Tragedy as a motive for renunciation in Jain narratives
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As a reminder, samvéga and nirvéda are basic orientations of “religious stories” in the Jain tradition, where in their earliest mention (the Dasavaikalikaniryuktih)
they refer to a story’s capacity to generate excitement for spiritual attainment and detachment from everyday life, respectively:

( )

1. DaSavaikalikaniryuktih, 194, 200-204

dhammakaha boddhavva caiivviha dhirapurusapannatta
akkhevani vikkhevani samvege ceva nivvee ~ 194

[...]

ayaparasariragaya ihaloé céva tahaya paraloé

esa caiivviha khalu kaha u samvéyant hoi ~ 200
viriyavitivvaniddhinanacaranadamsanana taha iddht
uvaissai khalu jahiyam kahai samveyanii raso ~ 201
pavanam kammanam asubhavibhago kahijjaé jattha

iha ya parattha ya loé kaha u nivveyani nama ~ 202
thovam pi pamayakayam kammam sahijjai’ jahim niyama
paiirasuhaparinaman kahdai nivveyanii raso ~ 203
siddhi ya dévalogo sukulappatti ya hoi samvego

narago tirikkhajoni kumanusattam ca nivveo ~ 204

The story about dharma has four varieties according to wise men: the attracting, the
confuting, the exciting, and the distressing.

[...]

The exciting story has four types: it pertains either to one’s own body, or another’s,
and it pertains to either this world or the next.

An exciting story has flavor (rasa-) when it presents the attainment of heroic trans-
formations and the attainment of knowledge, conduct, and insight.

A story where bad things are apportioned for evil actions, either in this world or in

the next, is called a distressing story.

A distressing story has flavor (rasa-) when an action performed carelessly, however
minor it may be, is described as necessarily resulting in an excess of bad things.

Excitement is magic power, the world of the gods, and being born into in a good
family. Distress is hell, being born as an animal, or as a low human being.

In later centuries sanvéga- comes to mean “shock,” and nirveda- “detachment,” and they usually occur as a pair.




Silanka, author of Caiippannamahapurisacariyam (The Deeds of the Forty-Five Great Men), a Jain “universal history.” He lived in the later 9" century and
wrote, besides, a number of commentaries on the Svétambara canonical texts. He was from Gujarat. This story comes from the story of Mahabala, a previous

birth of the first Tirthankara, Rsabha.

2. Silanka’s Caiippannamahapurisacariyari, Bhojak ed. p. 16 [Gujarat, ca. 870 cE]

uvayaranam ya ésa paramovayaro jam avinnayaparamattho And of all the help I can render, the greatest is this: that this king, who doesn’t know

duggaimaggapatthio samsarasahavasatto paramakallana- the truth, who has started out on the wrong path, who clings to samsara’s essence,

paramparakarané niravayasoggaimagge jinavayané bohij- is awakened to the Jinas’ words, which are the cause of waves of the highest good

jai. éso u accantabhogasatto pekkhanarut ya. ta véragga- fortune, and which infallibly indicate the path to liberation. But he is extremely at-

Jjanaenam nadaenam eyam bohémi. tached to pleasures, and likes watching performances. So I will awaken him with a
stage play that generates detachment.

|

The one-act play, Vibudhanandam, is included in Silanka’s book, and in fact Silanka is described as its author. It is about the marriage between princess Band-
humati and the prince Laksmidhara. (It has some very interesting allusions to Bhavabhiiti’s Malatimadhavam.) Just after their marriage, Laksmidhara dies of a
snakebite, and Bandhumati immolates herself on his pyre. The prince’s father, Rajas€khara, renounces the kingdom to seek liberation.

See Christine Chojnacki & Basile Leclere, “Interpreting New Literary Forms in Jain Mediaeval Literature: The Vibudhananda Play in Silanka’s Novel Cauppannamahapurisacariya,” in Jayandra

Soni (ed.), Jaina studies: proceedings of the DOT 2010 panel in Marburg, Germany, pp. 167-200. Delhi: Aditya Prakashan, 2012.
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3. Silanka’s Caiippannamahdapurisacariyarm, Bhojak ed. p. 28

tad raina garuyasamvegavannahiyaénam mantind vimala- Then the king’s heart was gripped by an enormous shock, and he looked into the
maissa muham paloiyam tao laddhavasaréna bhaniyam face of his minister Vimalamai. When the moment arrived, the minister said to him:
mantind — mahdrdya nisuyam jam anéna samsarasariavam “King, have I heard rightly that this play has informed you of the nature of

niveiyam? raina bhaniyam — kim suénam? paccakkham céva | samsara?”
“I haven’t just heard about it,” the king said, “I’ve seen it for myself, and I am

dittham anuhavijjai ya.
experiencing it now.”




Jinaséna composed his Adipuranam sometime in the 9" century. He was a Digambara monk, a student of Viraséna (with whom he co-authored the Jayad-
havalda commentary on the Kasayaprabhrtam, completed in 837 ck), and associated with the Rastrakiita king Amoghavarsa (r. 814-878 ck).

