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FOREWORD 

The Ramayai:ia and the Mahabharata, the two great epics of Indian 
literature, are highly remarkable contributions. The Indian mind 
believes that of these two, the Ramayai:ia is an earlier composition, 
but modern scholars have taken great pains to find out that neither of 
these poems is the work of a single poet, and that additions have 
been made from time to time to the original kernels, and that the 
kernel of the Mahabharata is in all probability older than that of the 
Riimayar:ia. Whatever may be the truth regarding their relative 
chronology, it can never be denied that the literature of the 
Ramayai:ia and the Mahabharata as a whole has been a perennial 
source of inspiration to later poets. It is difficult to find a poet 
of a later age who has not been influenced by the two great epics 
in one form or other. It may not be an exaggeration to state 
that later poets thought it desirable to exhibit their poetic 
skill by writing on one or other topics or episodes of the great 
poems. In short, the entire classical poetry is indebted to the two 
great epics. 

It is, therefore, quite in the fitness of things that Dr. Srimati Ghosh 
has rendered a very useful service by collecting various informations 
related to the influence of the great epics on subsequent Sanskrit 
literaturP,. I am also very happy that she worked under my guidance and 
obtained her degree of Doctor of Philosophy from the University of 
Calcutta in 1958. The present work contains a substantial portion of 
her original thesis as also some new matter which she later chose to 
incorporate. It is now for the academic world to judge the merit 
of this work as a useful contribution to a comprehensive and critical 
study of the great epics. 

Sanskrit College 
Calcutta 

March, 1963 
GAURINATH SASTRI 
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PREFACE 

Every reader of Indian literature has some broad conception about 
the value and importance of the two great Indian epics-the Mahii.blzii­
rata and the Riimiiya~za and their varied influence on later literature. 
In the present work, an attempt has been made to explain the nature 
of influence which the epics have exerted on the different forms and 
patterns of subsequent literary compositions in Sanskrit in respect of 
the theme in particular. 

The Mahabharata, as a vast storehouse of legends and myths of 
different types and a repository of Indian culture, bas been a perennial 
source of inspiration to later Indian writers in different fields of literary 
activities. Not only the kernel, namely the fight between the Kauravas 
and the Pa.1:u;lavas, but also other legends of the epic have offered ample 
scope to talented writers for unlimited literary adventure. Free borrow­
ing of the central theme from ancient lore is nothing unusual with 
notable writers of the world. Even Shakespeare never missed the 
opportunity of collecting interesting materials from foreign literatures for 
enriching and enlarging the literature of his own land. He borrowed 
freely from ballads, verse-romance. ancient chronicles, Italian tales 
and changed them fully to suit his own purpose. In most cases, 
dramatic considerations led him to modify or recast the borrowed 
themes and his distinctive greatness lies in his ability to mould and 
adapt them to his own literary purpose. Borrowing of plots or materials 
from available sources does not in any way undermine the reputation 
of a poet, and his success is measured by the mode of adaptation and 
refashioning. A successful adaptation earns unstinted praise for the 
writer, and it is not rare that in the hand of a successful writer, the 
adapted form has become so unique that it has completely over­
shadowed the original. A few works based on the legends of the 
Mahiibhiirata are instances in point. The great epic touches practi­
cally on all subjects and out of iti,; confused abundance, many a 
talented poet wrought an artistic unity. 

Like the Mahiibhiirata, the Riimiiya~a too. from time immemorial, 
has been the mainspring of inspiration and encouragement to alJ 
readers and listeners of the recital of the epic. Rama's loyalty to his 
father, Sita's forbearance, Lak~maQa's devotion to his elder brother, 
Bharata's adherence to justice and Hanumat's deep reverence for the 
master enchant the minds of people familiar with the story of the 
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Riimiiyal)a. The story for its unity of plot and action arrested the 
attention of writers of later age, and they did not hesitate to imitate 
Valmiki's poetic fancy and charming imageries to enrich their own 
compositions. Literary compositions based on the Riimiiya,_w mainly 
centre round the Rama story, the number of legends and myths being 
very few therein, whereas diverse elements of the Mahabharata have 
provided enormous facilities to writers to compose a greater number of 
works with necessary changes and innovations for making the theme 
interesting. 

