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Accentuation in the technique of the Vedic poets
ALEXANDER LUBOTSKY

1. The role of accentuation in the Vedic poetics has never been investigated. Handbooks
and studies on the metre and versification of the Rgveda (RV) only mention that accents have no
impact on the metre. This is certainly correct, but poetics has more aspects than merely metre.
Vedic Sanskrit had pitch accent, and a sequence of accents represented an accentual contour, a
“melody”. By repeating or varying this melody poets could create different effects. The aim of
this article is to demonstrate the relevance of accentuation for the technique of the Vedic poets. |
shall first give a short account of Vedic accentuation and metre, followed by a survey of
accentual poetical devices on the basis of examples taken from the second Mandala of the RV.
Finally, I shall analyze four Indra-hymns of this Mandala, viz. 2.12 —2.15.

2. Vedic accentuation is known from accentuated manuscripts, grammatical treatises and
modern recitation. Vedic accent was a pitch accent. The main accent of a word is termed udatta
‘raised’ or ‘rising’ by Panini. The pitch of the syllable immediately following the udatta is called
svarita and is described by Panini as a combination of udatta and anudatta ‘not raised’, which is
the term Panini used for the other syllables. The svarita is thus a non-autonomous falling accent,
marking the transition from a high to a low syllable. The svarita becomes an independent accent
when the preceding udatta syllable is lost through contraction (e.g., suvar > svér). Independent
svaritas in the RV are rare because contractions are generally of a later date.' The syllable
preceding the udatta or independent svarita was pronounced lower than the others and is termed
by Panini sannatara ‘lower’.>

'In the oldest parts of the RV the contraction of 1y V-to —yV— is only attested Wlth the preverb abh1 e.g. 2.26.1b
abhy asat. The independent svarita further occurs in neuters of adjectives in —ya— = —1ya— e.g. asurya adj. *of the
Asuras’, which must be pronounced in four syllables (asunya—), but neuter asurya— in three syllables (cf. Seebold
1972: 243ff). It is unclear how to account for this phenomenon. For the phonetic realization of these cases cf. below.

2 From the description of the Vedic accentual system by Panini and the Préti;ékhyas it follows that the udatta was a
rising accent and not just high, as is often suggested. This is confirmed by the accentual marks of the manuscripts,
which mark the sannatara by a horizontal stroke below the line and mark the udatta or the svarita by a vertical stroke
above the line. The fall of the pitch (sannatara) before the main accent (udatta or independent svarita) was essential
for the correct understanding of the text, and in the sequence kakaka the middle syllable is a sannatara and not
svarita. For more information on the Vedic accents and their realization in modern recitation I refer the reader to
Howard 1986.
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It follows that if we know the place of the main accent (udatta), the assignment of the
other accents is automatic (except for a few cases of the independent svarita). Writing “A” for an
accented syllable and “a” for an unaccented one, we can represent the accentual contour of a
verse as a sequence of these two symbols, e.g.

2.14.6¢ yo, Varcfnab satam fndrab sahasram AaAaaAAaaAa

For the independent svarita I shall use the symbol “S”.

3. Vedic metre is based on a syllabic principle, being determined by the number of syl-
lables in a pada (verse) and by the number of padas in a stanza. The most common metres of the
RV are tristubh (4 padas of 11 syllables), jagati (4 padas of 12 syllables), gayatri (3 padas of 8
syllables) and anustubh (4 padas of 8 syllables). In metres containing four padas, padas a and b
and padas c and d form a hemistich. The structure of a pada is based on the sequence of long and
short syllables. Long are syllables containing a long vowel, a diphthong or a short vowel follow-
ed by two or more consonants. The other syllables are short. There is a tendency towards a
iambic rhythm, i.e. the even syllables are mostly long, but only the rhythm of the end of a pada is
fixed. The end of a pada with the fixed rhythm is called ‘cadence’ and comprises the last four
syllables of padas of 8 and 11 syllables and the last five syllables of padas of 12 syllables. The
quality of the final syllable of a pada is anceps. Padas of 11 or 12 syllables have a caesura after
the fourth or the fifth syllable.

The metre of the RV shows that the original text had sometimes more and sometimes less
syllables than the text we now have. Restoration of extra syllables is possible in several cases: re-
storation of a late contraction (e.g. *-ah a- for -o ’-), restoration of *-CRR- for -CR- (e.g. *-Ciy-,
*-Cuv- for -Cy-, -Cv-), restoration of a hiatus within a long vowel or diphthong. Padas with too
many syllables are rare: the metre shows that in junctures -a r- contraction to -ar- took place,
whereas we find uncontracted -a r- in the text; moreover, some -iya- and -uva- sequences must
be read -ya- and -va-.

The text below will be presented in the metrical form, i.e. divided in padas, with the
caesura indicated by a comma, with necessary omissions and restorations. Vowels to be omitted
are put in square brackets (e.g. bh[i]ya,sam), contractions of -a r- to -ar- are written -a r-. Vowels
to be restored are written in the superscript (e.g. sﬁ,fyalg), in round brackets (e.g. 1£s,1'$e (a)yaﬁ, or
with a dash (e.g. xgr/sé-a,jani for xgr,sé,jam).

4. The accentual contour of a pada will thus appear as a sequence of symbols “A” and
“a”. For the sake of brevity I shall use the term “melody” for any sequence of accents within a
pada. As a syllable can be either accented or unaccented, a pada of 12 syllables can theoretically
have 2'* = 4096 melodies, but there are several restrictions. First, every pada has at least one A
because the vocatives and the finite verbs of principal sentences, which are normally unaccented,
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Accentuation in the technique of the Vedic poets 3

are accented when they stand at the beginning of a pada. This also means that long sequences of
unaccented syllables at the beginning of a pada are rare. For instance, in Mandala II we find four
consecutive unaccented syllables in this pos1t10n only three times (2.9.1d sahasrambharah
2.13.11a supravacanam 2.32.5d sahasraposam) Secondly, as a word has normally one accent,
sequences of several consecutive accented syllables are rare although there is no theoretical
restriction. In Mandala II the longest sequence is four (occurring only three times), but in
Mandala X I also found sequences of ﬁve consecutive accented syllables (10.55.6¢ ya,c cike,ta,

/ / e e e

satyam it tan na mogham 10.71.9a imeé ye narvan, na paras caranti).

