitary man feels unsafe in the

loneliness of the forest and the shrill sound coming from all the corners of the

darkening forest frightens him like a scream of the robbers.

´§∑§˜-5

‚ÊÿáÊ÷Êcÿ◊˜-

Ÿ flÒ Ÿ π‹È •⁄UáÿÊŸË „UÁãÃ ÃòÊ ÁŸfl‚ãÃ¢ Á„UŸÁSÃ– ÿÁŒ •ãÿ— √ÿÊÉÊ˝øÊÒ⁄UÊÁŒ— ŸÊÁ÷ªë¿UÁÃ–
ÃÁ„¸U SflÊŒÊ— ⁄U‚flÃ •Ê◊˝ÊŒ— »§‹Sÿ– »§‹¢ ¡ÇäflÊÿ ÷ˇÊÁÿàflÊ ÃòÊ ÁŸfl‚Ÿ˜ ¬ÈL§·— ÿÕÊ∑§Ê◊¢
ÿÕë¿¢U ÁŸ ¬lÃ ÁŸªë¿UÁÃ flÃ¸Ã–

Exposition :

The Forest Goddess is always calm and quite. She never harms anyone unless

provoked by some muderous enemies like tiger, robbers etc. She provides plenty

of fruits to the visitors of the forest. People can pass their time comfortably in the

forest by eating the luscious fruits like mangoes etc.

´§∑§˜-6

‚ÊÿáÊ÷Êcÿ◊˜-

•ÊÜ¡ŸªÁãœ◊˜– •Ü¡ŸSÿŒ◊ÊÜ¡Ÿ¢ ∑§SÃÍÿÊ¸ÁŒ– ÃSÿ ªãœ ßfl ªãœÊ ÿSÿÊSÃÊŒÎ‡ÊË– •Ã ∞fl
‚ÊÒ⁄UèÿÊ¬ÃÊ¢ ’±flãŸÊ¢ ’„ÈUÁ÷⁄UãŸÒ⁄UŒŸËÿÒ— »§‹◊Í‹ÊÁŒÁ÷L§¬ÃÊ◊˜– •∑Î§·Ëfl‹Ê◊˜– ∑Î§Á·⁄U·Ê◊SÃËÁÃ
∑Î§·Ëfl‹Ê— ∑§·¸∑§Ê— ÃÒÁfl¸ÿÈQ ¢Ê ÃÊŒÎ‡ÊË¥ ◊ÎªÊáÊÊ¢ ◊ÊÃ⁄¢U ¡ŸÁÿòÊË◊˜ •⁄UáÿÊÁŸ◊˜ •⁄UáÿÊŸË◊˜ •„¢U ¬˝
•‡Ê¢Á‚·◊˜ ©UQ Ÿ ¬˝∑§Ê⁄UáÊ SÃÈÃflÊŸÁS◊–

Exposition :

The seer exceptionally praises the grandeur of the forest who is the mother of all

forest animals as she shelters and nourishes them all. She is rich in food as she

produces abundance of fruits and roots, which are raised without tillage. She is

musk-scented and thereby the forest is fragrant. Musk is the strong-smelling

animal perfume supposed to come out of the navel of the musk deer.

Grammatical Notes

1. •†⁄U†áÿ†ÊÁŸ— – In classical Sanskrit the form •⁄UáÿÊÁŸ— is •⁄UáÿÊŸË. The augment

•ÊŸÈ∑§ ˜ (•ÊŸ˜) and the faminine suffix æUË·˜ (ß¸)  are added to the

nominal stem •⁄Uáÿ to form the word •⁄UáÿÊŸË by the rule ßãº˝flL§áÊ÷fl‡Êfl¸
L§º˝◊Î«UÁ„U◊Ê⁄UáÿÿflÿflŸ◊ÊÃÈ‹ÊøÊÿÊ¸áÊÊ◊ÊŸÈ∑§˜ (4.1.59). In •⁄UáÿÊÁŸ— , the short vowel ß
takes place due to Vedic irregularity.

2. fl‡◊
|

fl – The word ßfl in the sense of comparison is always compounded in

the Vedas with the word after which it stands. In fl‡◊fl,  fl‡◊ and ßfl are the two

constituents of the compound. But it cannot be disjoined and therefore in the

Padapa–t∏ha also, the form is written as fl‡
|

◊˘ßfl .

3. ¡†ÇäflÊÿ
|

 -Here the root is •Œ˜ ,  to eat and the suffix is QflÊø˜. ¡ÁÇœ is the



(63)

substitution of the root •Œ˜ when added with the suffix QflÊø˜ by the rule •ŒÊ
¡ÁÇœÀÿ¸ÁåÃ Á∑§ÁÃ  (2.4.36). In the substitution ¡ÁÇœ, ß is merely for the sake of

articulation. But in the Vedas, the forms ending in QflÊø̃ gets the augment ÿ by the

rule QflÊ ÿ∑§̃ (7.1.47). Thus, the form becomes  ¡ÇäflÊÿ
|

 .  In classical Sanskrit the

form is ¡ÇäflÊ.

4. •∑
|

 Î·Ëfl‹Ê◊˜ – Ÿ + ∑Î§·Ëfl‹Ê◊˜ � •∑Î§·Ëfl‹Ê◊˜. The term ∑Î§·Ëfl‹ means the

cultivators. The suffix fl‹ø̃ is added to the nominal stem ∑Î§Á· in the sense ∑Î§Á·—
∞·Ê◊̃ •ÁSÃ, by the rule ⁄U¡—∑Î§cÿÊ‚ÈÁÃ¬Á⁄U·ŒÊ fl‹ø̃ (5.2.112). The lengthening of the

vowel ß in ∑Î§Á· takes place by the rule fl‹ (6.3.119) which enjoins that the final

of the preceding word is lengthened before the suffix fl‹ø̃.

Check Your Progress :

1. Explain the following mantra according to Sa–yan∏ abha–s∏ ya citing the seer,

deity, metre and its application.

flÎ†·†Ê⁄U†flÊÿ† flŒ
|

Ã† ÿŒÈ†¬Êfl
|

ÁÃ ÁøÁìÊ†∑§—–

•†ÊÉÊ†ÊÁ≈UÁ÷
|

Á⁄Ufl œ†Êflÿ
|

ãŸ⁄Uáÿ†ÊÁŸ◊¸„UËÿÃH
2. Write grammatical notes on the following words

•†⁄U†áÿ†ÊÁŸ—, fl‡◊
|

fl, ¡ÇäflÊÿ
|

, •∑Î
|

§·Ëfl‹Ê◊˜
3. Write a note on the appreciation of the Goddess Aran∏ ya–n1

–

 as found in the

R∏gveda (10.146)

3.9  Summing-up

After going through this unit, you have got an idea of the Vedic gods, viz. the

As«vins, Indra, the Vis«ve-deva– h∏. Sarasvat1
–

 and Aran∏ ya–n1
–

. You are familiar with

the characteristic features of these gods and goddesses and now, you are in a

position to comprehend the basic concepts of the Vedic gods as treated in the

R∏ gveda. Moreover, you have noticed that the language of the Veda bears a

sharp distinction to that of the classical Sanskrit. Some few Vedic words are ,

therefore, selected on which grammatical notes are furnished and these have

helped you to understand the peculiarity of the Vedic language. The poetic acumen

of the Vedic seers is well-displayed in the delineation of the Forest Goddess

(10.1146) which enthrals you to appreciate the beauty of the R∏gvedic poetry.
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Unit IV

Arrangement of the R ˇˇ ˇˇ ˇgveda

Contents :

4.1 Introduction

4.2 Objectives

4.3 The Rǧveda : arrangement

4.3.1 Recensions

4.3.2 Text

4.3.3 Nature and structure of the hymns

4.3.4 Language

4.3.5 Vocabulary

4.3.6 Syntax

4.3.7 Accent

4.3.8 Metre

4.4 Rǧveda : a poetic composition

4.5 Commentators of Řgveda

4.6 Summing up

4.1 Introduction

The Vedic age is the dawn of Indian History and Vedic literature is the

oldest Indo-European literary monument in which the culture and civilization

of the ancient Indian people are reflected. And the oldest Indian, and, at the

same time, the oldest Indo-European literary monument, the Vedic literature

has owned a prominent place in the history of world literature.

Indo-European : A language family. There are seven language family

in the world. Sanskrit is included in this Indo-European language family.

The word ‘Veda’ means ‘knowledge’, then ‘the knowledge par excellence’

i.e., ‘the sacred, the religious knowledge’. It does not mean one single literary

work, but a whole great literature, which arose in the course of many

centuries, and through centuries has been handed down from generation to

generation by verbal transmission.

Veda comprises of four different classes of literary works, viz. Sam
.

hitas

(collections of hymns), Br

a

hmanǎs (text of theological matter), A
–

ranˇyakas
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(forest texts) and Upanis ˇads (revealed text  on God, the world and

mankind). Each of these four texts has a greater or a smaller number of

separate texts.

Of the two constituents of Vedic literature, Mantra and Bra–hmaňa, the Mantra

is undoubtedly an earlier text. The Mantra text is in the metrical form to a

large extent. Otherhand, the Bra–hmanǎ text is in prose form, which contains

theological matters with reference to sacrifice and their mythical import. It is

clear that, of these two constituents, the Mantra literature enjoys a place of

paramount importance. The Bra–hmanǎ literature possesses much value and

importance as it aims at unfolding the deeper implications and purposes of

the Mantras, most of which have their application in different rituals.

The Mantra literature is divided into four parts called Sa

&m

hit

a

s or collections.

They are generally known as : Řgveda-Sam
.
hita– or simply Rǧveda; Sa–mveda-

Sam
.
hita

–
 or Simply Sa

–
maveda; Yajurveda-Sam

.
hita

–
 or Simply Yajurveda and

Atharvaveda-Sam
.
hita

–
 or simply Atharvaveda. According to the tradition,

Dvaipa–yana Křnšˇňa, also called Veda-Vya–sa or Vya–sa, collected the mantras

and divided them into four parts. After dividing the Matras into four Sam
.
hita

–
s,

Vya
–
sa initiated his four students, namely Paila, Vais«amp

a

yana, Jamini and

Sumantu respectively into them and asked them to enlighten the people with

the knowledge they had received from him. Besides the four-fold classification

into Sam
.
hita

–
s, there is yet another classification but for which Veda is described

as Tray1
–

. According to this classification Mantras are of three types-rˇk,

saaman and yajus.

SAQ :

What do you understand by the term ‘Veda’?

..................................................................................................................

..................................................................................................................

4.2 Objectives :

The objectives of this unit is to help you in

� arranging of the Řgveda

� familiarizing the recensions of the Rǧveda

� familiarizing with the text, language, accent etc.

� acauinted with the commentators of the Rǧveda
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4.3 The Rǧveda : Arrangement :

Among the four Vedas, the Rǧveda is the most important and regarded as

the first of all. The Rǧveda probably assumed its present shape around 900

B.C. The Rǧveda is purely a lyrical collection, comprising the store of song

which the Aryans brought with them from their ancient home on the banks

of the Indus. By far the greater part of the poetry the Rǧveda consists of

religious lyrics, only the tenth book containing some secular poems. Its

hymns are mainly addressed to the various gods of the Vedic pantheon,

praising their mighty deeds, their greatness and their beneficence or

beseeching them for wealth in cattle, numerous off spring, prosperity, long

life and victory.

This Veda is arranged in two different ways. These two are known as the

Asťǎka division and the Manˇdǎla division. The first division comprises of

Asťǎkas which furthers subdivided into Adya
–
yas (chapters) and vargas. The

latter is divided into ten Manďǎlas (Books), 85 Anuva
–
kas (chapters), and

Su–ktas. This latter division is very popular and convenient. Each Manďˇala

contains so many Su–ktas (hymns) which are poems devoted to a particular

topic, e.g., hymns to Agni, hymns to Indra, hymns to Su– rya etc. Because of

this division into ten Manďǎlas, the Veda is known as ‘d

a

s«atay

i

’.

Out of the ten Maňdǎlas or Books, the six books, II-VII, have a homogeneous

character. These six books are regarded as ‘Kula manˇdǎla’ or family books,

because each one contains hymns of seer belonging to one particular family.

The six families are those of Gr ˇtsamada, Visva
–
mitra, Va

–
madeva, Atri,

Bharadva
–
ja and Vas«isťȟa. There is a principle according to which the deities

of these books were arranged. In each maňďala there is a collection of hymns

addressed to Agni in the beginning. This is followed by a collection of

hymns to Indra. There after, come the hymns addressed to other gods. The

deity to whom the largest number of hymns is addressed finds the first

place in the order. Where the number of hymns is equal, the deity to whom

a large number of stanzas is addressed in the first hymn, gets the priority in

the order. It is found that Agni, Indra and Soma are the three most important

Rǧvedic gods and the number of hymns dedicated to them is the highest. In

the Rǧveda, one finds the largest number of hymns in honour of Agni and

Indra. Hymns in honour of Soma are to be found in the eight book where

they are separately collected. The eight book called as ‘Prag

a

tha-maňdǎla’,

which has a collection of ‘Praga
–
thas’ by different seers. In this manďǎla, it

is noteable that stanzas in Ga
–
yatr1

–

 metre are placed before those in Jagati

and Trisťǔbh metres. Verses in other metres come next. Maňdǎla I and X

having an equal number of hymns (191) contain collection of stanzas by

seers belonging to different families. So, the four books, viz.
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Pragatha : a kind of Mantra  and of a sacrifies in which they are used.

The word is derived from ga
–
tha

–
.

I, VIII, IX and X are generally described as Prak1
–

rňa (heterogeneous)

manďˇalas. Some European scholars are inclined to think that while the

family-books constitute the earlier part of the Řgveda, the other four books

are later additions. They base their hypothesis on both the external and the

internal evidence of the style of composition and language as also of the

nature of their contents. Of the four books, VIII and IX are described as

supplements to the family-books.

Sri Anirva–nǎ, a Vedic critic, admits that the six Family-books and the other

four books differ in respect of their style of composition. He asserts that the

collection of hymns in the eight books, i.e., II-IX unmistakably reflects a

course of well-coordinated sacrificial discipline. The major portion of the

Family books is a collection of prayers which are offered by the Hotr-̌priest.