Mahiikavyas, dramas, citra-kavyas, campu-kavyas, didactic tales 
have been composed with their subject-matter derived from the stories 
of the two epics. A detailed discussion of the wide influence of the 
two epics on later compositions from the point of subject matter will 
be made here in several chapters. Points of deviation and originality 
will also be dealt with as far as possible. Transmutation of the 
original episod·es of the Mahabhiirata will be systematically dealt with 
in five chapters in book I, and the handling of Rama story of the 
Riimiiya,:za will be an object of discussion in book II consisting of 
three chapters. In the case of the Mahabharata, some writers pre­
ferred to take up the main story of the epic, some remained content 
with a part of the main story, some turned their attention to more impor­
tant legends, some showed their interest in myths. while others did not 
forget to utilise the little didactic stories for conveying moral lessons 
to readers by inserting them with slight modifications in books already 
we~l known for their didactic value. Compositions dealing with the 
mam story wi\\ be ta\i.en up first. Some of the writers belonging to this 
itcnl~ ~:we clung to the Mahiibhiirata division, that is parvan. thereby 
narrating as many of the side stories as possible along with the main 
story; while others are chiefly concerned with the principal story deal­
ing with the warlike activities of the Kauravas and the Pa])c;lavas. 

1 acknowledge my deep debt of gratitude to my venerable teacher 
Dr. Gaurinath Sastri, M.A., P.R.S., D.Litt .. Principal. Sanskrit College, 
Calcutta, under whose valuable guidance I completed my work. a nd 
whose ready assistance and constant encouragement have made it 
possi~le for me to publish this work. Despite his multifarious activitieS, 
he did not hesitate to take the trouble of making necessary proof cor­
rections for rendering the work free from defects as far as practicable. 
With great ~espect, I express my sincere gratitude also to Dr• S. K. De. 
M.A., D. Litt., (London), the eminent Indologist of international repu­
tation and Honorary Fellow, Royal Asiatic Society, who gave me 
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valuable suggestions to draw an outline of the work and allowed me to 
use his personal library for my research work. 

My thanks are due to Professor Adhir Chakravarti, .Ivl.A., of the 
department oi Ancient Indian and World History of Sanskrit College 
for having gone through some portion of the work through the press. 

Let me also express my thanks 10 Pandits Dinesh Chandra Bhatta­
charya Sastri Tarka-Vedantatirlha and Nanigopal Chakravarti, Kavya­
Vyakarai;ia-Tarkatirtha of the Publication Department of the Sanskrit 
College and to the authorities of the Oriental Press Private Limited for 
their valuable assistance in expediting the publication. 