5. Accentuation was used by the Rgvedic poets in several ways. In this section I would
like to illustrate a number of the most common poetical devices. All examples are taken from the
second Mandala.

A. PADA LINKING.

The accentual contour of pada, its melody, is often repeated in another pada of the same
stanza, linking these padas, as it were. Repetition of the melody of the whole pada is rare, but
repetition of long sequences is very frequent. The question is when is repetition significant and
intentional. At first it is always guesswork. For metres of eleven or twelve syllables (tristubh and
Jjagati) 1 have normally considered repetition of sequences of at least seven accents as significant.
The sequences of seven accents or more which are repeated are underlined in all examples.
However, repetition of shorter sequences can be relevant too if these sequences are unusual (for
examples see below). I have left out of consideration hymns written in metres of eight syllables
(gayatri and anustubh) because in shorter padas repetition of shorter sequences was used and
during the first analysis it is often difficult to tell whether or not repetition is due to chance.

We begin with a rather extreme example from hymn 2.27:

2.27.13a  sucir apéh, sﬁya,wasﬁ adabdha AaaAaAaaAaa
b upa kseti, vrddhavayah suvirah / AaaaaAaaaAa
c nékis tam ghnantiy, antito na darad AaaaaAaaAaA
d ya adityanam, bhavati pranitau // AaaAaAaaAaa
2.27.14a adite m,itra Vémnoté mrla AaaAaAaaAaa

b yad vo Vayam cakrma kac cid agah / AaaAaaAAaAa
¢ ur' v asyam abhayam Jyotlr indra aAaaAaaAaaa
d méno dlrgha, abhi nasan tamlsrah /" AaaAaAaaAaa
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We see that the melody of padas a and d of both stanzas is identical. Moreover, padas b
and c are linked, too: in st. 13 a sequence of eight accents is repeated’, in st. 14 a sequence of
seven accents. In order to save space, I shall sometimes use formulaic notation. Linking in st. 14,
for instance, can be written in a formula ald1x11, blc2x7, which must be read as ‘two identical
sequences of eleven accents in padas a and d, to count from the first syllable of a and the first
syllable of d; two identical sequences of seven accents in padas b and c, to count from the first
syllable of b and the second syllable of c.’

Here we see linking of padas ad and bc, but the other combinations are just as frequent.
The following example illustrates pada linking ab/cd (alblx7, c1d2x10). An alternative analysis
would be b4c2d3x8, i.e. a common sequence of eight syllables in three padas.

2.28.7 a ma no Vadha,ir, varuna yé ta isjtév AaaAaaaAaaA
b énah kgr;véntam, asura bhrina,lnti/ AaaAaaaaaAa
¢ ma jy(;tisah, pravasathéni ganma AAaaaaaAaaa
d vi sﬁ midhah, sisratho jIVE,lSG nah // AAAaaaaaAaa

As stated above, I considered repetition of sequences of at least seven accents significant,
but there are sequences of five accents which are so rare that their repetition within a stanza

cannot be considered accidental. Cf. the following example:

7 /

2.26.1 a rjuric chamso vanavad Vanusyato aAAAaaaaaaaA
b devayann 1d adevayantam abhy asat/ aaAAAaaaaaSa
C supraV1r 1d Vanavat prtsu dustaram aaAAaaaaAaAa
d yajved ayajyor, vi bhajati bhOJanam /I AAAaaAaaaAaa

It is hardly open to doubt that occurrence of three sequences of three consecutive
accented syllables within one stanza is intentional, the more so because pada a of st. 3 of this
short hymn of four stanzas has two more of these groups, cf.

7 // 7 7

2.26.3a sa 1] Janena sa visa sa janmana AAAaaAaAAAaa

B. INTERRUPTED SEQUENCES.
The repeated sequences can sometimes be interrupted, i.e. one accent in the middle of a
sequence does not match, cf.

%1 am aware of the fact that the last accents of these sequences do not match: in pada b it is anudatta, whereas in
pada c it is sannatara. In the beginning I chose for a formal approach and made no difference between “a’s. We do
not know whether the poets themselves made this difference, and the final results will not significantly be affected
by this negligence anyhow because this concerns only a few cases of the first and the last accent of a sequence. Later
we can always refine the analysis.
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2.34.12a te dasagvah prathama yajnam uhire AAaaaaAaAaaa
b téno hlnvantu- -usaso v'yustisu / AaaaaaAaAaaa
C usa i na ramlr arunalr apornute aAAaAaaAAaaa
d maho Jyotlsa, sucatd goamasa /! aAAaaaaAAaaa

We here find almost identical melody in padas a and b, on the one hand, and in padas ¢

and d, on the other. In the first two padas only the accent of the second syllable does not match,
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in the last two padas only the accent of the fifth syllable is different.

Yet another example of the same linking is 2.24.1, where we find a2d1x11 and two

identical sequences of five accents in padas b and c:

///

2.24.1 a semam aviddhi, prabhrtlm ya 1s1se AAaaaAaaAAaa
b (a)ya vidhema, navaya maha glra / aAaaaAaaaAaA
c yéthﬁ no mIdhvén, stavate sakha tava  AaaaAAaaAaAa
d bofhaspate, s,Isadhah sotano matim/  AaaaAaaAAaaA

C. HEMISTICH LINKING.

This is a variant of pada linking when the beginning of padas a and ¢ and the end of

padas b and d have the same melody, i.e. the beginning and the end of both hemistichs is identic-

al, cf.