Jinaséna’s story of Rsabha’s renunciation has no parallel in the Caiippannamahdapurisacariyam, where Rsabha’s renunciation is occasioned by his awareness
through clairvoyance (avadhijiiana) of the highest pleasures that any living being is capable of experiencing (p. 39). And Jinaséna, for his part, includes the
story of Mahabala, but the ministers try to educate him by discussion rather than through a stage-play (chapter 5).

e

4. Jinaséna’s Mahapuranam, 10.5-8 [Malakheda, ca. 850 ck]

\

tan nrtyam surandrinam mano ‘syaranijayat prabhoh ~
sphatiko hi manih Suddho ’py adatte ragam anyatah ~ 5
rajyabhogat katham nama virajyéd bhagavan iti ~
praksinayurdasam patram tada prayukta devarat ~ 6

tato nilanjand nama lalita suranartaki ~
rasabhavalayopétam natanti saparikramam ~ 7
ksanad adysyatam prapa kilayurdipasamksaye ~
prabhataralitam mirtim dadhana tadidujjvalam ~ 8
saudaminilatévasau drstanastabhavat ksanat ~

rasabhangabhayad indrah sandadhé traparam vapuh ~ 9
tad éva sthanakam ramyam sa bhamih sa parikramah ~
tathapi bhagavan véda tattvaripantaram tada ~ 10

tato ’'sya cetasityasic cintda bhogad virajyatah ~

param samveganivedabhavanam upajagmusah ~ 11

aho jagad idam bhangi sris tatid-vallari-cala ~
yauvanam vapur arogyam aisvaryam ca calacalam ~ 12

The heart of the lord (i.e., Rsabha) took delight in the dance of the apsarases. For
even though it was pure, it took on feeling from another source, like a clear crystal
takes on color from another source. Indra, King of the Gods, called to the stage
someone who had but little life remaining, to somehow have the lord feel detachment
from the enjoyment of his kingdom.

Then the divine dancer Nilafijana, full of grace, was dancing with rasas, bhavas, and
layas, ambling across the stage, when the lamp of her life was snuffed out, and she
suddenly disappeared: her body flashed with light, bright as lightning. And like a
wisp of lightning, she was seen one moment and gone the next.

For fear of destroying the rasa, Indra put a new body there: the beautiful position
was the same, as was the character, and her amble. But the lord nevertheless knew,
at that moment, that who it was had changed. As he started to feel detachment from
enjoyment, the following thoughts occurred to him, and he approached the highest
realization of shock and detachment:

“My god, this whole world will fall apart. Splendor is gone in a second, like a flash
of lightning. And so, too, is youth, beauty, health, and majesty, absolutey everything
in the world.”

[Rsabha goes on for another 24 verses about how nothing ever lasts; pleasure is momentary, while pain is immense and compounded by hell, before conclud-

ing:]




5. Jinaséna’s Mahapuranam, 10.37-42

ramaniyam idam matva stririipam bahirujjvalam ~
patantas tatra nasyanti patanga iva kamukah ~ 37
kutanatakam état tu prayuktam amaresing ~

niinam asmatprabodhaya smrtim adhaya dhimata ~ 38
yathedam évam anyac ca bhogangam yat kilarnginam ~
bhanguram niyatapayam kévalam tatpralabhyakam ~ 39
kim kilabharanair bharaih kim malair anulepanaih ~
unmattacestitair nrttair alam gitais ca socitaih ~ 40

yady asti svagata sobha kim kilalankrtaih krtam ~

yadi nasti svatah sobha bharair ebhis tathapi kim ~ 41
tasmad dhig dhig idam rigpam dhik samsaram asarakam ~
rajyabhogam dhig astv enam dhig dhig akalikih sriyah ~ 42

Lustful men think that the female form, dazzling on the outside, is a source
of pleasure, and fall for it, to their ruin, like moths. But in reality this is just
a false play that the King of Gods has put on — clearly to wake me up, skill-
fully jogging my memory. Anything else that beings might enjoy is like this:
fragile, subject to disaster, something that can only ever deceive them. I'm
done with jewelry, that useless burden, and with ointments, that filth. And
with dance, with its grotesque movements, and song, which distresses me.
If beauty was innate, then what purpose would ornaments serve? And if it
wasn’t, what’s the point of all this bother anyway? So damn you, beauty, and
damn you, sarisara— there’s nothing to you at all. Forget about enjoying
kingship. And forget about splendor, which only lasts for a second.

“Dance of Nilafijana” (?) from Kankali Tila, Mathura, 100 BcE or so?

https://commons.wikimedia.org/wiki/File:Rishabhdeva_-_Dance_of_Nilanjana.jpg
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https://commons.wikimedia.org/wiki/File:Rishabhdeva_-_Dance_of_Nilanjana.jpg

Pampa was a Kannada poet who composed his Adipuranan, using the model of Jinaséna’s work, in 941 ck.