Calcutta 
March, 1963 

JU1HIKA GHOSH 
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INTRODUCTION 

Human civilisation in this scientific age has indeed made marvellous 
progress in different directions. Rapid strides of science to open new 
amenities ot life for present as well as future generations have caused 
tremendous surprise to common people. This overall progress has, 
however, opened a new chapter in the history of human civilisation. At 
the root of this wonderful development lies the indomitable desire of 
mankind to know the unknown. to see the unseen. to realise the unreali­
sed and above all to conquer the invincible. Their main desire is to 
harness the power of nature for the general welfare of humanity. 
Scientific development has considerably helped mankind to exert their 
supremacy over the vast expanse of the sky. the unfathomable blue 
ocean. the insurmountable ranges of mountains, impenetrable forests 
and other unconquerable parts of nature. The awe-inspiring look of 
the angry ocean. thundering of clouds, flashes of lightning and even the 
vast limitless space beyond the orbit of the earth no more frighten them 
as they did their forefathers. Modern scientific development bespeaks 
man's untiring effort and indescribable zeal to unravel the complicated 
mysteries of this world and other neighbouring planets, Mysteries 
surround the whole world and scientists labour day and night to explain 
those mysteries. A new invention urges them to invent something new 
again for the welfare of mankind. In this atomic age, both the con­
structive and destructive sides of science have become too much pro­
minent to us. This scientific progress brings to our view only one 
aspect of modern civilisation. That is not the sole thing to he taken 
into consideration while judging the wonders of recent human 
achievements. Literary progress, the more glorious side of human 
civilisation, has assumed great importance in these days of struggle 
against ignorance. Philosophers. writers, essayists. dramatists and poets 
flourished from time to time to make their due contribution to world 
literature. Their intelligence, perception and well-conceived judgment 
are sure to guide the common people for years to come. Well-known 
libraries of the world have been adorned by the compositions of the 
greatest thinkers of different ages. Governments of all countries with 
the available financial resources in their hands have been making 
sincere attempts to spread education and remove illiteracy. Literary 
progress is the backbone of national prosperity, the stepping stone to 
the general welfare of the people and the pillar of a country's success 
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in alt spheres. Educational progress arouses political consciousness. 
develops a sense of morality. teaches the values of disciplined life. and 
above all. gives a man ample opportunities to develop his mental 
faculties to the highest degree of efficiency; so efforts are being made 
everywhere on a large scale to fight ignorance and illiteracy. 

Thinkers, writers. philosophers and poets of later periods of all 
lands are greatly influenced by the old literature of their respective 
countries. In olden days Greece. Rome. India and Babylon reached the 
highest pinnacle of glory in all spheres. Of course. in pursuance of 
the truth of the maxim "The old order changeth yielding place to new." 
the all-round progress of the aforesaid countries dwindled in course of 
time; but the literary progress in India as well as in Greece was so 
impressive and marvellous, that the remarkable influence of the oldest 
compositions on later writers must be taken for granted. Homer wielded 
immense influence on subsequent writers of Europe as a whole. The 
Iliad and the Odyssey are perused with deep interest either in the 
original or in translation by the students of Europe. As the father of 
European poetry. he has received the unstinted veneration of modern 
Europe. There are of course other classical poets of eminence of 
other countries, such as Virgil. Dante. Tasso, Chaucer etc., but Homer. 
surely because of his interesting subject-matter. wonderful presentation. 
simple language and excellent imageries. far surpassed them in 
excetlence. India's two well known epics-the Ramaya,:za and the 
Mahabharata-also really formed a solid groundwork for the growth 
and development of the bulky literature of later ages. 

An attempt to enter into a full discussion of the oldest literature of 
India will turn the attention of every student to the Vedic Sarrzhitiis-the 
earliest examples of India's literary efforts. The Vedic hymns bear 
testimony to the simplicity and sincerity of the Aryan mind. The 
sanctity and infallibility of the Vedas were taken for granted, Indians, 
specially in earlier days. never wanted to question their validity. The 
Sa,rzhitiis, the Brahma,:zas, the Ara,;yakas. the Upani~ads constitute the 
earliest part of Indian literature. The many-sided influence of these 
literary works on Indian minds cannot be denied. The sublime hymns 
of the Sa,rzhitiis, the higher thoughts of the U pani~ads could satisfy the 
highly learned people; for these sacred compositions offered good scope 
for their speculative thoughts and often inspired them to write long 
explanatory notes. or elaborate commentaries for the advantage of others 
eager to have a peep into the sacred literature of their own country. 
But the general mass. in spite of their interest in sacrifices and different 
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religious functions, did not find pleasure in participating in higher 
religious discourses often held by erudites noted for their brilliant 
scholarship. They were rather greatly interested in hearing the narra· 
tion of folk tales, wonderful legends and myths. The common people 
frequently gathered in open spaces to hear the recitation of verses com­
posed in honour of favourite gods and goddesses and some powerful 
kings. This is the reason why the Ramaya{i I and the Mahabharata­
the vast storehouses of legends full of supernatural elements and human 
exploits-made a strong appeal to the minds of the common people. 
These epics attained their Full-fledged shape at a date far later than the 
Vedic literature, but traces of epic poetry are discernible in the 
dialogue hymns of the ]!.gveda as well as in the Akhyanas and ltihlisas 
of the Brahma,:zas, Such narrative poems could easily arrest the 
attention and imagination of common listeners in social and religious 
functions. The influence of these two vast epics on Indian minds has 
been tremendous indeed till today. That the common people, scholars 
and writers of different compositions were deeply influenced by these 
epics proves conclusively their popularity and the sublimity of their 
varied subject-matter. Later writers often borrowed thoughts, ideas, 
imageries and subject-matter from these epics to put them in a new 
garb and in a novel way. In this thesis, I propose to dis.:uss the epic 
sources of Sanskrit literature. 