2.2.2 a abhi tva naktir, usaso vavasire aAaAaaAaaaaa
b (a)gne vatsam na, svasaresu dhenavah / AaaAAAaaaaAa
c diva ived, aratir manusa yuga- aAaAaaAAaaaA
d -a ksapo bhasi, puruvara samyatah /  AAaaaaaaaaAa

In a fairly common variant of hemistich linking, the melody of the final pada is shifted

one syllable to the right, cf.:

2.35.7 a svaa dame sudugha yasya dhenuh AAAaaAaAaaA
b svadham plpaya subh v annam atti / aAaaaaAAaaa
¢ 0 [a]pam napad urjayann aps'v antar AAAaaAaaAaA
d Vasudeyaya, vidhate vi bhati // aaAaaaaAAaa

D. ACCENTUAL MOTIFS.

In several stanzas repetition of an accentual motif of five or six accents seems more

essential than pada linking. For instance, in st. 4-6 of hymn 2.36, the motif AaaAaa is repeated
three or even four times in every stanza (this motif is printed bold, pada linking is underlined, as
usual):
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2364 a i vaksi devéﬁ, iha vipra yéksi ca- AaaaAaAaaAaa
b -usan hotar, ni sada y(;nisu trisﬁ / aAaaAaaAaaaA
C préti vihi, présthitam somiyém madhu AaaaAaaaaAAa
d pibagnidhrat, tava bhagasya trpnuhi // AAaaAaaAaaaa

2.36.5 a esa,1 sya,1 te, tanlvo nrmnavérdhanah aAAaaAaaaAaa
b sahao J jah, prad1V1 bah"vor hltah / AaAaaAaaaAaA
c tubhyam suto maghavan tubhyam abhrtas AaaAaaaAaAaa
d t'vam asya, brahmanad 4 torpat piba // aAaaAaaAaAaa

2.36.6 a juséthﬁm yajﬁém, b(;dhatam ha,wasya me aAaaAAaaAaaa 520
b satto h(;té_l, niV,idah pﬁrviyé anu / aAAaaAaaaAAa
¢ accha réj ana, nama et'y a'woftam AaAaaAaaaaAa
d pragﬁstra',ld é, pibatam somiyém madhu // aaAAaaaaaAAa

For further examples of accentual motifs see § 6 below.

E. ACCUMULATION OF ACCENTED SYLLABLES.

Sometimes we find several, mostly consecutive padas with many accented syllables. The
average number of accented syllables per pada is approximately 3,5 in tristubh and 4 in jagati, so
that occurrence of five and more accents in a pada may be considered as marked. In hymn 2.4,
consisting of nine stanzas and written in tristubh, padas 5d and 6a have six accents, then follow
three “normal” padas and then a pada with seven accents, cf.

245 d Jujur Vam yo muhur a yuva bhiit // aaaAAAaAAaA

6 a i yo Vana tatrsano na bhati AAAaaaaAAAa
b viar na patha rath yeva svanit / aAAaAAaaaaa
c krsn adhva, tapu ranvas ciketa aAaaAaaAaaa
d d yaur 1va smayamano nabhobhlh /! aAaaAaaaAaa

7 a sa yo v y asthad abhi daksad urvim AAAAaaAAaaA

It seems to me that what is essential here is not pada linking but the accumulation of
accented syllables which creates a special effect.

F. ACCENTUAL RHYME.
Rhyme as a device for linking padas is rare in the RV, and accentual rhyme is rare, too.
Nevertheless, there are some interesting examples of it. Consider the beginning of hymn 2.31:



Accentuation in the technique of the Vedic poets 7

2.31.1 a asmakam mitra,varunavatam ratham aAaaaaaaaaAa
b ﬁditya,i rudra,ir Vésubhih sacﬁbhﬁvﬁ/ aaAaAAaaaaAa
c pra yad Vayo na paptan vasmanas par1 AAAaAAaAaaAa
d sravasyavo hrs1vant0 Vanarsadah /! aaAaAaaaaaAa

(Note the interrupted sequence in padas b and d and seven accented syllables in pada c.) All
padas of this stanza end in aaAa, but we could ascribe it to chance if stanza 5 of the same hymn
did not have the same accentual rhyme:

2315 a uta tye deV1 subhage mlthudrsa- aAAaAaAaaaAa
b -usasanakta Jagatam apljuva/ aAaAaAaaaaAa
c stuse yad Vam prth1V1 navyasa vaca aAAaaaaAaaAa
d sthatus ca Vayas trlvaya upastlre /! aAaAaAaaaaAa

Moreover, this accentual rhyme is attested in padas bd of st. 2, padas bc of st. 3 and padas ab of
st. 4. Thus, in the first 20 padas of this hymn the accentual thyme aaAa occurs 14 times.

G. STYLISTIC REPETITION.

Stylistic repetition in the Veda has been investigated in great detail by Gonda (1959).
Gonda adduced many Rgvedic examples of different types of repetition, but as he omitted accent
marks, he did not notice that padas (or parts of a pada) containing repetitions are very often

accompanied by the same accentual contour. Here are some examples.

Anaphora (repetition of words at the beginning of padas) is rather frequent in the RV.
The part of the pada before the caesura then often has an identical accentual contour, cf. the
following three examples taken from hymn 2.11:

2.114 a gubhrém nu te, gﬁsmam Vardhéyantah aAAaAaaAaa

b subhram vajram, bah"vor dédhﬁnﬁh / aAAaaaAAaa
2.11.6 a stava nu ta, [mdra] purv ya mahan y AaAa[aalaaAaAa’

b uta stavama niitana krtam / aAaaaAaaaAa

¢ stava Vaj ram, bah" vor usantam AaAaaaAaAa

d stava hari, sﬁriyasya ketu // AaAaAaaaaA
2.11.14a rasi kséyam, risi mitram asme AaAaAaaAaA
2.11.14b rasi sardha, indra mérutam nah / AaAaaaAaaa

* Oldenberg (Noten ad loc.) suggested to solve the metrical problems of pada a by omitting the vocative indra as a
late interpolation. If we do this, the accentual contours of padas a and ¢ become identical, which may be considered
an additional argument for Oldenberg’s solution.
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Epiphora (repetition of words at the end of padas):

2.34.5d madhor madaya marutah samanyavah // AaAaaaaaaaaa

6a ano brahman1 marutah samanyavo AaAaaaaaaaaa
Other repetitions:
2.27.11d yusman1to abhayam Jyotlr asyam aAaaAaaAaaa
2.27.14c ur'v asyam abhayam Jyotlr indra aAaaAaaAaaa
Rhyme.