The VIII book is a collection of such hymns which are sung. The IX book is

related not only to Soma but also to Pavama–na Soma.

The first book of the Rǧveda is ascribed roughly to fifteen seers. It is a principle

in the arrangement of hymns which usually starts with those addressed to

Agni. It is found that among the gods Agni and Indra are more prominent.

The first part of the first book bears much affinity with the eighth book. Of its

hymns, more than half, are attributed to the members of the Ka–nˇva family.

The tenth book appears to be a later appendage. Here the arrangement in

the first part follows the pattern in the first part of in the first book. The

second part is a  collection of a few hetrogeneous hymns, where the longer

hymns have been placed before the smaller ones. Some of the well known

philosophical hymns are included in this part. Some of the important

Dialogue hymns (Sam
.

vada Su
–
kta) are also found in this part.

SAQ

1. What are the family books?

..................................................................................................................

..................................................................................................................

..................................................................................................................

2. What is the manˇdǎla division?

..................................................................................................................

..................................................................................................................

..................................................................................................................
n
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4.3.1 Recensions

The Řgveda has three recensions (s«a–kha–)– S«a– kala, Va–sǩala and S«a–n
.
khya–yana.

The S«a
–
kala Sam

.
hita

–
 is the only recension that has been preserved for us. It is

divided into ten manďǎlas (books). Each manď̌ala is divided into anuva
–
kas.

There are eighty five anuva– kas. Each anuva–ka again consists of a number of

hymns. The Va
–
skala Sam

.
hita

–
 is divided into eight asť̌aka. This division is

purely external. Each asť̌aka is divided into adhya
–
yas and there are eight

adhya
–
yas in each asť̌aka. The total number of adhya

–
yas being sixty four. Again,

each adhya–ya consists of thirty-three vargas, usually consisting of five verses.

It is already stated that in the S«a– kala Sam
.

hita– , the number of hymns is

1028. This included eleven Va
–
lakhilya hymns. These Va

–
lakhilya hymns are

inserted in the middle of the eight book. All these hymns contain 10,552

verses which are called rǩ.̌ In this S«a– kala Sam
.
hita– , the Va– lakhilya hymns

are found as a from of an additional section, whereas in the S«a– n
.
khya–yana

recensions they are included in the body of the text. The Sam
.
jn

~
a
–
na hymn

also is found in the appendix of the S «a
–
kala recension but in the

S«a
–
n
.
khya

–
yana it is included in the Sam

.
hita

–
. It may be mentioned that the

extant S«a
–
kala recension does not preserve all the Řgveda hymns. It is said

that this recension of the Rǧveda is not a complete collection. There were

stanzas belonging to this Veda which have been lost to us. But, the S«a–kala

recension preserves the best tradition of the text of the Rǧveda.

4.3.2 Text

The Caranǎvyu
–
ha, a work on the Vedic schools, holds that the Řgveda text

was found in five different recensions. The later Vedic literature has two

main schools– viz., the Aitareya and the Kaus1
–

taki. The entire Rǧveda text

is found in two major recensions, viz. S«a–kala and      Va–sǩala. The Va– sǩala

recension contained many more hymns, but it is no longer extant. In the

introduction of his commentary to the Řgveda, Sa–yana says that the total

number of Vedic schools is 1127. The S«a–kala recension follows the maňdǎla

division.

4.3.3 Nature and Structure of the hymns :

It is found that in Rˇgvedic poetry the natural unit is the stanza in which an

idea is completed. In a hymn, a group of stanzas are collected which has a

common theme. Usually in a stanza or a hymn, the god is invoked.

Sometimes different themes are introduced in the same hymn. The Da–nastuti

section and the dialogue hymns can be cited as example. The Rǧveda poets

probably reflected some primitive attitudes. They believed that the hymns
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worked as some cosmic activities and sustaining the god’s power. They

offered food as oblation to the gods. A very common idea was that the

hymns help the gods to grow. For instance, the praise fosters Indra’s growth-

presumably as a warrior in the battlefield – who then fights victoriously

and ensures the Aryan’s victory, prosperity, peace, health and wealth. The

gods gain their strength and powers through hymns sung to them. Hymns

have a magic of words and they are applicable to sacrifice with the proper

intonation, accent, melody and ritual. The hymns themselves were thus

powerful agents. A good song ensures long life, the normal span being a

hundred years. The man who does not sing never flourishes in life. Praise is

meant not only for the god’s food which strengthens them, but it also

beautifies them. The seer says that Agni adorns his own body with ancient

hymns which ensure his growth and power. The right kind of praise prompts

Indra to harness his horses for battle.

Doxology can also be creative in a cosmic sense. Hymns have a cosmic

function, through them one can gains the level of the cosmokrators. One

purpose of composing hymns is that the gods love to be entertained with

them so they are called upon to come and ‘enjoy’ them. Praise is not always

merely an expression of poetic rapture, it has direct reference to the boons

solicited. It is found that the god Indra is asked to supply wealth and strength-

giving food through the new hymns. Poets pray for divine protection in

return of praise. Praise is the most significant form of worship. The seer

says, ‘this speech has been fashioned for the god as a chariot by a clever

craftsman, by men desirous of wealth. (Rǧveda, I. 130.6)

SAQ :

1. What kind of nature and structure of the hymn you have found in the

Řgveda?

..................................................................................................................

..................................................................................................................

..................................................................................................................

4.3.4 Language :

According to scholars, the language of the Řgveda is not homogeneous but

belong to different periods. J. Bloch, a foreign scholar, states that it is a

collection of different epochs, certain elements of which date perhaps before

the establishment of the Aryans in India. Unity of style and grammar is

maintained, but the phraseology shows that this unity is to some extent

artificial. The presence of phonetic colloquialisms and at the same time their

rarity confirms the fact that there has been selection. As soon as the old hymns
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became difficult to understand various scholars preserved the meaning, studied

grammatical peculiarities and interpreted phrases. In the expression of the Řgveda-

Sam
.
hita

–
, the word Sam

.
hita

–
 means ‘collection’. The Mantras must have been

composed at any early time before they came to be collected. The purpose of

the collection was to guard them against the possibility of any change or loss.

4.3.5 Vocabulary

The early Vedic vocabulary is largely unfamiliar to readers of classical

Sanskrit because nearly half of the words are unknown in classical Sanskrit.

The Indo-Aryan people however, when they arrived in India, brought with

them not only this vocabulary but all the words they had met and with

whom they had lived for some time on their way to India.

The speech of the Rǧveda which is our sole representative for all these

dialects is a kind of literary language, a speech based primarily on one of

these dialects only, but admitting forms from other dialects as well, specially

when towards the end of the Rǧvedic period of mass of the Vedic hymns

became the common property of most Aryan tribes.

At the time, when the Vedic hymns were being composed on the soil of

India, Dravidian and Austric words were entering the Aryan vocabulary.

Some of the hymns entered in India. Some common strophes and  metres

between the Vedic and Avestic hymns perhaps attest to this fact.

T. Burrow in his book ‘Sanskrit Language’ has a very instructive chapter

on the non-Indo-European influence in the Sanskrit language. The vocabulary

of the Rǧveda may have exceeded that of the spoken language of any tribe

at any given point of time. It represented the word stock of many different

poets living and composing in different regions and different periods.

4.3.6 Syntax

Scholars opine that the verse compositions of the Sam
.
hita

–
s do not follow

any precise rules of syntax. Indian grammar has no rules for syntax. For the

meaning of a sentence does not depend on word order which is completely

free both in prose and verse. Metre and accent predominate in oral poetry

and these determine the syntax. According to the exigency of the metre and

accent, adjectives which in general prose speech precede the noun do not

do so in verse where it can be moved to any frequently as substitutes for

clauses. The adjectives in the R ˇgveda Sam
.

hita– are completely precise,

essential and the briefest possible expression for the poet’s intended idea.

In most of the cases, adjectives to god’s names or epithets signified their

mythological functions or actual historical facts. For instance, the Purandara

Indra, Vrˇtrahan can be cited.
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Rǧvedic language have some peculiarities. In case of euphonic combination,

declension, conjugation, compound, tense, prefixes, suffixes etc., there are

some special features in the Vedic language. Vedic conju

&g

ation has following

special features :

(a) The stem of the finite verb, to which terminations are added, falls into four

systems – Present system, Perfect system, Aorist system and Future system.

(b) No dha
–
tu is restricted to a specific ganˇa.

(c) Subjunctive (let∏), injunctive moods and pluperfect are peculiar to the

Vedas.

(d) Aorist system with multiple forms is frequent in the Vedas.

4.3.7 Accent :

One of the most striking features of the Rǧveda text as well as the other

Sa

&m

hita
–
s and Bra

–
hmanas (not all the Bra

–
hmanǎs) is the accented form.

Vedic Sanskrit has best preserved the Indo-European accent which goes

entirely by the grammatical structure. The most conspicuous feature of Vedic

phonology which marks it off from classical Sanskrit is the use of a free

musical accent as an integral part of the word. It is differently noted in

different works and possesses different values.

The Vedic accent is threefold – uda– tta (the rising accent), anuda– tta (the

low-pitch accent) and svarita (the feeling accent). The low pitch accent

precedes the rising accent which is usually followed by the falling accent.

There are four systems of marking accent in the Rǧveda is as – (a) The

uda– tta or rising or acute accent is not marked at all, the anuda–tta or low-

pitch accent is marked with a horizontal line below and the Svarita or falling

accent with a vertical stroke above. For example :

•†ÁÇŸŸ
|

Ê ⁄U††Áÿ◊
|

‡ŸflÃ˜ ¬Ù·
|

◊†fl ÁŒ†flÁŒ
|

fl–

ÿ†‡Ê‚
|

¥ fl†Ë⁄Ufl
|

ûÊ◊◊˜H

Here, in the word “•†ÁÇŸŸ
|

Ê”, the “•†” is anuda– tta accent. the “ÁÇŸ” is uda– tta accent

and “Ÿ
|

Ê” is svarita accent.

Accent is the part of the phonetic structure of a word. From the earliest Vedic

hymns the rules for accentuation appear to have been fixed by the conventional

system of recitation.

4.3.8 Metre :

Almost all the hymns of Řgveda and the Atharvaveda are metrical. Generally

the stanzas are of four lines (pa–da). Some of them again are in three lines
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and sometimes in five. There are seven metres which are used frequently in the

Rǧveda. These seven metres are : Ga–yatr1
–

, Usˇnik, Anusťǔp, Brˇhat1
–

, Pan
.
kti,

Trisťˇbh and Jagati. The Ga–yatr1
–

 has 24 numbers of syllables, while Usňik

has 28, Anusťˇup has 32, Brȟati has 36, Pan
.
kti has 40, Trištb̌h has 44 and

Jagati has 48 numbers of syllables. Among them, Tristubh, Ga
–
yatr1

–

 and

Jagati are the most  common and about a two third of the total number of

stanzas of the Rǧveda is composed in them. The Vedic metres are said to be

the root of all the classical metres and have a quantitative rhythm in which

short and long syllables alternate. Generally a hymn of the Řgveda consists

of stanzas in the same metre through out.

4.4 R ˇˇ ˇˇ ˇgveda : a poetic composition :

The Rǧveda Sam
.
hita

–
 is one of the world’s earliest oral compositions. It is a

collection of lyrics, ballads and hymns. The Mantras are metrical and they

are initially have been a simple mode of praise and song. Many short lines,

not strictly classifiable metrically are formed, as also just one-pa–da verses.

One important aspect of Vedic verse is its formulaic and imitative nature.

In the Rˇgvedic mantras, simile, metaphor, pathetic fallacy and alliteration

are the most common.

There are various kinds of gods to whom poems are addressed. Some animals

like the horse, features of nature like rivers, mental traits like devotion

(S«raddha–), agencies like creator (Dha– trˇ) and various implements like mortar

and pestle that are used at the religious ceremonials, are deified, and poems

are addressed to them.

The seers of the Rǧveda were great poets of deep vision, who could see far

below the surface which alone the ordinary men could not see. They could

vision some lusters in such depths beyond the sight of men and they could

have direct communion with such powers. The great poets never led the

nation along paths supposed to lead to certain goals beyond, promised and

tempting, but at the same time unattainable in truth, abandoning the facts of

the world. They also guided them clear of aimless materialism, making life

noble and purposive. That is the great value of the Rˇgvedic poetry.

Rǧveda as a poetry, reveals certain features that are not seen in the record of

other ancient civilization. Love of nature is one such feature that is very

prominent in the poetry of the Rǧveda. The Rǧveda is essentially Nature

poetry, dealing with certain powers in Nature and also embellished with

allusions to the familiar objects of Nature like rivers, animals and birds.

Among the objects of nature, cows and rivers form the most prominent

objects that attracted the attention of the poets of those days.



(74)

4.5 Commentators of R ˇˇ ˇˇ ˇgveda :

The correct interpretation of the Vedas has posed a problem to both ancient and

modern scholars. A correct knowledge of the Vedas is imperative for a proper

understanding of the religious beliefs, rituals and cultural background of India.

For proper understanding of the Vedic words various methods have been utilised

from early period. Vedic commentators have done tremendous hard-work for

proper understanding of the Vedic words. The earliest Vedic commentaries were

oral and have not been preserved.

Among the more famous Řgvedic commentators whose works have come down

to us, are Skandasva
–
m1

–

, Na
–
ra

–
yan ˇa, Udg1

–

tha, Hasta
–
malaka, Uvat ˇa,

Ven
.
kat ˇamadha

–
va, A

–
nandat1

–

rtha, A
–
tma

–
nanda, Sa

–
yan ˇa, Ra

–
van ˇa,

Caturvedasva
–
m1

–

, Devasva
–
m1

–

, Bhatˇtˇˇabha
–
skara, Haradatta, Sudars«anasuri,

Daya
–
nanda Sarasvat

i

 etc.

As a Vedic commentator, Sa
–
yanǎ occupies a unique position in the history of

Vedic exegesis. As many as five Veda-Bh

a

sy̌as, eleven Bra
–
hmana Bha

–
sya,

and two A
–
rany̌aka-Bha

–
syas are found ascribed to Sa

–
yanǎ. Among the extant

Bha
–
sy̌as on the Řgveda, Sa

–
yanǎ’s Bha

–
sˇya is most comprehensive and lucid.