The voluminous size of the Mahabharata is a stumbling block to the 
gateway of its study by oriental as well as European scholars.' The 
gigantic shape of the heroic epic-the Mahabharata often inspires one 
to distinguish the spurious elements from the original, but the mixture 
is so very intricate, that any attempt in this direction will surely prove 
useless. Heterogeneous elements were inserted in this poem by clever 
rhapsodists from time to time. From internal evidences gathered from 
the present shape of the book, scholars have arrived at definite 
conclusions regarding the stages of development of the epic. The 
great epic is primarily concerned with the great war in which all the 
warlike races of northern India participated with indomitable energy 
and great enthusiasm. This heroic war forms the nucleus of the 

• Mahabharata. A meagre portion of the great epic chiefly deals with 
the bloody battle of Kuruk~etra, but numerous legends, myths, 
songs, and poems were added to the main story through a long period 
by wandering bards and court minstrels habituated to singing musical 
verses in honour of kings, who lavished liberal gifts on them, in such a 
~anner that the distinction between the original and interpolated por­
tions is highly difficult even to a scholar of versatile genius. This 
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heroic poem-is so interesting and attractive that story-tellers. in order 
to win popularity for their own tales and fables, did not hesitate to make 
continual additions to the portion describing the bloody ,•,;,arfare of the 
Mahabharata. Similar is the case with Charlemagne and Arthur who 
were made the centres of legends in Medieval Europe. Homer's Iliad 
also deals with the warfare between the Trojans and the Greeks, and 
therefore, can be appropriately compared with the Mahabharata; but 
so far as the size of the Mahabharata is concerned. Homer's Iliad is a 
much shorter narrative poem. The other Indian epic the Riimiiya~w 
has also made a strong appeal to Indian minds from time immemorial 
for the wonderful exploits of Rama-the adorable god in human form to 
millions of Indians, and the commendable forbearance and chastity of 
the heroine Sita, who also won the admiration and reverence of the 
Indians before the date of the final composition of the epic. This 
epic, however, contains spurious elements in a lesser degree; therefore, 
it has failed to attain a form as huge as the Mahabharata. Homer's 
Odyssey can be successfully compared with the Riimiiya,:za. for the 
former mainly relates the martial activities of Ulysses who wanders 
through different parts of Europe and Asia. According to Ramesh 
Chandra Dutta, whose well known composition on the two epics of 
India has made him famous to European scholars intent on gathering 
information about epic poetry for comparative study and research 
work. the great epic Mahabhiirata is seven times the size of the Iliad 
and the Odyssey put together. 1 