In the following two examples the end rhyme (in the first example) or the “vowel” rhyme
(in the second example) are accompanied by an identical melody after the caesura:

236 a sadh v apams1 sanata na uks1te aAAaaaAaaaaA
b usasanakta Vay yeva ranV1te aAaAaaAaaaaA
2.139 a satam Va yasya dasa sakam ad’ ya aAaAaAaaAAaa

b ekasya srusj[au, yad dha codam dvitha/ AaaaAAaaAAaa

Parallel stanza openings. In hymn 2.11, four stanzas have parallel openings with in nu 522
before the caesura, and in all the four cases the word preceding in nu has the accentual contour
aAa, so that the opening has the melody aAaAA:

2.11.3a ukthes v 1n nu sura yesu cakan aAaAAaaAaaA
2.11.15a v yant v in nu yesu mandasanas aAaAAAaaaaA
2.11.16a brhanta in nu ye te tarutra- aAaAAAaaaa

2.11.17a ugres U in nu nu, siira mandasanas aAaAAaaaaaA

H. ACCENTUAL ANAGRAMS.

In several manuscripts which have been published only recently (Starobinski 1971), the
great Swiss linguist Ferdinand de Saussure advanced a theory according to which several Indo-
European poetical traditions shared a common principle of composing poetry, viz. “a method of
anagrams”. The poet first chose a key-word, e.g. a name of a god or his own name, and then tried
to find words which contained the same sounds as the key-word. In this way, the message of the
hymn could be expressed on two different levels: next to the explicit level there was a hidden
second level where the key-word appeared in code, as an anagram. This theory has been
elaborated by Toporov and Elizarenkova in several articles where they demonstrated the role of
the anagrammatical level in the poetics of the RV (cf. Toporov 1965, Elizarenkova — Toporov
1979, its German translation Toporov 1981).
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The accentual contour is a suitable device for anagrams. Below I shall discuss several
hymns where the accentual contour of the refrain is repeated in other padas. However, as names
generally consist of no more than four-five syllables, it is difficult to demonstrate that a short
motif is intentional and represents an anagram. Here I would like to give only one example. The
first ten padas of hymn 2.4, dedicated to Agn,i-, begin with aA, and it seems possible that this is a
play on the name of the god. It is important that in the first two stanzas the name Agn,i- itself is
not used in the accentual anagram. When it finally appears at the beginning of st. 3, the spell is
broken and the play stops (cf. comparable observations about “sound” anagrams in Toporov
1981: 239f.).

24.1 a huve vah, sudyotmanam suvrktlm aAaaAaaaaA
b Vlgélln’l agmm at1th1m suprayasam/ aAaAAaaaaAa
¢ mitra iva, yo dldhlsay yo bhiid aAaaAaaAaaA
d devé édeve j ane ] ﬁtévedﬁh /! aAAaaAaaAaa

242 a 1mam Vldhanto ap am sadhasthe aAaAaaaAaAa
b dV1tadadhur bhr gavo viks"v ayoh / aAaaAaaaAaA
c esa,1 visvan' Y, & abh' y astu bhiima aAAaaaAaaAa
d devanam agmr aratlr Jlrasvah /! aAaaAaaAaAa

243 a agmm devaso, manuslsu Vlksu aAaAaAaaaaA
b priyém dhuh, ksesiya,lnto na mitram /  aAaaaAaAaA
¢ sa didayad, usatir ﬁrmiyﬁ a AaaaaaAAaaA
d dakséyiyo, y6 dasvate dama a // aAaaAAaaAaA

6. We shall now look at a few complete hymns in order to get an impression how the
accentual poetical devices were used in practice. For this purpose I have chosen four hymns
dedicated to Indra (2.12-2.15). These hymns have in common that they all contain a refrain, i.e.
several words which are repeated at the end of every stanza (in 2.14 at the beginning of every
stanza). These refrains gave the poets an additional possibility to play with accents by repeating
the melody of the refrain in other padas.

Furthermore, the final stanza of the majority of hymns in the second Mandala ends with
the pada b{ha,d vadema vidathe suvziréb “May we, with our valiant sons, out-talk (our rivals)”
(for the translation see Kuiper 1974: 131). This final pada is characteristic for the poets of this
Mandala, which belong to the Grtsamada family, and is their “seal” as it were (cf. Renou EVP II:
31). Stanzas containing this “seal” link hymns together and actually stand outside the hymn
itself. This is confirmed by the fact that these stanzas are often composed in another metre than
the rest of the hymn.

The first hymn, viz. 2.12, we shall analyze in some detail, whereas the other hymns will
be given with only short comments.
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2.12. Tristubh.

This famous hymn contains the refrain sa Jjanasa fndrab ‘he, O people, is Indra!’ at the
end of each stanza, except for the final stanza 15, where pada d is a variant of the usual refrain of
the second Mandala. The accentual contour of the refrain and its repetitions are printed bold,
pada linking is indicated by underlining. It goes without saying that some of the repetitions may
be due to chance and are not intended as such by the poets.

2.12.1 a y6 ] ata evé, pratham(; manasvan AaAaAaaAAaa
b devo devan, kratuna paryabhﬁsat/ aAaAAaaaAaa
c yasya susmad, rodas1 abhyasetam AaAaAaaAaaa

d normnasya mahna, sa janasa 1ndrah /l aAaaAAaaaAa

The first stanza shows hemistich linking with the shift by one syllable to the right in pada
d (see §5C above). The same accentual device we shall come across in stanzas 10 and 14. In
analyzing repetitions of all kinds I have only considered accent sequences within a pada. If we
pay no attention to pada boundaries and look for repetitions within a hemistich, the number of
repetitions would increase considerably. For instance, in this stanza we also see the melody of
the refrain AaaaAa on the boundary of padas a and b.

2122 a yah prth1v1m Vyathamanam adrmhad AaaAAaaaAaa
b yah parvatan prakupltam aramnat/ AAaaAaaaAaa
c yo antarlksam Vlmame Varlyo AaAaaaaAAaa
d yo dyam astabhnat, sa janasa 1ndrah /I AAAaaAaaaAa

Padas a and b have the same melody after the caesura, which emphasizes the parallel
structure of these two padas. The pada linking bd shows the same shift by one syllable to the
right as in st. 1.

2.123 a y6 hatvéhim érinﬁt saptall sindhiin AaAaAaaaAAa
b yo ga udaJ ad, apadha Valasya/ AAaAaaaAaAa
c y6 égmanor antar agmm Ja] ina AAaaaAaAaAa
d samvrk samatsu sa janasa 1ndrah /! aAaAaAaaaAa

A comparable shift is found here in padas a and d (ald2x9). Also padas b and ¢ have a
long sequence in common (b3c2x8).