Sa
–
yan ˇas attemp in his Bha

–
s ˇya, at explaining in detail the grammatical

formation, etymologies and accent of the Vedic words. In his Bha
–
sy̌a, Sa

–
yanǎ

has made full use of the Pa
–
nˇinian grammar, Nighanˇtǔ, Nirukta, Una

–
dˇisu

–
tra

etc.

SAQ :

1. Who are the commentators of the Rǧveda?

..................................................................................................................

..................................................................................................................

..................................................................................................................

..................................................................................................................

4.6 Summing up

In this unit, you are acquinted with the arrangement of the Rǧveda. You are

also aware with the division of the Řgveda. Here, the Recensions of the

Rǧveda, text of the Rǧveda, structure of the hymns of the Rǧveda, accent

and metre of the Rǧveda etc. are also introduced with introductory ideas.
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Check Your Progress :

(Attempt answers of about 500 words on these topics)

1. Show your acquaintance with the arrangement of the Řgveda.

2. Write a note on the divisions of the Řgveda.

3. Give a brief introduction regarding the Řgvedic commentators.

4. Write notes on Vedic accents and metres.

---xxx---
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Unit – V

Content and Date of the R ˇˇ ˇˇ ˇgveda

Contents :

5.1 Introduction

5.2 Objectives

5.3 Type of Hymns

5.4 Content of the R ˇgveda

5.4.1 Sam
.

va
–
da hymns

5.4.2 Philosophical hymns

5.4.3 Da–nastutis

5.4.4 Va–lakhilyas

5.4.5 A
–

pri hymns

5.4.6 The Soma-manďˇala

5.4.7 The Su
–
rya

–
 hymn

5.4.8 Riddles and Legend

5.4.9 Other hymns

5.5 Date of Rǧveda

5.6 Summing up

5.7 Suggested readings

5.1 Introduction :

The Rǧveda is the oldest literary document of the Indo-European speaking

people. There are ritualistic texts in it but it also enunciates the supremacy

of the cosmic and transcendent R ˇta (truth) which can be the basis for

promulgating a philosophy of eternal and natural laws. The Rˇgveda is full

of ideas relating to the Primordial Omnipotent Reality.

This Veda Rǧveda consists of metrical prayers or hymns, termed Su
–
ktas,

addressed to different divinities, each of which is ascribed to a Ršˇi or seer.

These hymns are put together with little attempt at methodical arrangement,

although these are dedicated to the same deity.

The Řgveda contains direct and indirect references to the political concepts

and entities of a patriarchal humanity. The Rǧvedic political system was

sustained by hereditary priesthoods, monarchical concentration of authority,

agricultural economy and all pervading feeling of group cohesiveness. There

are elements of systematic linkage and communication transmission and

efforts were encouraged for the realization of some identifiable dominant

objectives.
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The name Rǧveda means the Veda of adorations, and this indicates the

general nature of the contents of the Veda. The Veda contains mostly

adorations of gods. Such adorations are either directly addressed to the gods

or form the poetic flow of the feelings in the hearts of the poets when they

have the form of the gods shining in their hearts. In the traditional

interpretations, the former variety is termed pratyakša-Krťa (what are made

directly) and the latter are termed paroksˇa-Krťa (what are indirectly made).

All the poems that are of the nature of philosophical speculations, dialogues

and secular ideas put together form only a very small part of the text of the

Rǧveda. The real Řgvedic text as it stands today is of the nature of adorations

of the gods. Such poems of adoration addressed to gods were utilised during

the grand religious as well as other ceremonies during the vedic age.

5.2 Objectives :

The objectives of this unit is to help you in

� familiarizing the types of hymns of Rǧveda

� knowing the Sam
.

va–da, philosophical etc. hymns

� acquiring the knowledge of Va–lakhilyas and A
–

pri hymns

� understanding the date of Řgveda.

5.3 Types of hymns :

All the Rǧveda verses are self-contained units and most hymns follow one

single metre. Generally, a hymn expresses a single theme.

V.M.Apte divided Rǧvedic hymns into five categories according to their

setting. These categories are : (a) Sacramental : those which are used in

Grȟya rituals like wedding, funerals etc., (b) Invocational : like blessings,

atonement etc., (c) Mythological : hymns containing myths which are more

important for the rites in which they are used, (d) Oblational : hymns which

though without any direct bearing on the sacrifices in which they are used

are yet quite suitable for the occasions, and (e) Accidental : hymns which

are only loosely connected with the rites in which they are used.

There is another division of Rˇgvedic hymns. In this division, hymns are

classified into eight categories. They are – (a) Devata
–
 Su

–
ktas, (b) Sam

.
va

–
da

Su
–
ktas, (c) Da

–
nastuti Su

–
ktas, (d) Tattvajn

~
ana Su

–
kta, (e) Sam

.
ska

–
ra Su

–
ktas,

(f) Ma
–
m
.
ttrika Su

–
ktas, (g) Laukika Su

–
ktas and (h) A

–

pri Su
–
ktas.

Broadly the Rǧveda hymns may be divided into two classes– religious and

secular.

Prayers frequently sound as if the relationship between the god and his
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votary is one of give and take. The god is specifically reminded of the

precious gifts offered to him and informed that the benefits solicited are

proportionate to these. The tone varies from poet to poet and from hymn to

hymn. Some are propitiatory and conciliatory, some supplicatory and

coaxing.

5.4 Content of the R ˇˇ ˇˇ ˇgveda

The Řgveda presents a great variety of themes besides praise-prayer which

is the commonest. There are lyrics of various kinds, ballads of heroes and

heroism, love-charms, fertility and spells, legends, doxology, nature poems

(e.g., ra–tri hymn), drinking song (e.g., x. 119), work songs (e.g., x. 101),

elegies (e.g., x. 105), wedding songs (e.g., x. 85), lament (e.g., x. 34) and

various other subjects.

M. Winternitz opines that many of the hymns are not addressed to a sun-

god, nor a moon-god, nor to a fire-god, nor to a god of the heavens, nor to

storm-gods and water-deities, nor to a goddess of the dawn and earth-

goddess, but the shining sun itself, the gleaming moon in the nocturnal sky,

the fire blazing on the hearth or on the altar or even the lightning shooting

forth from the cloud, the bright sky of day, or the starry sky of night, the

roaring storms, the waters of clouds and of rivers, the glowing dawn and

the spread-out fruitful earth-all these natural phenomena are, as such,

glorified, worshipped, and invoked. Only gradually is accomplished in the

songs of the Rǧveda itself, the transformation of these natural phenomena

into mythological figures, into gods and goddesses such as  Su
–
rya (Sun),

Soma (Moon), Agni (Fire), Dyaus (Sky), Usǎs (Dawn), Prťhiv1
–

 etc.

Devata– Su–kta

In the Rǧveda, largest number of hymns are eulogies of the deities. The

gods have been praised and the praises are closely interspersed with prayers.

Praises and prayers are mixed together and that forms the bulk of the text of

the Řgveda and which is regarded as the religious section of the Rǧveda.

The Sanskrit expression for ‘god’ is ‘deva’ which is derived from the Ö‘div’.

The  Ödiv denotes light or luminosity. God is called ‘deva’ because he gives

his blessings to those who worship him. The learned man is also called

‘deva’ because he imparts knowledge to his fellow men. The sun, the moon

and the sky are all devas because they give light to all creation. Even the

parents and spiritual guides are devas because they give so much to their

sons and disciples. The universe appeared to the seers of Řgveda to be

divided into the three domains. The three domains are the earth, air and

heaven. The light on earth is described as Agni, in air as Indra or Va–yu and

in heaven the Sun, As«vins and Usˇas.
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One important trait of Vedic gods is that they are often associated with

a
–
ka

–
s«a

–
, or vyoman, the firmament. The firmament is described as the seat of

gods. Another character of Vedic gods is their greatness, but they are not

only great but full of rhythm too. Of the numerous attributes ascribed to the

gods of Rǧveda the two most important are those of freedom from decay

(ajara) and freedom from death (amrťa). Decay and death are the order of

the world, but god is beyond them.

The Vedic god is omnipresent and it is he who has become all within and

without. The number of gods mentioned in the Rǧveda is thirty-three. At

places this number has been equally divided into three, each division

containing eleven. In one hymn of the Řgveda, the number is mentioned as

three thousand, three hundred and thirty nine. But, as the Sam
.

hita mentions

the three worlds, so there should be only one principal deity in each one of

them. According to Ya
–
ska, the author of Nirukta, the three principal gods

are  Agni, Va
–
yu or Indra and Su

–
rya.

Nirukta : It is a work on Vedic etymology, written by A
–
charya Ya–ska. It is

a Vedanga literature.

Here, is a short introduction of some important Rǧvedic Gods.

(a) Agni :

The most important of the terrestrial gods is Agni, the fire god. Next to

Indra he is the most prominent of the Vedic gods. He is celebrated in at least

200 hymns of the Rǧveda, and in several hymns he is invoked conjointly

with other deities. His physical aspects are manifest from his descriptions

in the vedic texts. He thus possesses a tawny beard, sharp jaws and burning

teeth. His food is butter and wood. Smoke is his banner. He is the messenger

travelling between heaven and earth. He has a two fold functions– he invokes

the gods to the place of the altar and carries the oblation to them. Agni is

said to have many births. He is one but he assumes diverse forms and has

many names. All gods are comprehended in him. Agni is a benefactor of his

worshippers and strikes down those who are malevolent. Agni is the brightest

and the most scorching deity. He burns all impurities. He takes us to the

highest light. He is youthful and destitute of decay. He is the leader and

stands in the front.

(b) Indra :

Indra is the favourite national god of the Vedic Indians. He is an atmospheric

god and his importance is indicated by the fact that about 250 hymns celebrate

his greatness, more than those devoted to any other god and very nearly one-

fourth of the total number of hymns in the R ˇgveda. He is described as the rain

god. His conquest over Vřtra, drought or darkness, is highly significant. He is

ň
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born of water and the cloud. He wields a thunderbolt. When he slays Vřtra

and releases the water, the two worlds of heaven and earth find great relief.

Indra’s fight with Vrťra and his ultimate triumph over the latter have been

explained by scholars as referring to some natural phenomenon. Indra has a

body, a head, arms, and hands. His belly is often spoken of in connection with

his powers of drinking Soma. Indra is sometimes said to be armed with a bow

and arrows. He also carries a hook that bestows wealth or which he uses as a

weapon. Agni is Indra’s twin brother and Pusǎna is also his bother. Indra’s

wife is Indra
–
n1

–

.

(c) Su
–
rya :

Ten hymns of the Rǧveda may be said to be devoted to the celebration of

Su
–
rya specifically. He is the brightest luminary, the radiant light whom Usǎs

bring to the world. He is described as the eye of gods that beholds the activities

of all the mortals. He is far seeing, all seeing, is the spy of the whole world,

beholds all beings and the good and bad deeds of mortals. Su–rya’s path is

prepared for him by Varunˇa. Su
–
rya measures the days and prolongs the days

of life. He drives away sickness, disease and every evil dream. All creatures

depend on Su–rya. By his greatness he is the divine priest of the gods. Su–rya

shines for all the world, for men and gods. He dispels the darkness with his

light. He rolls up the darkness as a skin. His rays throw off the darkness as a

skin into the waters. He triumphs over beings of darkness and witches.

(d) Varunǎ :

Varunǎ is the greatest of gods of the Rǧveda. The number of hymns dedicated

to his praise is not a sufficient criterion of his exalted character. The most

important trait in his character is that he is described as the custodian of law

and order and of physical and moral order. Varunǎ’s ordinances are so very

rigid that even gods dare not to disobey them. The descriptions of his person

and his equipment are scanty, more stress being laid on his activity. He has

a face, an eye, arms, hand and feet. Varunǎ alone, or conjointly with Mitra,

is often called a king, like the other leading deities and Yama. He is king of

all, both gods and men, of the whole world, and of all that exists. Varunǎ is

also a self-dependent ruler, a term generally applied to Indra, Varunǎ is

often spoken of as a regulator of the waters.

SAQ :

1. What is devata– su–kta?

..................................................................................................................

..................................................................................................................

..................................................................................................................
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2. Who is Agni and Indra?

..................................................................................................................

..................................................................................................................

..................................................................................................................

5.4.1. Sam
.
va–da Su–kta (Dialogue Hymn)

Among the hymns of the Rǧveda, there are about twenty hymns which are

called as Sa &mv

a

da S

u

ktas or Dialogue hymns. These are connected with

epic and dramatic poetry. H. Oldenberg called them the “Akhya–na hymns”.

He stated that “the oldest form of epic poetry in India was a mixture of prose

and verse, the speeches of the person only being in verse. While the events

connected with the speeches were narrated in prose, Originally only the verses

used to be committed to memory and handed down, while the prose story

was left to be narrated by every reciter in his own words. Now in the dialogue

hymns of the Rǧveda only the verse portion, containing conversations, have

been preserved, while the prose portion of the narrative are lost to us only of

some prose portion can partly be restored with the help of Bra
–
hmaňas or the

epic literature or event of commentories where those aids failed nothing

remains for us. But try to guess the story from the conversations.”

In this regard, M. Winternitz said that - “All these poems are nothing else but

ancient ballads of the same kind as are found also in the literatures of many

other peoples. This ancient ballad poetry is the source both of the epic and

drama for these ballads consist of a narrative and of a dramatic element. The

epic developed from the narrative elements of the ancient ballads.”

The dialogue hymns are found in the Rǧveda are as follows- (i) Dialogue

between a priest and a Pious liberal prince ((I.125); (ii) Dialogue between

Indra and Maruts (I. 165); (iii) Dialogue between Indra and Agastya (I.

170); (iv) Dialogue between Agastya and Lop

a

mudra (I. 179); (v) Dialogue

between Vis«va–mitra and the Rivers (III.33); (vi) Dialogue among Indra,

Aditi and Va–madeva (IV. 18); (vii) Dialogue between Indra and Varunǎ (IV.