The authorship of the Mahabharata is attributed to the wonderfu11y 
talented mythical author Kr::;rya Dvaipayana Vyasa and that of the 
Ramaym:za to Valmiki. The Mahabharata took about full one thousand 
years for completion. So the deep-rooted belief of the Indians regard­
ing the date and authorship of this great epic has suffered a rude shock 
after the historical investigation made by learned scholars. It is not 
possible for a mortal being to live on the surface of this earth for one 
thousand years. Considerable disputes too have often been raised 
about the authorship of the Iliad and the Odyssey. Whether Homer 
is a mythical figure, or a wandering minstrel singing songs in praise of 
famous warriors from country to country is a doubtful point. It is also 
argued that the Iliad and the Odyssey are mere collections of songs 
emanating from different sources, but that view has been strongly con­
tradicted by many scholars. The poetic and artistic unity of the two 

1 R. C. Dutta, The Ramayana and the Mahabharata condensed into 
English verse, p. 371. 
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epics clear!).' denotes that each is 1he composition of scrne famous 
origin:1I genius. although interpolations in both the epics cannot be 
totally done a way with. Collections of different categories of legends, 
myths, parables, fables, moral narrations, didactic poems have totally 
negatived the idea that the Mahabharata has come from the pen of a 
single talented author. The diverse elements only strongly prove 
additions, interpolations and alterations from time to time. Professional 
story-tellers in olden days were particularly expert in building up a 
huge storehouse of prose and verse narratives known as Akhyiinas, 
ltihiisas, Purli{ws and Glithlis. The glorious deeds and heroic exploits 
of well known warriors received their attention best, as people showed 
in those days great enthusiasm to hear heroic songs. Cycles of heroic 
songs grew up gradually and helped considerably the growth of epic 
poems. It is true that we find only fragmentary portions of ancient epic 
poetry in the two well known epics. The less interesting portions 
have been lost to us because of the apathy and negligence of the 
bards to keep some records of them. Of course in those days, oral 
transmission was the only means of preserving the poems intact. so the 
unpopular portions of the epic poetry died a natural death. 

The great epic Mahiibhiirata, wherein we find the last remnants 
of a long period of epic poetry, is really an encyclopaedia of various 
branches of knowledge. Winternitz remarks "'It is only in a very 
restricted sense that we may speak of the Mahiibhiirata as an "epic" 
and a "poem". Indeed, in a certain sense, the Mahiibhiirata is not 
one poetic production at all. but rather a whole literature." 1 A 
similar remark has also been passed by Mr. Gladstone with regard 
to the poems of Homer. 'The poems of Homer,' says Mr. Gladstone, 
"differ from all other known poetry in this that they constitute in them· 
selves an encyclopaedia of life and knowledge when knowledge indeed 
such as lies beyond the bounds of actual experience was extremely 
limited and when life was singularly fresh, vivid and expansive." This 
remark holds good with greater weight in the case of our great epic­
the Mahiibhiirata. This epic is universally regarded as the store­
house of early Indian history, genealogy and antiquity. It is an all· 
embracing repository of legendary lore. It brings to our view clearly 
the model and standard of literary taste of that old period, which 
might have drifted to the land of oblivion hut for the two popular 
epics of India. As we penetrate into the depth of this epic poetry, 
an ancient and forgotten world with a proud and noble civilisation 

I HIL., I. P· 316. 
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I I d • • l • J t· • cient culture s ow y an distinct y emerges before our view. 1H 1a s an . 
and heritage have found proper expression through these tw~ cp_icsj 
In olden days in India, no importance was attached to luSlcrica 
records. Due to the indifference and negligence of the Indians to thc 
proper recording of facts, incidents of many a bright and brillian~ ~~Y 
are enveloped in a thick shroud of mystery. We must be hig I Y 

f l h • I s legends grate u to t e great compiler of these heroic songs. myt 1 • 

of warriors, fables, moral narratives and didactic poems into a coi~­
glomerated MaHikavya (epic) which passes by the name of the Maha­
bharata, for, in this novel manner he had taken the great trouble 
of supplying us with useful information about the social cuSfoms, 
ec • d' • I 1• • I • • and other onomrc con tt1ons, iterary progress, po tt1ca s1tuat1on . f 
socio-religious environments of that forgotten period. An anafySIS 0 

the nature of stories, imparting to us the lrnowledi;re of different aspects 
of early Indian civilisation, will be of great help to ur1derstan~ th: 
many-sided character of the great epic. It has been already potntC 
out that the bloody battle between the Kauravas and the Pai)qa•:as 