7 / //

2.124 a yenema V1sva cyavana krtam AaAAaAaaaAa
b yo dasam Varnam adharam guhakah / AAaAaAaaAAa
c svaghmva yo Jlglvam laksam ddad aAaAaaAaAAa
d aryah pustam sa janasa 1ndrah /! aAaAaAaaaAa
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Pada linking ad/bc. The final pada of this stanza repeats the melody of the final pada of
the previous stanza. With stanza 4 ends the opening of the hymn, dedicated to the heroic deeds of
Indra in the past. In st. 3 and 4 we see a remarkable number of sequences Aa (4 in every line)
and the end rhyme in -Aa. It seems probable that the accentual contour Aa represents an
anagram, the poets hinting at the melody of the name Indra-. Note also the accumulation of
accented syllables: beginning with pada d of st. 2 we find 5-5-5-5-4-5-6-5-4 accented syllables in

a pada.

2.125 a yam sma prcchan‘u kuha seti ghoram AaaAaAaAaaA
b utem ahur, naiso astlt y enam/ aAaaAAaAaaa
¢ 0 [a]ryah pustlr VlJa iva minati AAaAAaaAaaa
d srad asmai dhatta, sa janasa 1ndrah /! AaaaaAaaaAa

In this stanza the accentual contour of the refrain is not repeated, and there are no special
accentual effects. Repetition of sequences of longer than 5 accents is not attested. This state of
affairs is in correspondence with the contents of the stanza: “ About whom, the terrible one, they
ask, “Where is he?’, and they say of him, ‘He is not there’, he who diminishes the riches of a
stranger, as gambling (?) does —believe in him, he, O people, is Indra!” In other words, in stanza
5 Indra is in a way absent, which is emphasized by the accentual structure.

2.12.6 a y6 radhrésya, codita yE,lh kggglsya AaAaaaAAaAa
b y6 brahméno nédhamﬁnasya kiréh / AaAaAaaaaaA
c yuktagravno yo (a)Vlta sus1prah aAaaAaaAaaA
d sutasomasya sa janasa 1ndrah /! aAaaaAaaaAa

2.12.7 a yésyasvasah pradigl yésya gavo AAaaaAaAaAa
b yasya grama yasya visve rathasah / AaAaAaAaAaa
c yah sur yam, ya usasam Jajana AAaaAaAaaAa
d yo apam neta sa janasa 1ndrah /! AaAaAAaaaAa

In stanzas 6 and 7 we see another accentual trick: ya,b is combined with a word of the
structure aAa or ya,sya + Aa, which results in a sequence AaAa. There are three such groups in
st. 6 and five in st. 7. This device again reproduces the accentual anagram of Indra, viz. Aa (in 7b
it is repeated five times, which is the maximum!). Note that there is no significant pada linking in
st. 5-7.

2.12.8 a yém kra,mdasi, samyat% Vihvéyete AAaaaaAaAaa
b pére (é)vara, ubhallya'l am,itrﬁh / AaAaaaAaaAa
c samﬁném cid, ratham ﬁtasthivémsﬁ aaAaAaaaaAa
d nana havete, sa janasa ,indrah /! AaaaaAaaaAa
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2.129 a yésmﬁn na rté, Vijéyante jénﬁso
b yam yudhyamana, avase havante /

7 //

¢ yo visvasya, pratlmanam babhiiva
d yo acyutacyut sa janasa 1ndrah /!

AaAAaAaaAaa
AAaaaAaaAaa
AAaaaaAaaAa

AaaaAAaaaAa

Alternatively, one could analyze pada linking as a5b5c6x6.

2.12.10 a yah sasvato mahy éno dadhanan
b amanyamanan char'va Jaghana/
c yah sardhate, nanudadati sordhyam
d y6 désyor hanté, sa janasa ,indrah /!

We find here hemistich linking.

2.12.11 a ya,1h sambaram parvatesu ks1yantam
b catvarlmsyam sarad y anvavindat /
C OJayamanam yo ah1m Jaghana
d danum sayanam sa janasa 1ndrah /!

AAaaAaAaAaa
AaaaaAaaaAa

AAaaAaAaaaA
AAaaAAaaaAa

AAaaAaaaaAa
aaaAaAaaAaa

aaAaaAAaaAa
AaAaaAaaaAa

ALEXANDER LUBOTSKY

In stanzas 8-11, the pronoun ya,lg is followed by a noun of the structure Aa(a), which

creates a new pattern AAaa: once in st. 8, twice in st. 9 and 11, three times in st. 10. Note that

these structures in stanzas 10 and 11 are also linked by alliteration: ya,lg s,a,s,vato, ya,lg s,a,rdhate,

e s
yah sambaram.

2.12.12 a yah saptarasmlr Vrsabhas tuv1sman
b avasrjat sartave sapta sindhiin /
C yo rauhmam asphurad VaJrabahur
d dyam arohantam sa Janasa 1ndrah /!
2.12.13 a dyava cid asmai, prth1V1 namete
b susmac cid  asya, parvata bhayante /
C yah somapa mclto VaJrabahur
d yo Vajrahastah sa janasa 1ndrah /!

The similar openings of padas a and b are linked by the same melody. The end of pada ¢

AaAaaaaAAaa
aAaaAaaaAAa
AaaAAaaAaaa
AaAaaAaaaAa
AaaaaaaAaaa

AaaaaAaaaaa

AaaAaaAAaaa
AAaaaAaaaAa

is reflected in the beginning of pada d. The same device has been used in the following stanza,

too.

2.12.14 a yah sunvantam avati yah pacantam
b ya,1h samsantam, yah sasamanam ut1 /
C yasya brahma Vardhanam yasya somo
d yasyedam radhah sa janasa 1ndrah /!

AaAaAaaAAaa
AAaaAaaaAaA
AaAaAaaAaAa
AaAAaAaaaAa
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Accentuation in the technique of the Vedic poets 13

Stanza 14 is actually the final stanza of the hymn (st. 15 is the refrain, linking together
different hymns of the Mandala) and has a similar melodical structure as that of st. 1. Both stan-
zas show hemistich linking and their first padas have an identical melody. The circle is closed,
and for the last time we come across the specific accentual devices of th1s hymn repetltlon of the
same melody at the end of pada a and at the beginning of pada b, yasya brahma .. yasya somo
yasyedam forming the group AaA(a), culminating in pada c in 5 times of Aa, the accentual
anagram of indra-.