42); (viii) Dialogue among Agni, Nema Bh

a

rgava and Indra (VIII. 100);

(ix) Dialogue between Yama and Yam1
–

 (X. 10); (x) Dialogue between Indra

and Varsukra (X. 27); (xi) Dialogue between Indra and Vasukra (X. 28);

(xii) Dialogue between gods and Agni (X. 51); (xiii) Dialogue between

gods and Agni SZauc1
–

ke (X. 52); (xiv) Dialogue between SZauc1
–

ka Agni and

gods (X. 53); (xv)  Dialogue among Indra, Indra
–
ni and Vrča

–
kapi (x. 86);

(xvi) Dialogue between P

u

ruravas and Urvas«i (X. 95); (xvii) Dialogue

among Deva–pi, Sa–ntanu and Brȟaspati (x. 98); (xviii) Dialogue between

P

u

ruravas and  Sarma– and Panǐ (x.108); (xix) Dialogue between Indra and

Agni (X.124); and (xx) Dialogue between Yama and a boy (x.135).
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The most famous of the Sam
.

va
–
da hymn is the Pu

–
ruravas-Urvas«i Sam

.
va

–
da

(x.95). This poem consists of 18 verses. It contains a dialogue between

Pu
–
ruravas, a mortal and Urvas«i, a nymph. Urvas «i lived for four years with

Pu
–
ruravas on certain conditions and left him after she gave birth a son to

Pu
–
ruravas. There after the mortal king went in search of her. He discovered

her among some other nymphs swimming in a lake. There after a

conversation took place between the two lovers, which form this Rǧvedic

dialogue.

Another outstanding Sam
.

va
–
da hymn is the Yama-Yami Sam

.
va

–
da (x.10). In

this hymn, Yami, the twin sister of Yama tries to tempt her brother Yama to

incest, in order that human race may not die out. In passionate words, glowing

with desire the sister draws the brother on to love. In calm, quiet words

Yama rejects, pointing to the eternal laws of the gods that forbid the union

of blood-relations.

The hymn 3.33 of the Řgveda consists of a dialogue between Vis «va
–
mitra

and the rivers. There are 13 stanzas in this dialogue hymn. In this hymn, the

sage Vis«va–mitra prayed the rivers to stay a little to cross them. The two

rivers Vipa
–
t and S «utudri, initially argued that they are flowing along the

path ordained by the gods. Ultimately however the rivers yielded to

Vis «va–mitra’s entreaties and favoured him with a fordable passage.

SAQ

1. What are the Su
–
ktas stated as dialogue hymns?

..................................................................................................................

..................................................................................................................

..................................................................................................................

5.4.2 Philosophical hymns :

The revelalions of the Řgveda show certain philosophical ideas where the

problem of the creation of the universe has been beautifully expressed with

the depth of sincerity. The Rǧveda as a whole is definitely polytheistic, but

at the same time it can be seen about the distinct leaning towards monotheism

in a number of hymns. Even in the family book also, doubt as to the power,

even as to the existence of the gods arose in the minds of the seers. In the

Sajan1
–

ya Su
–
kta (II.12), it is said that the people raised doubt as to the

existence of Indra : “of whom they ask ‘where is he?’ Of him indeed, they

say, ‘He is not’...... and then one answers, “he, oh men, is Indra.” To assert

his view point the seer describes all the heroic activities of the god, unless

people would not believe in god’s existance.
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In this, we have a dozen hymns which show a gradual growth of the

philosophical speculation in those times. Among the hymns of this nature,

we see a good number of them in the collection of the 1st, 8th and 10th

man ˇd ˇalas in the R ˇgveda. Some example of this type of hyms are–

Asyava–miya hymn (I.164); Jn~a–na Su–kta (x.71); the Purusˇa Su–kta(x.90); the

Hiranˇyagarbha Su–kta (x.121); the Dev1
–

 Su–kta (x.125); the Na–sad1
–

ya Su–kta

(x.129) etc.

In the Hirany̌agarbha Su–kta (x.121); the Hirany̌agarbha is the main theme.

Hiranˇyagarbha is the golden egg or germ of creation. He is praised there as

the creator and preserver of the universe and as the ‘one god’. In this hymn, it

is found that some people were doubting as to whom they should offer oblation.

The famous Purusˇa Su
–
kta (x.90) describes creation as an emanation of the

concrete, created universe from the spiritual entity called Purusǎ. The entire

hymn is cosmogonical by nature. The Purusǎ has a human form, he is lord

of all, timeless and immortal. He is over and above the earth and is possessed

of greatness.

The Na–sad1
–

ya hymn (x.129) traces creation of the existent (sat) to the non-

existent (asat). Here the poet succeeded in  stretching his imagination to a

point of time when creation had not yet come into being. He can visualize

the primeval darkness of non existance and complete void in time and space.

One important philosophical hymn of the Rǧveda is the Dev1
–

 Su–kta or Va–k

Su–kta (x.125). It is ascribed to Va–gdev1
–

, the daughter of sage Ambhrǐn. Here,

Va
–
k herself identifies with all the gods. She claims to have entered the

heaven and earth immanently and yet to exist transcendently beyond all

creation. This hymn has and impact on the later Indian philosophical thought

of the Upanisˇads and Veda–nta.

Hymn (I.164) popularly known as the Asyava
–
miya hymn from its two

opening words (asya and va
–
miya), has been studied by number of scholars.

Its semi-mystic and apparently esoteric content is quite baffling for the

interpreter. Certain doubts regarding creation are expressed and those are

partially answered too. A few verses rather stand out because of their poetic

power. Verse 46 of this hymn, says that the priest-berds call the same ‘one

being’ by different names of Indra, Mitra, Varunǎ, Agni etc.

The Vis«vakarman hymns (x.81 and 82) are found to be an abstraction of the

cosmocreator function of all the major gods, like Indra, Agni, Soma, Varunǎ,

Praja
–
pati and Br ˇhaspati. The concept, however, is limited to the mere

personification of a particular function.

5.4.3 Da–nastuti :

Another type of hymns quite common in the Rǧveda is the Da–nastuti or

praise of generosity. These poems present a useful information relating to
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the poets who composed them as panegyrics of liberal donors. These are

historical documents of ancient gifts enumerated in order to prompt

contemporary patrons to emulate their predecessors. One complete hymn

(I.117) and a few stanzas strewn here and there chiefly in the first and the

tenth books furnish important genealogical data about their composers and

their patrons for whom they were written. It may be noted that the Da
–
nastuti

part of a hymn is artistically inferior and poor as verse could not stand on

their own and their claim to attention and immortality depended on their

being appended to established hymns.

SAQ

1. What is philosophical hymn?

..................................................................................................................

..................................................................................................................

..................................................................................................................

2. What do you mean by D

a

nastuti?

..................................................................................................................

..................................................................................................................

..................................................................................................................

5.4.4 Va–lakhilya :

The so-called Va
–
lakhilya hymns at the end of book VIII, hymn No. 49-59,

constitute the best known part of the entire supplementary section of the

Rǧveda. They are evidently a later addition presenting mixed authorship,

and are not universally recognised. Sa–yanǎ, a famous Vedic commentator,

has not commented on them. Of the four pairs, viz., 1-2, 3-4, 5-6 and 7-8,

each part of the pair is a repeated version of the other.

A small section of Khilas after I.73 is called the Suparnǎ chapter. Most of

these hymns are addressed to Indra, Agni, S

u

rya, Varuňa and the As«vins.

These hymns do not present any new thematic, structural or literary

characteristics.

Some other Khila or supplementary hymns are appended at the end of the

entire collection of the Rǧveda, which include the Nivids, Puroruc, Praisǎ

and Kunt

a

pa hymns. All together the entire supplementary section is known

as Řkparis«isˇtǎ. Max Muller counts thirty-two Khila-Su
–
ktas. Though they

are late inclusion, however, they does not in any way reflect their lateness,

as it is seen that many of them are older than the main corpus of the

Rǩsam
.
hita

–
. Another sign of their late inclusion is the different mode of



(85)

marking the accent adopted in them. The Khilas appear to be recognised as

part of the Rǧveda by the Va–sǩala recension text although most of them are

prior to the Sa
–
kala text.

5.4.5 A
–
pri Su–ktas :

The A
–
pri hymns, ten in number, have distinct characteristics. The derivative

meaning of the word A
–
pr1

–

 is derivatically means ‘delectable to all’. These

hymns have a quite definite use at the animal sacrifice. They all consist of

eleven or twelve verses, and Agni is invoked in them under various names,

that he may bring the gods to the sacrifice. In sacrifices, the A
–
pri hymns are

sung or recited before the offering of oblation or libation. The ten A
–
pri Su–

ktas are : I. 13; I. 142; I. 188; II.3, III.4; V.5; VII.2; IX. 5; X. 70; X. 110. In

the A
–
pri Su–ktas, Agni, the god of supreme sacrificial importance is praised

under different names viz., iddhma; tanu
–
napa

–
t; nara

–
s«a

&m

sa; ila; barhis;

dev1
–

rdva–ra; usǎ–sa–nakta–; daivya– hota–ra–; tisro dev1
–

; tvašta–; Vanaspati and

Sva–ha–krťi.

5.4.6 The Soma man ˇˇ ˇˇ ˇd ˇˇ ˇˇ ˇala :

The entire ninth book of the Rǧveda is devoted to god Soma. It consisted in

merely transferring hymns to one particular god, viz. Soma from the earlier

books and collecting these in a separate book. Soma symbolized Kingship.

Soma’s rise to Kingship synchronizes with the glorification of the Soma cult.

At the coronation Soma is said to be the King of the bra–hmanǎs, which is yet

another proof of supremacy and magic power being associated with it. The

Rǧveda hymns are mostly addressed to Pavama–na Soma, in other words, the

juice as it was being filtered through a woolen sieve. Soma, according to the

Rǧveda myths, was originally divine, brought to the earth by an eagle. Later

on, it grew on mountains and had to be procured through many obstacles.

Soma, an earthly plant, was later raised to a heavenly being, called ‘king’

and ‘emperor’ and made the sovereign of the bra
–
hmins. Soma bears intimate

connection with Indra, therefore, many passages of the ninth book though

primarily Soma hymns belong to Indra as well. Priests of the Ka–nˇva, Bhřgu

and An
.
giras families figure as chief poets of these hymns. These families

and other poets praised the plant as plant, as a god and also as the moon in

the sky. They used all the Vedic metres although more than half the hymns

are in Ga
–
yatr1

–

 metre.

5.4.7 The Su–rya– hymn : (x. 85)

The Su–rya– hymn is known as wedding hymn (x. 85) in the Rǧveda. This

hymn deserve special attention because of its unique content. It has forty-



(86)

seven verse and is interesting because, though mainly occupied with a

description of the journey of Su–rya– (the daughter of Savitr)̌ to her husband’s

place. This hymn really becomes the type of wedding hymns recording magic

and ritual details together with blessings and auspicious customs connected

with a wedding. Su
–
rya

–
, the bride, is to be given away in marriage and the

gods enter a contest for her hand and compete in a tournament. Savitr ∏ had

intended Su
–
rya

–
 for Soma who desired her but later she was given to the As«vins.

The bride is introduced to the wedding guests who are to bless her. Then the

bridegroom takes her by the hand and invokes blessing of the gods.

SAQ

1. Which man∏d∏ala of Řgveda stated as Soma-manďǎla?

..................................................................................................................

..................................................................................................................

..................................................................................................................

2. What is the subject matter of the Su
–
rya

–
 hymn?

..................................................................................................................

..................................................................................................................

..................................................................................................................

5.4.8 Riddles and legend :

Two hymns (VII. 29; I. 164) contain riddles, the meaning of which is very

difficult to understand. Of the two, the former describes a number of gods

but does not mention their names. The another in fifty two verses state a

number of enigmas, mostly connected with the Sun. The Riddles have been

analysed minutely, discussed and commented upto by scholars. It is more

interesting to note that the riddles are preserved in what is otherwise a

collection of riligious poetry. It is thought that longer sacrifices like the

Satra became boring after a point; riddles and a
–
khya

–
nas (legends) would

then be repeated by the priests to relieve the monotony. The origin of the

riddles must be traced in the popular pastimes although those found in the

sam
.
hita

–
 are refined versions of popular riddles with esoteric, mystic and

ritualictic functions.

Satra : A pattern of Yaj

~n

a. The satra is lasted for one year.
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5.4.9 Other hymns

(a) Didactic hymns : These hymns are characterised of instructive ideas.

Out of a total of four hymns the Aksˇasu–kta (Revelation on the Dice, X.34) is

a remarkable one. It is a monologue that brings out the picture of a person

who because of his addiction to dice-play is completely ruined but cannot

resist the temptation even when he is landed in a miserable condition.

Beginning with praise of dice as an irresistibly enticing game providing

infinite pleasure, exhilarating like a drink of soma, the poet goes on to

describe the pitiable plight to which the gamester is reduced. Gambler’s

wife, whom he had to sell to pay gambling debts laments over her fate, so

does the mother. The hymn ends in a note of repentance and advice to other

gamblers to resist the fatal temptation and engage in cultivation for a living.

Other three didactic poems are IX. 112; X. 117 and X. 61.

(b) Funeral hymns : A group of hymns (X. 14-16, 18; X. 135; X. 154) known

as the Yama-Sam
.
hita– . In these hymns Yama is named after the name ‘funeral’.

Bhˇřgu, A

&n

giras, Agni and the fathers figure prominently. Several moods and

attitudes find expression in them of which the most basic one is the fear of

death. Since knowledge and experience of this life are hopelessly inadequate

for allaying this fear, man is exposed to various levels of emotion. Yama who

was the first of the mortals to die will surely look after the dear departed and

introduce him to the company of the A

&n

girasas, M

a

tali and Bhˇřgu where

they can all have a pleasant time together. The hymn for the dying sacrificer

(X. 154) has a prayer are offered to ancestors for the well-being of the

survivors, for warding off evil from them.