( )

6. Pampa’s Adipuranam, 9.18-20, 25

kalagitam vadyam nr-

tyalile perarg’ oppad’ tkeg’ allade ganika-
tilakam ival nartanarasa-

dole niccam meccugolval indrana kaiyol ~ 18

enisida nilanjane ka-

rbina billim maseda madanan’ alargane bardukitt’
enisutt’ olapokkal bhorik-

ene nikhilajanantaranigaman rarigamuman ~ 19

niltuvu rasangal illi ma-

dalt’ ene bhangiyol anangajarigamalate vol
niltu javanikeya mareyol

poltal aval mugila mareya vidyullateyan ~ 20

[...]

rasabhavabhinayangal

posave pugil posave calligal posave nayam
posave karanarngalum ni-

pposav’ ene posayisidal ake natyagamaman ~ 25
[...]

angopangangalol esev’

angikamam ganapathyadol vacikamarm
turigakuce meredal a divi-

janganeg’ aharyasatvikam nijame valam ~ 28

Melodious singing, instrumental music, and dance

is fit for nobody besides her, the tilaka of courtesans,
who always finds approval from Indra

for the rasa of her dance.

This is the reputation that preceded Nilafijane
when she suddenly entered the stage,

and the heart of everyone present,

as if Madana’s sharpened flower-arrows

from his sugarcane-bow had come to life.

It was as if, in her contrapposto pose,

the rasas had spread out, like an animate

vine of the god of love, before coming to a halt.

As she stood behind the veil of the curtain

she resembled a wisp of lightning veiled by clouds.

[...]

The rasas, bhavas, and abhinayas were new;
the entrances were new; the steps were new;
the glances were new; the karanas were totally
new: she renovated the tradition of natya.

[...]

That high-breasted woman exhibited

the angika-abhinayas, apparent over her entire body,
the vacika-abhinaya in her singing and recitation.
That divine woman naturally possessed

the aharya- and satvika-abhinayas.




7. Pampa’s Adipuranam, 9.41-43

a madhurakaralata-

komale tanag’ agal ayurantam bare sau-
damini vol bhonkene sura-

kamini rangadol adrsyey appudum agal ~ 41

rasabhangabhayadin indram

posat’ ond’ a doreya patraman tand’ anusan-
dhisuvudum adan anam ariya-

lke surasurasamitig’ adud ill’ a ksanadol ~ 42

a nilanjaney ende ma-
nonayanoditavimohadind’ ire sabhe vi-
dyanilayan arid’ adam de-

hanityateg’ intu nade codyarbattarn ~ 43

When the time ran for that woman,

tender as a vine and of lovely form,

like a lightning bolt, the divine dancer
suddenly disappeared from the stage. Then

Indra, fearing that the rasa would be destroyed,
addressed the situation by replacing her

with a new character who resembled her.
Nobody in the audience of suras and asuras
could even notice. But in that moment,

when the court continued to think it was Nilafjane

out of the delusion that gripped their eyes and hearts,

the Abode of Wisdom noticed,

and was utterly shocked at the impermanence of the body.

8. Pampa’s Adipuranar, 9.45

koti teradindam esev’ T

natakamam tori mandal illal bageyol
natuvinam amari samskyti-

natakamuman enage nereye toridal igal ~ 45

Far from ceasing to show this nataka,
resplendent in a million ways,

she has entered into my deepest thoughts,
and put on full display for me

the nataka of samskrti as well.




9. Pampa’s Adipuranam, 9.55
tanuge pore tuduge navale- The way I see it, putting on ornaments
paname malam gitam alke nrtyam bageyalk’ is just weighing down the body, and so-called
enage dal unmattavila- “fresh ointments” are filth. Song is lamentation,
sanam int’ initarolam ondarol purul unté ~ 55 and dance is just grotesque movements:
In all of this, is there anything of worth?
Takeaways:

# Jains had noted samvéga- and nirvéda- as possible (and intended) effects of storytelling as early as the 1°//2" c. ck.
# They were probably not thinking of stage-plays at that time, partly because they were very suspicious of the genre.

# By the 9" century, stage-plays, and the theatrical tradition in general, came to be integrated into the stories of the first Tirthankara, Rsabha,
and his previous lives:

¢ The story of Mahabala in Stlanka’s Caiippannamahdpurisacariyan, where the main character renounces after experiencing sarvéga- and
nirvéda- on seeing a stage-play with a tragic ending;

& The story of Rsabha himself in Jinaséna’s Adipuranam — famously and beautifully recast into Kannada by Pampa— where Rsabha
renounces after experiencing samvéega- and nirvéda- on seeing the on-stage death of the dancer Nilafijana.

# The “shock” (samvéga-, note the shift in meaning) in each case is heightened by the expectation of an uplifting and generally positive aes-
thetic experience.

2 This is of course one of the main concerns of the mainstream theatrical tradition, represented by the Natyasastram, which banishes
almost everything inauspicious from the stage. Our three authors (Silanka, Jinaséna, and Pampa) were very familiar with this tradition.

# The resulting “aesthetic shock™ is even more powerful than the samvega- produced by stories, and leads the spectator almost immediately to
a sense of detachment from worldly life, followed by renunciation.