2.12.15a yah sunvate pacate dudhra 4 cid AaaAAaaaAAa
b Vaj am dardars1 sa kilasi satyah / AaAaaAAaaaA
C Vayam ta indra, visvaha prlyasah aAaaaaAaaAa
d suv%rﬁso, vidatham a vadema // aAaaaAaAaaa

This stanza stands outside the hymn and contains a request for help and prosperity. We
see two identical sequences of nine accents in the first two padas (alb3x9), which are
constructed in such a way that after the sequence in pada a stands a cid (Aa), echoed in pada b
with Va',jam (Aa), followed by the same sequence of nine accents. The final pada is peculiar. The
normal refrain of Mandala II is b{ha,d vadema, vidathe suvziréb (aAaaaaAaaAa), which occurs in
22 hymns of the total of 43 hymns of this Mandala. This refrain even occurs in hymns which are
composed in a different metre, for instance, in the jagati hymns 1 and 2. What then was the
reason to put a variant of this refrain in our hymn? It seems probable that through a couple of
minor changes the poets could create a line with a sequence AaaaAa, i.e. the last allusion to the
refrain of the hymn sa Jjanasa fndrab.

2.13. Jagati, st. 13 tristubh. )
The refrain sas'y ukth'yah ‘he is to be praised’ occurs for the first time in stanza 2, but its
melody (AaaAa, printed in bold face) appears already three times in st. 1.

2.13.1 a Ortﬁr ] énitﬁ, tE,lSiyE_I apa,1s péri aAAaaAaaaAAa
b maksﬁ ] ﬁté, dvisad yésu vardhate / aAaAAaaAaAaa
¢ tad ahangl abhavat pipyﬁsi pe,1y0 AaaAaaaaAaAa
d (a)msoh p1yusam prathamam tad ukth yam// aAaAaaaAAaAa

2.132 a sadhrlm a yanti, par1 b1bhrat‘h payo aAAaaAaAaaAa
b Vlsvapsn yaya, pra bharanta bhoj janam / aAaaaAaaaAaa
C samano adhva pravatam anusyade aaAAaaAaaaAa
d yas takrnoh prathamam sés' y ukth yah // AAaaaaAAaaAa

2.133 a an'v eko, vadati yad dadati tad AaAaaaaAAaaA
b I'l_lpé_,l mina,m tédapﬁ ¢ka lyate / aAaAAaaAaaaa
c Vigva ekasya vinudas tltlksate ) AaAaaaAaaaaa
d yas takornoh, prathamam sas' y ukthiyah /! AAaaaaAAaaAa
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Padas 2d = 3d and 3a have a common sequence of ten accents. Padas b and ¢ have an

interrupted seqence of 10 accents in common.

2.13.4

a prajébhyah pust,im Vibhéjanta asate

b ray1m [1]Va prstham prabhavantam ayate /

C asmvan damstralh p1tur att1 bhOJanam
d yas takrnoh prathamam sés' y ukth'yah //

aAaaAaAaaaaa
aAaaAaAaaaaA
AaaAaaAaaAaa
AAaaaaAAaaAa

Pada linking in the first two padas emphasizes the rhyming structures (partly consonantal

and partly vocalic rhymes) and offers confirmation for the unusual Verschleifung in pada b, viz.

rayfm [i]va (cf. Oldenberg, Noten ad loc.).

2.13.5

2.13.6

2.13.7

2.13.8

2.13.9

a édhﬁkgnoh, porthivim samdofge dive

b y6 dhauﬁném ahihan[n] érinak pathéh/
tam tva stomebhlr udabhlr na Vajmam
devam deva ajanan sés' y ukth'yah //

yo bhOJanam ca, dayase ca vardhanam
ardrad & suskam, madhumad dudohitha /
sa sevadhlm m dadhlse Vlvasvatl

s’

Vlsvasyalka 1s1se sés' y ukth yah //

o0 o o a0

AaaaaaAaAaaA
AaaAaaaAaaaA
AaAaaaAaAaAa
aAaAaaaAaaAa
AAaaaAaaaAaa
aAAAaAaaaAaa
AaaAAaaaaAaa
AaAaaaaAaaAa

The second hemistich shows two equal sequences of ten accents AaaaaAaaAa.

yah pusp1n1s ca, pras vas ca dharmana—
-adhi dane V' y avanir adharayah /

yég césama ajano d1dyut0 dlva

urur urvam abhltah sés' y ukth yah //
yo narmaram sahavasum nihantave
prksaya ca, dasavesaya cavahah /

urj ayantya apar1v1stam as' yam
utalvadya purukrt sés' y ukth’ yah /!
satam Va yasya dasa sakam ad’ ya
ekasya srustau yad dha codam avitha /

arajj au dasyun sam unab dabhltaye

o 60 o v a6 o v a0 o e

suprav'yo, abhavah sés' y ukth'yah //

The part after the caesura in padas a and b contains

melody.

2.13.10

rr 7

a visved E,mu rodhan  asya paums yam
b dadur asmai, dadhire krtnave dhanam /
C sal astabhna Vlstlrah panca samdrsah
d par1 paro abhavah sés' y ukth yah //

AaAaaaAaaAaa 528

AaAaAaAaAaaa
AAaaAaaaAaaA
aAaAaAaAaaAa
AaaAaAaaAaaa
aAaaaAaaaAaa
aAaaAaaaaaAa
aAAAaaaAaaAa
aAaAaAaaAAaa
AaaaAAaaAAaa
aaAAaAaaaAaa
aaAaaaaAaaAa

almost identical vowels and the same

AAAaaaAaaAaa
aAaaaaAaAaAa
AaaaaAaAaaAa
AaaAaaaAaaAa



Accentuation in the technique of the Vedic poets 15

2.13.11a supravacanam tava vira vir yam aaaaAAaaaaAa
b yad ekena kratuna vindase vasu / AAaaAaaaAaAa
c Jatusthlrasya pra Vayah sahasvato aAaaaAAaAaaa
d ya cakartha sendra visvas y ukth yah // AaAaAaAaaaAa

In this stanza a variant of the refrain is used. The reason for this change remains unclear
to me. Note, however, that the final pada of this and the following stanzas contains five groups
Aa, an anagram of Indra-.