(c) The Frog-Song : The  Manďˇu–ka Su–kta or Frog-Song (VII. 103) is given

no ritual application. Scholars differ widely regarding its interpretation. They

are not clear whether it is a solemn rain-spell or whether it contains an

undercurrent of satire. In the very first verse, it is found that the br

a

hmins

utter words for getting rain, bra
–
hmins kept vows and remained silent like

frogs for a whole year and vociferous during sacrifices. The hymn may very

well be a rain charm which adopts a bantering tone towards the Br

a

hmins.

(d) Ra–tri-Su–kta and Aran ˇˇ ˇˇ ˇya–ni Su–kta : The hymn of Rǧveda X. 127 is a

hymn addressed to Night. The ancient Indian night was as if  forest-encircled

hamlets, pitch black, mysterious and awesome. The power of darkness is

inscrutable, so the poet supplicates the night for protection from danger.

Let night be like a mother whom her children may cling to, as sleeping

birds lie in relaxed confidence on the branches, so let men sleep fearlessly

in their homes.

The hymn to Aranˇya–ni (forest) (X. 147) is some what similar. In those days

the Aryan settlement were encircled by deep, impenetrable forests. People

ventured into them in day time– the wood cutter for his timber, the fruit

gatherer for his fruits, and the hunter for his game.
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5.5 Date of R ˇˇ ˇˇ ˇgveda

The Vedas are regarded as eternal. The Rǧveda itself is said to be originated

from the sacrifice. Still, scholars has opined different dates for the Vedas.

Of the four Sam
.

hita–s, the Rǧveda-Sam
.
hita– is unquestionably the oldest.

There are different lines of approach for determining the age of the Řgveda.

The age of Rǧveda can be ascertained from the following point of view : (1)

Linguistic date, (2) Geographical conditions, (3) Archaeological evidence

and (4) Astronomical evidence.

The first attempt at determining approximately the cronology of Vedic

literature was made by Professor Max Mullar. He put forwarded a tentative

scheme of chronology based mostly on subjective considerations. His

presumption is that the mantras could not have been composed before 1400

B.C.  The Indian scholars think that the Vedic literature existed before 6th

century B.C. Their thinking based on the fact that the Vedas are Pre-

Buddhistic and even the S

u

tra literature is anterior to Buddhism, which

derives many ideas from the Upani

•

s

ads and makes reference to the

Br

a

hmanǎs and the Vedas. Buddha died some where in time 548 B.C.

All the philosophical thoughts contained in the Upanisǎds are not the result

of a year or even a few decades. According to Max Mullar, it must have

taken at least two hundred years for those accumulated thoughts. The

Upanisǎds may be placed before the date of Buddha, i.e., between 800-600

B.C. The Bra–hmanas which are certainly earlier works may be placed

between 1000-800 B.C. and the Vedas between 1200B.C.– 100 B.C.

Two scholars working quite independently in different countries carry the

Vedic age much earlier than as suggested by Max Muller. These scholars are

Herman Jacobi from Germany and Lokamanya Balgangadhar Tilak from India.

Jacobi argues that in the Bra–hmanǎ works there is a statement that Krťika–, a

star, was to rise exactly  at the eastern point from which it never swerved. It is

said that this was the position of constellation in the sky in 2500 B.C. In the

Rǧveda, it is found that the position of Krťika– as stated in the Bra–hmanas is

occupied by Mrǧas «iras. According to the equinotical points with reference to

constellations it would have taken a period of 2000 years for Křtika– to occupy

the point at the vernal equinox which was occupied by Mřgas«iras at the time

of the Řgveda as 4500 B.C. So , the age of Řgveda must go to a period which

is 2000 years earlier to the date of 4500 B.C. Balgangadhar Tilak fixed the

date of Řgveda at 6500 B.C.

In a summary it may be state that the composition of the Řgveda cannot be

accurately dated. There is hardly anything to prove that Aryan culture of

Rǧvedic India was not older than the culture represented by the ruins of

Mohenjodaro.

There is yet no unanimity among scholars concerning the date of the Řgveda.
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Modern opinion on the issue may be classified in three heading such as

having favoured an early, a late or an intermediary date. At one extreme

stand B.G. Tilak and Jacobi who on the basis of astronomical calculations

would carry back the Rǧvedic date beyond 2500 B.C., as far at least as

3500 B.C., and according to Tilak farther still, i.e., 6500 B.C. Professor

Buihlar is of the opinion that the conquest and brahmanization of India

requires a much earlier date than 1200-1000 B.C. Prof. Bloomfield, too,

declares “now much more inclined to listen to an early date say 2000 B.C.,

for beginning of Vedic literary production, and to a much earlier date for

the beginning of the institutions and religious concepts thereof.”

On the other hand Prof. Hopkins of  Yale and Prof. Jackson of Columbia,

both urge upon a late date,  i.e.1000-600 B.C. According to them, the date of

zoroaster is now generally fixed at B.C. 600-583 and since there is only a

dialectic difference between the language of the Řgveda and that of Avesta,

there can be no great interval in time between the two works, the date of

zoroaster, of course, determining the date of the oldest part of the Avesta.

The third group of scholars stands between those extremes and bases its

convictions largely upon considerations of the time necessary for the linguistic,

literary and historical development in India. In his pioneer volume, A History

of Ancient Sanskrit literature, Max Muller suggested the chronological system,

which appears to be acceptable. Its essential features are as follows : (1)

1200-1000 B.C., the chandas period, when the earlier hymns of the Rǧveda

were composed. (2) 1000-800 B.C., the mantra period, when the later hymns

were composed and the Sa–maveda and the Yajurveda were compiled.

This much is clear that the different parts of the Rˇgveda Sa

&m

hit

a

 were

composed at different times.

SAQ

1. What is the appropriate date of R ˇgveda?

..................................................................................................................

..................................................................................................................

..................................................................................................................

5.6  Summing up

A study of the Řgvedic hymns shows that it is mostly religious in character.

It contains prayers and praises, philosophical thoughts and also ideas of

secular nature. In this unit, you are acauinted with this fact of the R ˇgveda.

You are also aware of  the various contents of the Řgveda. You have also

got some informations regarding the age of the Rǧveda.
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Check Your Progress :

(Attempt answers of about 500 words on these topics)

1. Write a note in brief on the contents of the Řgveda.

2. Give a brief summary on the dialogue hymns of the Rǧveda.

3. Write a note on the Philosophical hymns.

4. Give a short discussion on the date of the Rǧveda.
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Unit-VI

An Idea of Vedic Accents

Contents :

6.1 Introduction

6.2 Objective

6.3 Meaning of the term svara

6.4 The number of accents and the system of marking them in different Vedic

texts

6.5 Texts that deal with accents and the rules of accentuation

6.6 The mechanism of producing accented speech

6.6.1 The relation between accents and syllables

6.6.2 The physical effort envolved in the production of accented speech

6.7 The uda tta accent

6.7.1 Definition of ud

a

tta

6.7.2 Ud

a

tta in euphonic combinations of syllables

6.8 The anud

a

tta accent

6.9 The svarita accent

6.9.1 Definition of svarita

6.9.2 Svarita resuling from euphonic combination of a svarita and an

anud

a

tta

6.9.3 Udattap

u

rva svarita

6.9.4 J

a

tya svarita

6.9.5 The ratio of ud

a

tta and anud

a

tta in a svarita

6.9.6 Kampasvara

6.10 The pracaya accent

6.11 The procedure of determining the accentuation of a word

6.12 The importance of the accents

6.1 Introduction

Accents play a very important role in the Vedic texts. As a matter of fact, a

distinct characteristics of the Mantras of the Vedas is that these are always recited

with accents. In ancient times it was considered sinful to recite the Vedic Mantras

without proper accents. As we know, the name by which the Vedas are collectively

known is s«ruti. Vedas are called so, because in ancient India these were orally

handed down from one generation of pupils to another. The students learned the
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Vedic texts from their teachers by memorising the texts. In this process the accents

played a vital role. They not only enhanced the auditory aspect of the s«ruti texts

but also fecilitated the process of learning by rote. The accents also helped in

understanding the meanings of Vedic Mantras.

Stop to consider

In ancient times learning involved repetition of the words and sentences uttered

by the Guru. So the word adhyayana is defined as– ªÈL§◊ÈπÙìÊÊ⁄UáÊÊŸÈìÊÊ⁄UáÊ◊˜–

6.2 Objective

The objective of this unit is to acquaint the student with (a) the nature and

characteristic features of the accents, (b) the system of marking the accents in

different Vedic texts, (c) the process involved in the production of accented speech,

(d) the procedure of accentuation of Vedic words, (e) the importance of the

accents and other relevant topics.

6.3 Meaning of the term svara (Sfl⁄U)

The Sanskrit word for the term ‘accent’ is svara. The word is derived from the

root svř (SflÎ) by adding the suffix gha. This root is used in the sense of ‘producing

a sound’. Hence, the word svara may be explained as Sflÿ¸Ã ‡ÊélÃ ¬Œ¢ flÊÄÿ¢ flÊ
•ŸŸ ßÁÃ Sfl⁄U—– Again in the Nighnˇtǔ which is a gloss of Vedic words, there

occurs  the verb Sfl⁄UÁÃ and it is listed as a synonym of the verb ªë¿UÁÃ– This means

that according to the Nighňťu the root svř  is also used in the sense in which the

root gam is used. When considered form this point of view the meaning of the

word svara can be explained as  Sflÿ¸Ã ªÇÿÃ ◊ãòÊÊÕ¸— ÿŸ ‚— Sfl⁄U—– The question

as to how do accents help in understanding the meaning of a mantra will be dealt

with in due course of time.

SAQ :

What is the meaning of the word Sfl⁄ ?

...................................................................................................................

.......................................................................................................................

...................................................................................................................

.......................................................................................................................
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6.4 The number of accents and the system of marking them in

different Vedic texts

Accents are primarily three in number. These are ud

a

tta, anud

a

tta and svarita.

The corresponding words used in English language for these accents are acute,

grave and circumflex. These three accents should always be remembered and

written in this order. There is a fourth accent known as pracaya. However, it is

nothing but an anuda
–
tta succeeding a svarita and is pronounced like an uda

–
tta.

The Sam
.
hita

–
s of all the four Vedas, the text of the s«atapathabra

–
hmanǎ along

with the Brȟada
–
rany̌aka Upanisˇad and the text of the Taittir1

–

ya Bra
–
hmanǎ

including the Taittir1
–

ya A
–
rany̌aka and the  Taittiriya Upanisˇad are marked

with accents.

In the Rǧveda Sam
.

hita
–
 an uda

–
tta syllable is left unmarked; an anuda

–
tta is

marked by a horizontal stroke below the syllable and a svarita is marked by

using a vertical stroke above the syllable. As a pracaya is pronounced like an

ud

a

tta it is left unmarked. Some examples are –

•ÁÇŸŸÊ
|

, ¡È„UÙÁÃ
|

, ßãº
|

˝, flL
|

§áÊ, Äfl
| 

, ∑§ãÿÊ
|

, àflÊ, ◊Ê etc.

The Řgvedic method of marking the accent has been followed by the V

a

jasaney1
–

Sam
.
hita–, the Atharvasam

.
hit

a

, Taittir1
–

yasam
.
hit

a

, the Taitt1
–

rya Bra–hmanˇa,

the Taittir1
–

ya  A
–
ranˇyaka and the Taittir1

–

ya Upanisǎd, the S «atapatha

Br
a

hmanǎ and the Břhad
a

ranˇyka Upanisǎd.

In the Maitra
–
yaň1

–

 Sam
.
hita

–
 and in the Ka

–
ťhaka Sam

.
hita

–
 of the Black Yajurveda,

an uda
–
tta syllable is marked by a vertical stroke above it. In the Maitr

a

yaň1
–

 the

svarita is marked by a symbol which looks like the English syllable w , used

below the syllable. Examples are– •ÁÇŸ
|

ŸÊ¿ , ¡È„UÙ
|

ÁÃ¿, ß
|

ãº̋¿ , But when a svarita is

immediately followed by an anud

a

tta it is shown by using the symbol 

∠

 below

the svarita syllable as in fl
|

Á‚Îc∆U. In this example fl
|
 is ud

a

tta, Á‚ is svarita and c∆U
is anud

a

tta. In the K

a

tȟaka Sam
.
hit

a

, a svarita is marked by a dot below the

syllable. Thus Řgvedic form of •ÁÇŸŸ
|

Ê appears in this Sam
.
hita

–
 as •ÁÇŸ

|

ŸÊ.̌

The practice of marking an udatt

a

 syllable with a vertical stroke above it has

been followed in the Paippala
–
da Sam

.
hita

–
 of the Atharvaveda. In this Sam

.
hita

–

an anuda
–
tta is marked by a vertical stroke below the syllable and a svarita

syllable is marked by a dot below it. Examples are •
–
ÁÇŸ

|

ŸÊ,̌ ¡
–
È„UÙ

|

ÁÃˇ, ß
|

ãº ˇ̋–

According to western scholars like Weber, Caland, Macdonald etc. in the

S«atpatha Bra
–
hmanˇa, the ud

a

tta is shown by a horizontal stroke below the

syllable and the anuda–tta is left unmarked, as in •ÁÇŸ. But according to Bha–šika

Paribha–sǎ– S

u

tra in this word the uda–tta accent is on • and not in ÁÇŸ . It should

be mentioned here that in the S«atpatha Bra
–
hmanǎ there is no svarita accent.

In the Sam
.
hita– of the Sa–maveda the accents are shown by using the numerals
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1,2 and 3, above the syllables. In the Sa
–
ma sam

.
hita

–
 , while the numeral 1 indicates

an  ud

a

tta, numeral 2 is used to mark a svarita and the numeral 3 shows an

anud

a

tta: •
3
ÁÇŸ

1
Ÿ
2
Ê.

There is a type of svarita known as ja–tya. In the Řksam
.
hita– when a ja–tyasvarita

is followed by an uda–tta or by another svarita, the numeral 2 is used when the

j

a

tyasvarita rests on a short vowel. When the accent rests on a long vowel the

numeral 3 is used after the ja–tyasvarita. The numerals are marked by the signs

of both svarita and anuda– tta. Examples are : ãÿãÿ2
–
◊ and •÷Ë3

|

Œ◊˜– In the

Maitra–yaň1
–

 Sam
.
hita–, a  j

a

tyasvarita is marked by a curve below the syllable.