2.13.12a aramayah sarapasas taraya kam AaaaAaaaAaaA
b turv1taye ca, Vay yaya ca srutlm / aAaaaaAaaaaA
¢ nica santam ud anayah paravrj am aAAaAaaaaaAa

d prandham sronam sravayan sés' y ukth yah //  AAaAaAaAaaAa

There is no pada linking in this stanza because in pada a the distance between the
accented syllables is three unaccented syllables, in pada b four, in pada ¢ one and five unaccen-
ted syllables, whereas in pada d with its six accents the distance is one or two unaccented
syllables. It seems possible that this distribution is intentional.

2.13.13 a asmallbhyam ta,1d vaso da'lna',lya rédhah aAaAaaaAaAa
b sam arthayasva bahu te Vasavyam / AaaaaaAaaaS
¢ indra yac 01tram sravasya anu dyun AaAaAaaAAaA
d borhad vadema, vidathe suv1rah /1 aAaaaaAaaAa

The final stanza contains the refrain of the second Mandala, the “seal” of the Grtsamada
family, and it is to be expected that the melody of this refrain be repeated in the other padas. The
study of the refrains of this Mandala (which I cannot present here) shows that in general this is
the case. However, in this concrete stanza there seems to be no accentual play on the melody of
the refrain. The only place where we find repetition of the refrain is pada b if we assume that the
independent svarita S “rhymes” with Aa in the RV. It has usually been assumed that neuters in
-yé- must be changed into *-ya,- (for the material and a discussion of the older literature cf.
Seebold 1972: 243ff.; see also fn. 1), but it is always better to keep to the original text. The
whole problem requires further investigation, and accentual repetitions may provide additional

arguments.

2.14. Tristubh.

All stanzas of this hymn (except for the final one) begin with the vocative plural
a/dhvaryavab ‘O Adhvaryus’, which functions as a refrain (Aaaa, printed bold below).

The first padas of stanzas 1 and 2, 3 and 4, 8 and 9 have an identical melody. The first
pada of st. 5 has almost the same melody as st. 3-4 (only the accent of the seventh syllable does
not match), while the first padas of st. 6 and 7 also have a similar melody (the accent of the tenth
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syllable does not match). The melody of the first padas thus divides the hymn in five parts: st. 1-
2, st. 3-5, st. 6-7, st. 8-9 and st. 10-11. This division is further confirmed by other correspon-
dences within each part St. 1-2 have the words pitfm asya ‘his drink’ in common; st. 3-5 are
united by the formula yah + NPr. + ]aghana ‘who slayed NPr.” at the end of pada a; st. 6-7 have
two formulas in common, viz. satam sahasram avapat ‘he sowed (the earth) with hundred,
thousand (enemies)’ and bharati somam asmai ‘bring Soma to him!” at the end of pada d; st. 8-9
have a similar final pada fndréya somam ... Juhota ‘pour Soma for Indra!’; and, finally, st. 10-11
show a common formula prnata indram somebhir “fill Indra with streams of Soma!’.

It is further noteworthy that the great majority of padas begins with an accented syllable,
viz. 37 of the total of 44.

St. 3 shows accumulation of accented syllables (4-7-5-6 accents in a pada).

I have indicated all identical sequences of seven accents and more by underlining, but
pada linking as a poetical device is clearly of minor importance to this hymn.

2.14.1 a édhvaryavo, bhératéndrﬁya somam AaaaAaAaaAa
b ématrebhih sincata médyam a,mdhah / AaaaaaaAaAa
¢ kamf hi VlI‘ah sadam asya p1t1m aAAaAAaaaaA
d Juhota Vrsne tad 1d esa Vast1 /! aAaAaAAaAaa

2.142 a adhvaryavo yo apo Vavrlvamsam AaaaAaAaaAa
b Vrtram Jaghana- -aga,lnyeva Vrksam/ aAaAaaAaaaA
¢ tasma etam, bharata tadvasayam AaaAaaaaaAa
d esa,1 ,indro arhati pIt,im asya // aAAaaaaaAaa

2.143 a adhvaryavo yo drbh_kam Jaghana AaaaAAaaaAa
b yo ga udajad apa hi Valam Vah / AAaAaAaAaAA
¢ tasma etam, antarlkse na vitam AaaAaAaaAAa
d ,indram sémair 6rnuta jﬁr na Véstraih /! AaAaAaaAAAa

2.144 a adhvaryavo ya uranam Jaghana AaaaAAaaaAa
b nava cakhvamsam navatlm ca bahiin / AaaAaaaAaaA
C yo arbudam, ava nica babadhe AAaaAaaAaaA
d tam ,indram sémasya bhrthé hinota // AAaAaaaAaaa

2.145 a adhvaryavo yah s'v asnam Jaghana AaaaAAAaaAa
b y2,1h gﬁsnam asusam yo v yamsam/ AAaaAaAAaa
c yah p1prum namu01m yo rudhlkram AAaAaaAaaA
d tasma 1ndraya— -andhaso Juhota /! AaAaaAaaaaa

2.14.6 a adhvaryavo yah satam sambarasya AaaaAaAAaaa
b puro blbheda- -asmaneva purv1h / AaaAaAaaaaA
c yo Varcmah satam 1ndrah sahasram AaAaaAAaaAa
d apavapad, bharata somam asmai // aAaaAaaAaaa
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2.14.7 a
b

C

2.14.8

o 6 o o Qo

2.149 a
b
C
d
2.14.10a

d

[2.14.12 =

édhvaryavo, yE,lh satam 4 sahasram
bhﬁmyﬁ upallsthe (é)vapaj jaghanva',ln/
kutsasyayor atlthlgvasya viran

n'y avrnag, bharata somam asmai //
adhvaryavo yan narah kamayadhve
srust1 Vahanto nasatha tad 1ndre/
gabhastlputam bharata srutaya—
-1ndraya somam yajyavo Juhota /!
adhvaryavah kartana srustlm asmai
vane ni mputam vana un nayadhvam /
Jusano hastyam, abhi vavase va
,indra'lya sémam madirém juhota /!
adhvaryavah payasodhar yatha goh
somebhir T 1m, prnata th] am indram /
vedaham asya, mbhrtam ma etad
ditsantam bhuyo yajatas 01keta /!
adhvaryavo yo div' yasya Vasvo

yah parthlvasya, ksam yasya raJa /
tam ﬁrdaram na,1, prinata ya,wena-

-,indram sémebhis, tad e,1p0 vo astu //
2.13.13]

2.15. Tristubh.
The hymn proper contains nine stanzas. Stanza 10 is also found at the end of hymns 11

AaaaAaAAaAa
AaaAaAaaaaA
AaaAaaaAaaA
AAaaAaaAaaa
AaaaAaaaAaa
aAAaaaaaAAa
AaaaaaaaaAa
AaaAaaaaaaa
AaaaAaaaAaa
AaAaaAaAaaa
aaAAaaAaaaa
AaaAaaaAaaa
AaaaAaAaAaA
AaaaaaaaAAa
AaAaaAaaaaA
AaaAaaaAaaa
AaaaAaaAaAa
AAaaaAaaaAa
AAaaAaaaAaa
AaAaaAAaaaa

17

and 16-20 and is thus characteristic of Indra-hymns of the second Mandala. For repetitions of the

parts of the Grtsamada refrain in other padas see the comments on 2.13.13 above.