An example is fl†Ëÿ†̧ . The Rǧvedic form is flËÿ
–
 ̧In the K

a

ťhaka Sam
.
hita– a j

a

tya

is marked in this manner only when it is followed by an anud

a

tta. When a j

a

tya

is followed by an ud

a

tta or another svarita it is marked by a hook below the

syllable, as in •÷Ë^Œ
|

◊˜. In the V

a

jasanej1
–

 Sam
.
hita

–
 a j

a

tyasvarita is usually

marked by the symbol L below the syllable, as in ÿÊÃÈ œÊãÿ—. But in this Sam
.
hita–

when a j

a

tya is followed by an ud

a

tta or another svarita, the j

a

tya is marked

by the symbol 

ω

, below the syllable. An example is ÃãflÊõ  ‡ÊãÃ
–
◊ÿÊ.

As it has been already stated in the ‘Introduction’, the Vedas were orally handed

down by the teacher to their disciples. However, when with the introduction of

the process of writing in India the Vedas too were written down, it became

necessary to mark the accents in the texts. These marks or symbols of the accents

form an integral part of the Vedic verses and passages of the written text and

hence of Vedic learning.

SAQ

1. How are the accents marked in the Řksa

&m

hit

a

 ?

...................................................................................................................

.......................................................................................................................

...................................................................................................................

2. What are the symbols used in the Paippal

a

da Sa

&m

hit

a

 to mark the accents?

.......................................................................................................................

...................................................................................................................

.......................................................................................................................

.......................................................................................................................

~
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6.5 Texts that deal with accents and the rules of accentuation

The characteristics of the Vedic accents and the rules of accentuation have been

primarily dealt with in the Řkpraa tiszaakhya, the Taittir

i

ya Pr

a

tisz

a

khya and the

V

a

jasaneyi Pr

a

tisz

a

khya. P

a

ňini is his Ašť

a

dhy

a

yi  has discussed in detail the

rules of accentuation in a systematic manner. In doing so he has referred to the

views of many of his predecessors whose works are no longer available to us.

P

a

nǐni’s Su–tras on Vedic accents have been further discussed in detail by

K

a

ty

a

yana in his V

a

rtika. In his work he has taken into account the accentuation

of words which has not been covered by the S

u

tras of P

a

ňini. Bhatť̌oji D

i

ksǐta

in his Siddh

a

nta Kaumud

i

 has included most of the P

a

ňinian S

u

tras on Vedic

accents and has arranged them scientifically under the heading –Vaidika

Svaraprakriy

a

. Accents have also been dealt with in detail with illustrations by

Patañjali in his Mah

a

bh

a

sy̌a. The Phits

u

tras of S«antanava also contain rules of

accentuation. The accentuation of various Vedic words and their importance

have been discussed in a very lucid manner in a work called Svarama

~n

jar

i

written by Narasimha Suri in 1400 A.D. The commentators of the Řksa

&m

hit

a

viz. S

a

yanǎ, Skandasv

a

min and Ve

&n

katǎ M

a

dhava have also dealt with the

accentuation of the Rǩs in their works.

1.6 The Mechanism of producing accented speech.

1.6.1 The relation between accents and syllables (Aksǎras)

Vedic speech is made up of Mantras and Mantras are made up of accented

words. Each accented word is again made up of syllables and each and every

syllable in it is accented. In other words, accents of a Mantra rest on the syllables,

as their dharma i.e. quality. The syllable  (aksˇara) is the dharm

i

. Thus, the

relation between an accent and a syllable is that of dharma and dharm

i

. An

©UŒÊûÊUˇÊ⁄U◊˜ means an  ©UŒÊûÊªÈáÊ∑§◊˜ •ˇÊ⁄U◊˜– In this way Vedic speech is made up of

©UŒÊûÊªÈáÊ∑§, •ŸÈŒÊûÊªÈáÊ∑§ and SflÁ⁄UÃªÈáÊ∑§ syllables (Aksǎras). In the Řkpr

a

tis«

a

khya

an aksǎra i.e a syllable is defined as ‚√ÿTŸ— ‚ÊŸÈSflÊ⁄U— ‡ÊÈhÙ flÊÁ¬ Sfl⁄UÙ˘ˇÊ⁄U◊ ̃. This

means that a pure vowel or a vowel accompanied by a consonant or an anusv

a

ra

is known as aksǎra. In this Pr

a

tis«

a

khya it has been also pointed out that a

consonant or an anusv

a

ra is simply a part of an aksǎra: •ŸÈSflÊ⁄UÙ √ÿTŸ¢ øÊˇÊ⁄UÊX◊̃–
So in the ultimate analysis an aksǎra i.e a syllable is primarily a vowel. And it is

with the help of the vowels that accented speech is produced. If a vowel is an

ud

a

tta, the consonant or the anusv

a

ra accompanying it also becomes ud

a

tta.

This may be explained by taking up the word •ÁÇŸ as an example. In this word

there are two syllables viz. • and  ÁÇŸ. Of these the first is anud

a

tta and the

other one is ud

a

tta and it is made up of ª˜ Ÿ˜ and ß.
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Stop to consider :

In the Řkpr

a

tis «

a

khya the accents are referred to as •ˇÊ⁄UÊüÊÿÊ—– Commenting

on this statement Uvaťa says •ˇÊ⁄U◊ÊüÊÿË÷ÈÃ¢ ÿ·¢Ê Ã ÃÕÙ∑§ÃÊ—– Sfl⁄UÊáÊÊ◊ˇÊ⁄ÒU— œ◊̧œ◊Ȩ̈‚ê’ãœÙ
Ÿ √ÿTŸÒ—–

6.6.2 The physical effort involved in the production of accented

speech.

In the Rǩpr

a

tis«

a

khya the effort needed to produce the three accents is stated

as follows–

©UŒÊûÊ‡øÊŸÈŒÊûÊ‡ø SflÁ⁄UÃ‡ø òÊÿ— Sfl⁄UÊ—–

•ÊÿÊ◊ÁflüÊê÷ÊˇÊ¬ÒSÃ ©UëÿãÃ....H

As stated in this verse ud

a

tta is produced with 

a

y

a

ma  of the organ of speech

i.e the larynx. Anud

a

tta is produced through Vis«rambha of larynx and svarita

through akšepa of the larynx. Uvaťa in his commentary on this verse has made

the following observation– •ÊÿÊ◊Ù ŸÊ◊ flÊÿÈÁŸÁ◊ûÊ◊̃ ©Uḩª◊Ÿ¢ ªÊòÊÊáÊÊ◊̃, ÃŸ ÿ ©UëÿÃ ‚
©UŒÊûÊ— -•Ê, ÿ– ÁflüÊê÷ ŸÊ◊ÊœÙª◊Ÿ¢ ªÊòÊÊáÊ¢Ê flÊÿÈÁŸÁ◊ûÊ◊˜- Ÿ—, Ÿı– •ÊˇÊ¬Ù ŸÊ◊ ÁÃÿ¸ª˜ ª◊Ÿ¢
ªÊòÊÊáÊÊ¢ flÊÿÈÁŸÁ◊ûÊ◊˜- Äfl, ãÿ∑§˜–  Thus according to Uvatˇa breath (v

a

yu) plays an

important role in the production of the accents. He explains 

a

y

a

ma as the upward

movement of the vocal organs (g atr anˇ am) caused by breath (va yunimittam).

Vis«rambha, according to him means downward movement of the vocal organs

caused by breath. Aksěpa is a curved movement (tiryaggamanam) i.e. a

combination of upward and downward movement of the vocal organs in quick

succession, caused by breath.

The word 

a

y

a

ma derived from 

a

-√yam denotes the act of stretching. The word

vis«rambha derived from vi-√s«r

a

mbh has been used in the verse in the sense of

going down or in the sense of compression. And the word a
–
ksěpa derived from

a

-√ksǐp denotes the act of throwing out. This means that in the production of

svarita there is an act of throwing out of the voice. Ud

a

tta is a high tone with a

high pitch. When we utter a high-pitched sound the throat becomes stretched

out. As a result, the passage of the throat through which our breath moves becomes

small and this produces a high-pitched tone. Anud

a

tta is a low tone. For producing

a tone with a low pitch we lower our throat, as a result of which the muscles of

the throat get slackened and the passage through which the breath passes becomes

wider. As a result of these physical efforts a low tone is produced. Svarita is

produced by first stretching and then by immediately compressing the throat

which result in the production of a rising and falling tone. And svarita is a rising

and falling tone, because it is a combination of ud

a

tta and anud

a

tta.
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SAQ:

1. Show your acquaintance with the mechanism of producing accented

speech.

............................................................................................................

............................................................................................................

............................................................................................................

2. What is the relation between an accent and the syllable on which it rests?

............................................................................................................

............................................................................................................

............................................................................................................

3. What is an aksǎra?

............................................................................................................

............................................................................................................

............................................................................................................

6.7 The uda– tta accent

6.7.1 Definition of uda– tta

In the Asťˇ

a

dhy

a

y

i

 of P

a

nˇini ud

a

tta is defined as ©UìÊÒL§ŒÊûÊ— In the Vřtti this

s

u

tra is explained as ©UìÊÒM§¬‹èÿ◊ÊŸÙ ÿÙ˘ø˜ ‚ ©UŒÊûÊ‚¢ôÊÙ ÷flÁÃ– This means that a

vowel which is seen as having a high tone is known by the term ud

a

tta. Production

of a tone depends upon the organ from which the vowel is produced such as the

throat, the palate, the lips and so on. When the vowel is produced from the

higher part of such an organ it becomes ud

a

tta. The above stated s

u

tra of

P

a

ňini is found in the Taitt

i

rya Pr

a

tis«

a

khya also. Uvaťa in his commentary on

this s

u

tra has made the following observation– ‘•ÊÿÊ◊Ù ŒÊL§áÿ◊̃’ ßÁÃ ‹ˇÊáÊ‹ÁˇÊÃ—
Sfl⁄U ©UŒÊûÊ◊ÈëÿÃ’ i.e. the accent which is characterised by stretching of the vocal

organ and harshness of voice is called ud

a

tta. Stretching of the vocal organ and

harshness of the voice as the characteristics of ud

a

tta have been spoken of in

the following s

u

tra of the Taitt

i

rya Pr

a

tis«

a

khya – •ÊÿÊ◊Ù ŒÊL§áÿ◊áÊÈÃÊ ⁄UflSÿ
ßàÿÃÃ˜ ©UìÊÒ— ∑§⁄UÊÁáÊ ‡ÊéŒSÿ– On this s

u

tra Uvatǎ says ‘•ÊÿÊ◊’ ªÊòÊÊáÊ¢Ê ŒÒÉÿ¸◊˜–
‘ŒÊL§áÿ¢’Sfl⁄USÿ ∑§Á∆UŸÃÊ ‘•áÊÈÃÊ πSÿ’ ª‹Áflfl⁄USÿ ‚¢flÎÃÃÊ– ∞ÃÊÁŸ ‚ÊœŸÊÁŸ ‡ÊéŒSÿ
‘©UìÊÒ—∑§⁄UÊÁáÊ’ ‡ÊéŒ◊ÈìÊÒ—©UŒÊûÊ¢ ∑È§fl¸ÁãÃ ßàÿÕ¸—– When an ud

a

tta vowel is produced

there occur stretching of bodily parts, contraction of the larynx and harshness of

tone. Some examples of ud

a

tta syllables are •Ê, ÿ, •ÁÇŸ, ßãº
|

˝, ‡Ê∑È§Ÿ
|

 .
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6.7.2 Uda– tta in euphonic combinations of syllables (‚Áãœ¡ ©UŒÊûÊ—)

When two accented vowels are euphonically combined the accents also become

combined. Out of such a combination is produced another accented vowel. In

the Rǩpr

a

tis«

a

khya (chapter 3) it is shown that when an ud

a

tta vowel is

euphonically combined with another ud

a

tta or an

u

datta or svarita or pracita

vowel the resultant vowel becomes an ud

a

tta. In the Rǩpr

a

tis«

a

khya it is

said– ©UŒÊûÊflÁÃ ∞∑§Ë÷Êfl ©UŒÊûÊ¢ ‚ãäÿ◊˜ •ˇÊ⁄U◊˜– In an ud

a

ttav

a

n ek

i

bh

a

va the

syllable resulting from the ek

i

bh

a

va becomes ud

a

tta. Ek

i

bh

a

va means a

sandhi (euphonic combination). An ud

a

ttav

a

n ek

i

bh

a

va has been explained

by Uvatǎ as follows– ÿÁS◊Ÿ˜ ∞∑§Ë÷Êfl ¬Ífl¸◊˜ (•ˇÊ⁄U◊˜) ©UûÊ⁄¢U (•ˇÊ⁄U◊˜) flÊ ©UŒÊûÊ¢ ÷flÁÃ

ßÃ⁄USÃÈ (Sfl⁄U—) øÃÈáÊÊZ Sfl⁄UÊáÊÊ◊ãÿÃ◊— ‚ ©UŒÊûÊflÊŸ˜ ∞∑§Ë÷Êfl—– The combinations in

such sandhis can be as follows–

(a) Between two ud

a

tta syllables– An examples is ¡
-
¡

-
È·
-
ÊáÊÊ ©U¬

|

 < ¡
-
È¡

-
ÈÈ·
-
ÊáÊÙ¬

|

  .

In this Sandhi the syllable áÊÙ resulting from the combination of ud

a

tta áÊÊ

and ud

a

tta  ©U becomes an ud

a

tta. In the sa

&m

hit

a

p

a

tȟa the reading will

be ¡
-
È¡

-
ÈÈ·
-
ÊáÊÙ¬

|

 , whereas in the padap

a

tȟa it will be shown as ¡
-
È¡

-
ÈÈ·
-
ÊáÊÊ /©U¬

|

 .

Some other examples are– ¬Á⁄U÷Í— •Á‚ <¬Á⁄U÷Í⁄UÁ‚
|

; ‚ÊÁÃ◊˜ ß¸◊
|

„U<‚ÊÁÃ◊Ë◊
|

„U;

•ÊÃ˜ •„
|

 U< •ÊŒ„
|

U–

(b) Between and anud

a

tta syllable and an ud

a

tta syllable –

Examples–•ÁSÃ ßÁÃ
|

 < •SÃËÁÃ
|  

; ¬ÊÃÈ •¢„U
|

‚—<¬Êàfl¢„U
|

‚—; fl—•‡fl
|

Ê— < flÙ˘‡fl
|

Ê—.