The refrain of hymn 2.15, so,masya té,, mada indras cakara ‘being intoxicated by Soma,

Indra performed these (deeds)’, appears for the first time in the second stanza, but already in the

first stanza its melody is hinted at. The refrain fills the whole pada, and it certainly is hardly

possible to frequently repeat the complete refrain. It seems that the melody of the refrain is

divided into two parts, AaaA before the caesura (printed bold) and AaAaaaa after the caesura
(printed bold and in italics). The first part of this melody (AaaA) starts st. 3-7 and 9. The melody
of the whole refrain is repeated only in st. 5, exactly in the middle of the hymn, which is a
marked position (cf. Toporov 1981: 235).

Another typical feature of this hymn are long sequences of unaccented syllables,

especially in padas b and c.
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2.15.2

2.15.3

2.154

2.15.5

2.15.6

2.15.7

2.15.8

2.15.9

pra gha n" v asya, mahato mahéni
satya satyasya karanam 'vocam /
trlkadrukes v, apibat sutasya—
-asy2,1 méde, ahim indro jaghana //
avamgé dyém, astabhayad borha,mtam
2',1 r(;dasi aprnad antériksam/

sa dharayat prth1v1m paprathac ca
somasya ta mada indras cakara /!
sadmeva praco, vi mimaya manair
VE,Ij rena khéniy, atrnan nadinam /
Vrthasrj at, pathlbhlr dlrghayathalh
somasya ta mada 1ndras cakara //
sa pravolhrn parlgatya dabhiter

V1svam adhag, ayudham iddhe agnau /

sam gobhlr asvalr ast] jad rathebhlh
somasya ta mada 1ndras cakara //
sa m mahlm dhunim etor aramnat
so asnatrn aparayat S Vast1 /
ta utsnaya ray1m abhi pra tasthuh
somasya ta, mada indras cakara //
sédaﬁcam s,indhum, arinan mahitva
Véjrenéna, usglsah sam pipesa /
aj avéso, ] avinibhir Vivorgca,m
sémasya té, mada indras cakara //
sa vid Uyan, apagohém kaninam
aV1r bhavann ud atlsthat paravrk /
pra‘u grona sthad v'y anag acasta
somasya ta, mada indras cakara //
bhinad Valém, éﬁgirobhir gornﬁn(;
vi pérvatasya, dormhita',lniy airat /
PR p .
rinag rodhamsi, krtriman'y esam
sémasya ta méda, indras cakara //

svépnenﬁbhyﬁpyﬁ, cﬁmurim dhﬁnim ca
jaghantha dasyam, pra dabhitim avah /

7
rambhi cid atra, vivide hiranyam
7 14 7 7 7
somasya ta, mada indras cakara //

AaAaaaaAaAa
aAaAaAaaaaa
AaaaaaaaaAa
aAAaAaAaaaa
aaAAaaaaaAa
AAaaaaaaAaa
AaaaaaAaAaa
AaaAAaAaaaa
AaaAaAaaaAa
AaaAaaaaaAa

AaaaaAaaaaA
AaaAAaAaaaa
AaaAaaAaaAa
AaaaAaaaAaA
AAaAaaaaAaa
AaaAAaAaaaa
AaaA AaAaaaa
AaaAaaaaaaA
AaAaaAaAAaa
AaaA AaAaaaa
AaaAaaaaaaA
AaAaaAaAaaa
aaAaaAaaaaA
AaaAAaAaaaa
AaaAaaaAaAa
aAAaAaaaaaA
AaaAaAaAaaa
AaaA AaAaaaa
aAaAAaaaaaA
AAaaaaaAaaa

aAAaaaAaaaa
AaaA AaAaaaa
AaaAaAaaAaa
aAaAaAaAaaa
aAaAaaaalAaa
AaaA AaAaaaa

ALEXANDER LUBOTSKY

532



Accentuation in the technique of the Vedic poets 19

[2.15.10a nﬁna,lm sé te, préti Véram jaritré aAAaAaAaaaA
b duhiyéd indra, déksinﬁ magh(;ni/ aaAaaAaaaAa
C glik.sﬁ stotofbhyo, mati dhag bhégo no AaaAaAaaAaa
d borhéd vadema, vidathe suvirﬁh /! aAaaaaAaaAa)

7. CONCLUSIONS.

This short survey is a first attempt to analyze and classify the ways in which the poets of
the Rgveda made use of the accentual contour. Even on the basis of a limited corpus (all
examples are taken from the second Mandala, which is the shortest Mandala in the RV) it can
satisfactorily be shown that the poets used the accentual contour on a large scale: as a device for
linking padas, hemistichs and stanzas, as a device for emphasizing various repetitions and the
refrain, as rhyme, as an anagram, etc. We may thus conclude that this “play” on accents was an
essential element of the poetical technique of the Vedic bards.

Accentual sequences can further provide important information for metrical problems.
For instance, if we cannot choose between two metrical solutions, repetition of a melody can
serve as an argument in favour of one of the alternatives. It is possible that sometimes the
metrical requirements became subordinate to an accentual device, which may explain several
instances of metrical “roughness”. We have also seen that investigation of accentual patterns
may throw new light on the precise realization of accents in the Vedic times: the problem of the
independent svarita in the RV may be solved in this way.

In the future it will be interesting to look at the accentual patterns in the Greek poetical
tradition. If it appears that the Greek poets used the accentual contour as a poetical device (and
from a few samples I took from Homer this indeed seems likely), further investigation may open
up a new page in the study of Proto-Indo-European poetics.
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