(c) Between and ud

a

tta syllable and an anud

a

tta syllable–

Examples– •Ê ßÁ„U < ∞Á„
|

U; Áœ†ÿÊ ßÁ· Ã—<ÁœÿÁ·
|

Ã—; Á„U ß¸◊˜ < „UË◊˜ ; ∑Î§áflŸ˜

•†∑†§Ãfl
|

 < ∑Î§áflãŸ∑§Ãfl
|

–

(d) Between and svarita syllable and an ud

a

tta syllable–

Examples–  Äfl
|

 •fl
|

⁄U◊˜U <ÄflÊfl
|

⁄U◊˜ ; ßãº̋
|

 •Ê <ßãº˝Ê ;◊Áà‚
|

 •ãœ‚—<◊à‚ÿãœ
|

‚—–

(e) Between and pracita syllable and an ud

a

tta syllable –

Examples– Ÿÿ
|

ÊÁÃ ßãº˝
|

U <ŸÿÊÃËãº˝
|

U ˝;¬ÊÁ U
|

Õ¸flÊÃ˜ •Áœ
|  

< ¬ÊÁ U
|

Õ¸flÊŒÁœ
|  

; flSò
|

ÊÊÁáÊ

•œ
| 

— < flSòÊÊáÿœ
| 

—–

Stop to consider

A pracita syllable means a syllable with pracayasvara. For pracaya see

6.10
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SAQ

1.  How would you define an ud

a

tta accent?

............................................................................................................

............................................................................................................

............................................................................................................

2. What is ud

a

ttav

a

n ek

i

bh

a

va ? What are its characteristics?

............................................................................................................

............................................................................................................

............................................................................................................

6.8 The anud

a

tta accent.

P

a

ňini defines anud

a

tta as ŸËøÒ⁄UŸÈŒÊûÊ— In the Vrťti, this s

u

tra is explained

as ŸËøÒL§¬‹èÿ◊ÊŸÙ ÿÙ˘ø˜ ‚Ù˘ŸÈŒÊûÊÙ ÷flÁÃ. A vowel which is seen as having a low

tone is known by the term anud

a

tta. This s

u

tra occurs in the Taittir

i

ya

Pr

a

tis«

a

khya also and on it Uvat ˇa has made the following comment–

‘•ãflªfl‚ª¸’ßÁÃ ‚ÍòÊ‹ˇÊáÊ‹ÁˇÊÃ— Sfl⁄UÙ˘ŸÈŒÊûÊ ©UëÿÃ– In the Taittir

i

ya Pr

a

tis«

a

khya

the nature of an anud atta accent has been described in the following su tra–

•ãflªfl‚ªÙ¸ ◊ÊŒfl¸◊ÈL§ÃÊ ‡flSÿ ßÁÃ ŸËøÒ—∑§⁄UÊÁáÊ– Uvatǎ has explained this s

u

tra as

follows– ‘•ãflflª‚◊¸’ªÊòÊÊáÊÊ¢ ÁflSÃÎÃÃÊ,  ‘◊ÊŒ¸fl¢’ Sfl⁄USÿ ÁSŸÇœÃÊ–  ‘‡flSÿ ©UL§ÃÊ’∑§á∆USÿ
SÕÍ‹ÃÊ ßàÿÃÊÁŸ ‚ÊœŸÊÁŸ ‡ÊéŒSÿ ‘ŸËøÒ— ∑§⁄UÊÁáÊ’ ‡ÊéŒ¢ ŸËøÒ— •ŸÈŒÊûÊ¢ ∑Í§fl¸ÁãÃ– ... ŸËøÒ—
∑È§fļãÃËÁÃ ‘ŸËøÒ— ∑§⁄UÊÁáÊ’– In the production of an anud

a

tta there occur slackening

of the bodily parts, expansion and widening of the larynx and softness of voice.

Some examples of anud

a

tta words are– fl—, Ÿ—, Ÿı, ø, ß fl, àflÊ, flÊ◊˜, etc.

SAQ

1. What is the difference between an ud

a

tta and an anud

a

tta

............................................................................................................

............................................................................................................

............................................................................................................
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6.9 The svarita accent

6.9.1 Definition of svarita

In the Asťˇ

a

dhy

a

y

i

 as well as in the Taittir

i

ya Pr

a

tis«

a

khya the svarita accent

has been defined as ‚◊Ê„UÊ⁄U— SflÁ⁄UÃ—– In the Vrťti on  Asˇtˇ

a

dhy

a

y

i

 this s

u

tra is

explained as ©UŒÊûÊÊŸÈŒÊûÊSfl⁄U‚◊Ê„UÊ⁄UÙ ÿÙ˘ø̃ ‚— SflÁ⁄UÃÙ ÷flÁÃ– Uvaťa in his commentary

on Taittir

i

ya Pr

a

tis «

a

khya gives a lucid explanation of the s

u

tra. He says–

ÃÿÙL§ŒÊûÊÊŸÈŒÊûÊÿÙ— ÿ— ‚◊Ê„UÊ⁄U— ‚— SflÁ⁄UÃ ©UëÿÃ– ... ‚◊ÊÁNUÿÃ ßÁÃ ‚◊Ê„UÊ⁄U—– ÃÿÙ—
(©UŒÊûÊÊŸÈŒÊûÊÿÙ—) ◊‹Ÿ¡ãÿ— Sfl⁄U— SflÁ⁄UÃ ßàÿÕ¸—–

The word sam

a

h

a

ra means combination. This combination of ud

a

tta

and anud

a

tta takes place in a syllable which itself is the result of a euphonic

combination between two syllables. Of these two syllables the first is ud

a

tta

and the second is an anud

a

tta and never vice versa. We may further explain this

by taking into acount the following statement from the Řkpr

a

tis«

a

khya– ¬ÍfļÿÙ—
(©UŒÊûÊŸÈŒÊûÊÿÙ—) ∞∑§ÊˇÊ⁄U‚◊Êfl‡Ê SflÁ⁄UÃ— Sfl⁄U— (¡ÊÿÃ)– Some examples are– SòÊÈÁø
ß††fl† < øË

|

fl; øÁêfl ß††fl† < øêflË
|

fl; ÁŒÁfl ßfl < ÁŒflË
|

fl– In these examples there is

euphonic combination between two ß - k

a

ras of which the first is an ud

a

tta.

and the second an anud

a

tta. In the Řkpr

a

tis«

a

khya a euphonic combination

in which two vowels merge into one is called Pras«lišťa Sandhi. It should also be

mentioned here that according to this Pr
a

tis«
a

khya in case of Pras«lisťǎ Sandhi

a svarita accent is produced only when there is a combination between two ß -
k

a

ras of which the first is ud

a

tta and the second is an anud

a

tta. This is why in

case of Pras«lišťa Sandhis between other vowels svarita accent is not produced,

as in examples like– •Ê ßÁ„U < ∞Á„
|

U; Á„U ß¸◊˜ < „UË◊˜– In the same way even in case

of a Pras«lišťa Sandhi between two ß- k

a

ras if the first ß is an anud

a

tta and the

second an ud

a

tta, the combination produces an ud

a

tta ß¸ instead of a svarita

ß¸, as in the case of  •ÁSÃ ßÁÃ
|

 < •SÃËÁÃ
|

–

Svarita  is also produced when there is Ksǎipra Sandhi between on ud

a

tta

and an anud

a

tta syllable. Examples are– ÁòÊ •†ê’†∑†§◊˜ < òÿ
|

ê’∑§◊˜ ; ŸÈ ßãº˝ <
Áãfl

|

ãº˝; Á„U •Sÿ < ±ÿ
|

Sÿ.

Similarly, svarita is produced when there is Abhinihita Sandhi between an

ud

a

tta and an anud

a

tta. Examples are Ã •†fl†œ†¸ãÃ < Ã˘
|

flœ¸ãÃ; ’̋Ê±◊áÊ— •Sÿ  <
’˝Ê±◊áÊÙ

|

˘Sÿ ; ‚— •†’†flËÃ˜ < ‚Ù
|

˘’˝flËÃ˜
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Stop to consider

l  Pras«lisťǎ Sandhi corresponds to d

i

rgha, gunǎ and vrďdhi of P

a

nǐni.

l  Kšaipra Sandhi is called Yansandhi found in P

a

ňini’s grammar.

    l  In Abhinihita Sandhi  • is elided and the same is indicated by the sign of

‹ÈåÃ •∑§Ê⁄U— (s)–

6.9.2 Svarita resulting from euphonic combination between a svarita and

an anudatta

There is yet another type of sadhija svarita which is produced by a euphonic

combination between a svarita syllable and an anud

a

tta syllable. Examples

are– ◊œ
|

È ©UŒ∑§◊˜ < ◊œÍ
|

Œ†∑§◊˜ ; ¬⁄
|

UÊ ß†Á„†U < ¬⁄
|

UÁ„U ; ¬˝ÁÃ
|

 •Êÿ◊˜ < ¬˝àÿ
|

Êÿ◊˜ ; •Á‚
|

•ÊÁŒàÿ— < •Sÿ
|

ÊÁŒàÿ—–

1.9.3 Uda– ttapu–rva Svarita

Besides the sandhija Svaritas there is another type of svarita known as

uda– ttapu–rva. It occurs in a single word i.e. it is not produced by any euphonic

combination of syllables. uda– ttapu–rva svarita is defined in the Asť̌

a

dhyay

i

 as

©UŒÊûÊÊŒŸÈŒÊûÊSÿ SflÁ⁄UÃ—– In the Vrťti the su
–
tra is explained as ©UŒÊûÊÊÃ˜ ©UûÊ⁄USÿÊŸÈŒÊûÊSÿ

SflÁ⁄UÃÊŒ‡ÊÙ ÷flÁÃ which means that an anud
a

tta following an ud
a

tta is replaced

by a svarita. Examples are ßãº˝ < ßãº
|

˝ ; ÿÙ¡Ê < ÿÙ¡
|

Ê ; ‡Ê∑È§Ÿ < ‡Ê∑È§Ÿ
|

 ; •ÁÇŸŸÊ <
•ÁÇŸŸ

|

Ê. Thus, when in a single word we see a svarita syllable following an

ud

a

tta syllable we should know that this svarita is in reality an anud

a

tta. This

being so when an uda– ttapu–rva svarita is followed by yet another ud

a

tta it is

reversed to its original status of an anud

a

tta. Thus for examples

(a) ßãº
|

˝◊˜  ßÃ˜ (padapatha)

ßãº˝Á◊Ã˜ (sanihitapatha)

(b) ÿÙ¡
|

Ê  ŸÈ  ßãº˝ (padapatha)

ÿÙ¡Ê Áãfl
|

ãº˝ (sanihitapatha)

6.9.4 Ja– tya Svarita

Ja– tya svarita is also known as svatantra svarita i.e.  independent svarita. In

the  Rǩpra
–
tis«a

–
khya it is defined as follows– •ÃÙ˘ãÿÃ˜ SflÁ⁄UÃ¢ SflÊ⁄¢U ¡Êàÿ◊ÊøˇÊÃ

¬Œ. The svarita seen in a single word which is different from ud

a

ttap

u

rva svarita

is known as ja
–
tya. In Uvaťa’s commentary on the afore mentioned statement it is

said •Ã— ¬˝∑Î§ÃÊÃ˜ ©UŒÊûÊ¬Ífl¸ÊÃ˜ SflÁ⁄UÃÊÃ˜ Sfl⁄UÊÃ˜ ÿÃ˜ •ãÿÃ˜ ∞∑§ÁS◊ãŸfl ¬Œ SflÁ⁄UÃ¢ SflÊ⁄¢U ÃÃ˜
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¡Êàÿ◊̃ ... It is different from ud

a

ttap

u

rva svarita because, it is produced without

there being any apparent juxtaposition between an ud

a

tta and an anudatta.

Uvaťa says– ¡ÊàÿÊ SflL§¬áÊÒfl ©UŒÊûÊŸÈŒÊûÊ‚¢ªÁÃ¢ ÁflŸÊ ¡ÊÃÙ ¡Êàÿ—– J

a

tya svarita is of

two types– ap

u

rva and n

i

cap

u

rva. Ap

u

rvaj

a

tya svarita occurs in words

constituted by single syllables, as in Sfl
|

—, Äfl
|

, ãÿ
|

∑§̃ etc. Examples of ni
–
cap

u

rva

j

a

tya are Ããfl
|

; ŸÊ√ÿ
|

; Œ√ÿ
|

; „UÁfl
|

cÿ
|

; NUŒƒÿ
|

 etc. In all of these examples the svarita

is preceded by ni
–
casvara i.e by anud

a

tta svara.

This j

a

tya svarita has not been recognised by P

a

nˇini. He has covered the

examples of j

a

tya svarita shown above by the s

u

tra ÁÃÃ̃ SflÁ⁄UÃ◊̃. According to

this s

u

tra a suffix which has an indicatory Ã̃ which is called ÁÃÃ˜ (Ã∑§Ê⁄U ßÃ˜ ÿSÿ
¬˝àÿÿSÿ ‚— ÁÃÃ˜). A ÁÃÃ ̃suffix has a svarita accent and this svarita governs the

accentuation of the word which is formed by adding this suffix. Examples are–

∑È§ + •Ã˜ < Äfl
|  

; ‚È + •Ã˜U < Sfl
|

U ; ÃŸÈ + •Ã˜ < Ããfl
|

 ; Ÿı  + ÿÃ˜U  < ŸÊ√ÿ
|

 ; ¬ø˜ +
åÿÃ˜ < ¬ÊÄÿ

|

 ; Œ„U  + åÿÃ˜U  < ŒÊ±ÿ
|

 etc.

1.9.5 The ratio of ud

a

tta and anud

a

tta in a svarita.

We have learnt that a svarita is basically a combination of ud

a

tta and anud

a

tta.

This is true even in case of j

a

tya svarita in which there is apparently no

juxtaposition between ud
a

tta and anud
a

tta accents.

The ratio of ud
a

tta and anud
a

tta in a svarita has been defined by P
a

ňini in the

s

u

tra ÃSÿÊÁŒÃ ©UŒÊûÊ◊˜ •Uœ¸„U ˛Sfl◊˜– In the Vrťti this s

u

tra is explained as follows–

ÃSÿ SflÁ⁄UÃSÿÊŒı •Uœ¸„U S̨fl◊˜ ©UŒÊûÊ¢ ÷flÁÃ i.e of a svarita the first portion to the extent

of half a m

a

tr

a

 is ud

a

tta. This means that the rest of the svarita is anud

a

tta.

If the svarita is produced on a short vowel the first ½ m

a

tr

a

 becomes ud

a

tta

and the other ½ m

a

tr

a

 becomes anud

a

tta. If the svarita rests on a long vowel

the first ½ m

a

tr

a

 becomes ud

a

tta and the rest i.e 1½ m

a

tr

a

 becomes anud

a

tta.

In the Řkpr

a

tis«

a

khya it is said that at the time of actually pronouncing a svarita

the ud

a

tta portion is pronounced as ud

a

ttatara and the anud

a

tta portion is

pronounced like an ud

a

tta. Thus in actual practice svarita becomes the highest

tone.

Stop to consider

The word sv

a

ra is used in the Rkpr

a

tis/

a

khya only to mean a svarita accent.
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6.9.6 Kampa Svara

The Kampa svara can be called a by-product of svarita accent. It occurs when

a sanhija svarita or a j

a

tya svarita is immediately followed by an ud

a

tta or

another svarita. The svarita as we have learnt begins with a pitch which is

higher than that of an ud

a

tta (ud

a

ttatara). We have also learnt that in the second

half of a svarita the pitch falls down to become an ud

a

tta. But when an ud

a

tta

or another svarita  follows this second half of the svarita instead of being uttered

like an ud

a

tta it is reverted to its  original status of anud

a

tta. As a result at the

time of its pronunciation while the first half of the svarita remains ud

a

ttatara in

the second half the pitch falls down to become an anud

a

tta before rising again

to produce the next ud

a

tta or svarita syllable. As a result there occures a jerk

in the tone for the fraction of a second; leading to undulation (kampanam) of the

voice. This is known as kampasvara. If the svarita rests on a short vowel there

occurs hrasvakampasvara. It is marked by the numberal  2 with–– a vertical

stroke at the top and a horizontal stroke at the bottom. Examples are – ÁŸ •ãÿ◊̃
< ãÿ2

|

ãÿ◊˜ ; ¬ÊÁ„U ©UÃ < ¬Ê±ÿÈ2
|

Ã— ; Sflÿ
|

¸◊˜ ¬
|

fl¸Ã◊˜ Sfl†ÿZ2†
|

 ¬fl¸Ã◊˜ ; Á„U ©Uª˝ < ±ÿÈ2
|

ª˝;
Sfl†2†

|

⁄Uªë¿U etc.  When the svarita occurs on a long vowel a d

i

rghakampasvara

is created. It is marked by the numeral 3 with a vertical stroke above and a

horizontal stroke below the numberal as well as with a horizontal stroke below

the svarita syllable in which the kampa is produced. Examples are– •Á÷ ßŒ◊̃ <
•÷Ë3†

|

Œ◊˜ ; ÁŒfl— •S◊ < ÁŒ†fl†Ê3
|

S◊ ; flÎáÊÊŸ— •††ÿ◊˜ flÎáÊÊŸÙ3
|

ÿ◊˜ – Examples of d

i

rgha

kampa in j atya svarita are Œ†ÈŒK†3†
|

 •Ÿ
|

È ; •†„†UãÿÙ3†
|

 ÿ—; •ÊäÿÙ3
|

 flÎ∑
|

§—––

SAQ

1. What are the distinctive features of a svarita accent?

............................................................................................................

............................................................................................................

2. How many types of sandhija svaritas are there?

............................................................................................................

............................................................................................................

3. What is j

a

tya svarita?

............................................................................................................

............................................................................................................

4. What is the difference between ud

a

ttap

u

rva and j

a

tya svarita?

............................................................................................................

............................................................................................................

............................................................................................................
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5. How does P

a

nǐni explain a j

a

tya svarita?

............................................................................................................

............................................................................................................

............................................................................................................

6. What causes a kampasvara?

............................................................................................................

............................................................................................................

7. How many types of Kampasvaras are there?

............................................................................................................

............................................................................................................

8. ‘In reality svarita is the highest tone’– Discuss.

............................................................................................................

............................................................................................................

6.10 The pracaya accent

A pracaya is nothing but an anud atta which comes after a svarita. In the

Rǩpr

a

tis«

a

khya the nature of pracaya is stated as follows –

SflÁ⁄UÃÊŒŸÈŒÊûÊÊŸÊ¢ ¬⁄U·Ê¢ ¬˝øÿ— Sfl⁄U—–

©UŒÊûÊüÊÈÁÃÃÊ¢ ÿÊÁãÃ ∞∑¢§ m flÊ ’„ÍÁŸ flÊH

When rendered into prose order the verse runs as SflÁ⁄UÃÊÃ˜ ¬⁄U·Ê◊ŸÈŒÊûÊÊŸÊ¢ ¬˝øÿ—
Sfl⁄U— (÷flÁÃ)– ∞∑¢§ (¬˝ÁøÃ◊˜) m flÊ (¬˝ÁøÃ) ’„ÍUÁŸ flÊ (¬˝ÁøÃÊÁŸ) ©UŒÊûÊüÊÈÁÃÃÊ¢ ÿÊÁãÃ–
Pracaya is pronounced like an ud

a

tta (©UŒÊûÊüÊÈÁÃÃÊ¢ ÿÊÁãÃ) and hence is left

unmarked. Examples are

(a) ◊ÊŒÿ
|

Sfl ; (b) ŸÊ‚
|

àÿÊèÿÊ◊˜ ; (c) •Œ
|

√œfl˝Ã¬˝◊ÁÃ—– In example (a) there is one

pracaya, in (b) there are two Pracayas and in (c) there are six Pracayas. If a

pracaya is immediately followed by an ud

a

tta or a svarita it remains an

anud

a

tta. Examples are ◊ÊŒÿ
|

Sfl S
|

fl— ; •Œ
|

éœfl̋Ã¬̋◊ÁÃfļÁ‚
|

c∆U– In the first example

due to the succeeding j

a

tya svarita Sfl
|

— the last syllable of the word  ◊ÊŒÿSfl
does not become a pracaya. In the second example due to the ud

a

tta accent

on the first syllable of the word  flÁ‚
|

c∆U the last syllable of the word  •Œ
|

éœfl̋Ã¬̋◊ÁÃ
remains an anud

a

tta. Such an anud

a

tta is called sannatara i.e ni
–
catara. This

is so because it is pronounced in a tone lower than that of an anud

a

tta .
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SAQ

1. Show your acquaintance with the characteristic features of a pracaya.

6.11 The procedure of determining the accentuation of a word

Every Vedic word is as a rule, accented and has only one primary or main accent.

Barring the instances of j

a

tya svarita and a few words which are sarv

a

nud

a

tta,

in all other Vedic words the main accent is ud

a

tta. For determing the accentuation

of the syllables of a word the procedure is as follows –

After the primary accent of a word becomes known, barring the syllable on

which this primary accent rests, the remaining syllables should be made Anud

a

ttas.

The P

a

ňinian rule for this is  •ŸÈŒÊûÊ¢ ¬Œ◊∑§fl¡̧◊̃. It means that in a word with the

exception of one syllable (with the primary accent), the rest is anud

a

tta.

Whenever the primary accent of a word be it an ud

a

tta or a svarita has been

determined this s

u

tra must be applied. The primary accent of a word is to be

determined as per the rules laid down in the Ast

a

dhy

a

y

i

. Thus for example as

per the rule •ÊŒÿÈŒÊûÊ‡ø all suffixes are generally accented i.e. have ud

a

tta accent

on the first syllable. Once the primary accent of the suffixes becomes known the

rest of the syllables in them should be made Anud

a

ttas, as in examples like ©UŸ;
Ã√ÿ; •äÿÒ etc. As the next step the anud atta accent on the syllables should be

replaced by svarita accent as per the rule ©UŒÊûÊÊŒŸÈŒÊûÊSÿ SflÁ⁄UÃ—. The words formed

with the help of these suffixes retain the primary accent of the suffixes. Examples

are ‡Ê∑§̃  +©UŸ
|

 < ‡Ê∑È§Ÿ < ‡Ê∑È§Ÿ
|

;  ∑Î§ +Ã√ÿ
|

 < ∑§Ã̧√ÿ < ∑§Ã̧√ÿfi. Similarly in case of

ja tya svarita, barring the syllable which has the j

a

tya accent the other syllables

are made Anud

a

ttas. Examples are– „UÁflcÿfi; •†„†Uãÿfi; NUUŒƒÿfi etc.

SAQ :

1. Show your acquaintance with the process of determining the primary accent

of a word.

............................................................................................................

............................................................................................................

............................................................................................................

6.12 The importance of the accents

The accents being musical in nature helped the students, in ancient India in

memorising the Mantras of the Vedas and also enhanced the auditory aspect of
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the S«ruti. However, the most important role the accents played and still play in

the field of Vedic studies is that these are of great help in the interpretation of the

Mantras.

The words of the Vedas are most ancient and many of them are quite obscure.

Many of them are open to multitudes of interpretations. In such cases the accents

help in breaking the words into correct components which in turn help in correct

interpretation of these words. This may be explained by taking up an example

from the Řksa

&m

hit

a

. In the N

a

sad

i

yas

u

kta occurs the following passage–

Á∑§◊Êfl⁄UËfl— ∑È§„U ∑§Sÿ ‡Ê◊¸
|

Ÿ̃. R

a

vanǎ a commentator on the Řksa

&m

hit

a

 has taken

the words ∑È§„U
|

 and ∑§Sÿ
|

 as forming one word (∑È§„U∑§Sÿfi) and has interpreted the

word as ∞ãº˝¡ÊÁ‹∑§Sÿ– But this interpretation has no compatibility with the

comprehensive meaning of the verse in which the words ∑È§„Ufi and ∑§Sÿfi occur. The

ud

a

tta accent on the first syllables of ∑È§„U
|

 and ∑§Sÿ
|

fi clearly indicates that these

are two independent words and should be interpreted separately, as S

a

yanǎ has

done. He has shown that ∑È§„U
|

 means ∑È§òÊ and ∑§Sÿ
|

fi means ∑§Sÿ ¡ËflSÿ.

A single word can express two different meanings depending on its accentuation.

This can be illustrated by taking up the examples of (a) ßãº˝
|

‡ÊòÊÈ and (b) ßãº̋ ‡ÊòÊÈ— .
In example (a) ud

a

tta rests on the first syllable and in (b) in the last syllable. The

meaning of ßãº̋fi‡ÊòÊÈ—  is ßãº̋ ÿSÿ ‡ÊòÊÈ— ‚— i.e. one who has Indra as his killer. Thus,

ßãº̋fi‡ÊòÊÈ— is a bahubr

i

hi compound. In a bahubr

i

hi compound the word retains

the primary accent of its p urvapada. In the word ßãºfi̋  uda tta accent is on the

first syllable and hence, in the word ßãºfi̋‡ÊòÊÈ— too ß-k

a

ra is ud

a

tta. Again the

word ßãº†̋‡†ÊòÊÈ— means Indra’s killer – ßãº̋Sÿ ‡ÊòÊÈ—– This is a case of sǎšťhitatpuruša.

In a tatpuruša compound the final syllable has the ud

a

tta accent. Thus, the

words ßãº̋fi‡ÊòÊÈ— and ßãº˝‡ÊòÊÈ— express two diagonally opposite meanings.

Ven
.
katˇˇˇa M

a

dhava, in his Rˇgvedic commentary has clearly stated that if the

accentuation differs the interpretations should be changed. A few examples from

his commentary are given below –

Words Meanings

1. ¡∆fi⁄U—U fire

¡∆U⁄Ufifi— stomach

2. Öÿc∆fi— better

Öÿc∆U— elder

3. ÿ◊fi— by whom one moves

ÿ◊— the god of death
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Some examples from the Phits

u

tras of S«antanava are also given below–

Words Meanings

1. ∑Î§cáÊ black

∑Î§cá
|

Ê black deer

2. •Ê‡ÊÊ hope

•Ê‡ÊÊ direction

3. •ˇÊ axle of a chariot

•ˇÊ dice

4. ÷˝ÊÃÎfi√ÿ enemy

÷˝ÊÃÎ√ÿfi nephew

Stop to consider :

The word s«atru is used in the Vedas in the sense of a killer which is the derivative

meaning of the word. The word is derived from the root sad (to kill, to slay, to

knock off).

SAQ :

1. How do accents help in interpreting a Vedic Mantra?

............................................................................................................

............................................................................................................

............................................................................................................

Suggesting Readings :

1. Rǧvedapr

a

tis«

a

khya of S«aunaka, ed.

Dr. Virendrakumar Verma, Chowkhamba Sanskrit Pratisthan, Delhi.

2. ´§ÇflŒ ¬˝ÊÁÃ‡ÊÊÅÿ (∞∑§ ¬Á⁄U‡ÊË‹Ÿ), flË⁄Uãº˝ ∑È§◊Ê⁄U fl◊¸Ê, ∑§Ê‡ÊË Á„UãŒÈ Áfl‡flÁfllÊ‹ÿ
‡ÊÙœ ¬˝∑§Ê‡ÊŸ, flÊ⁄UÊáÊ‚Ë–

3. flÒÁŒ∑§ Sfl⁄U flÙœ, fl˝¡Á’„UÊ⁄UË øıfl, „UÙÁ‡ÊÿÊ⁄U¬È⁄U (flÒÁŒ∑§ ‚ÊÁ„Uàÿ ‚ŒŸ ª˝ãÕ◊Ê‹Ê w)

4. A Vedic Grammar For Students, A.A Macdonell, Oxford University Press,

Calcutta.
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