• h h tones occupies t e most prominent position in the epic, and all ot er s II 
f • d tee Y 0 variegate n<1ture have developed gradually and uninterrup 

centering round that main heroic song. f 

The first hook of the Mahabharata deals with the genealogy 0 

heroes (Sambhava-parvan) whose origin can be traced back to ~1~ 
gods. S tories relating to the warlike deeds of Dur:iyanta, Yayatl, 
Nahu~a. Nala and others have been duly inserted in the poem, 
although they have nothing to do at all with the main warfare, Thet 
heroic songs within a short time attained so much popt1larity that 1 ~c 
B -1 · ·ty 111 ra 1mal_las and the priests, who controlicd the literary acuvi . 
ancient India, were very much alarmed at the thought of Icsing the,r 
firm hold on the simple-minded men. A popular book, wherein the 
glories and greatness of the K~atriyas were described in laudable terms. 
would surely minimise their longstanding influence ; so some measur~s 
must be adopted I fi . t of this • • at an ear y date for 111d111g a way ou 
difficult~. They w~re highly clever at chalking out a new policy-
th~ policy of adding stories glorifying the position and power of the 
Brahmal_las. Many Brahmanical myths such as the story of Cyavan~. 
In~ra-vrtra myth. tales of Agastya, Durvasas etc .. were put into this 
epic poem to establish the high authority of the Brahma9as and Jay a 
great stress on their superhuman and divine powers. The Brahma9as 
were th~ higher caste of the society, and as such, they unscrupulo­
usly claimed the respect and loyalty of other lower castes to them. 
Due to the addition of Poems full of theological and priestly wisdom. 
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the great epic ~radually lost its secular character. Noticing the 
narrowness of idea and onesided approach of the Brahmai:ias to mora· 
lity, the ascetics, forest hermits and mendicants, in order to propa­
gate the trne natme of religion and m,:,rality, started composing 
stories of a quite different type. The ascetics, interested in improving 
the general tone of morality of mankind, wanted to inculcate in them 
a sense of duty and a desire for paying due respect to the Almighty 
God. In the meantime they did not forget to preach the idea of 
universal brotherhood and 1he doctrine of renunciation. Fables, 
parables, tales full of moral lessons are found in Books XII and XIII 
and in other didactic parts of the Mahabharata. So far as the didactic 
section of the epic is concerned. the Bhagavad-Rita has attained nation­
wide prominence for its higher philosophical ideas guiding man to the 
path he likes best. Spc~ches on moral law, political science an<l philo· 
sophical truths are found in the Bhi~ma-parvan and the Anusasana­
parvan, The latter is a manual of law with ample quotations from 
Manu's code. Political discourses, discussions on morality and piety 
have been inserted in the Santi·parvan. On account of its being a 
vehicle of moral and religious instructions, the Mahabharata is always 
regarded as a Smrti and Dharma·sastra.1 

Facts anJ myths have been so much interwoven in this great epic 
tnat it is well-nigh impossible to draw a line of demarcation between 
them. It is the epic of the great Bharata nation and therefore called the 
Mahabharata.2 In the ,8.gveda, mention has been made of the Bharatas 
as a warlike tribe. Kuru. belonging to this tribe, was a king of wide 
repute and his descendants engaged themselves in a dreadful conflict 
with their relatives, The place of the battle has of course attained 
historical significance, and from Kuruk~etra. we come to the conclusion 
that the land of the Bharatas was in the country of upper Ga11ga and 
Yamuna, The real facts of the war have been effaced by time, Mythical 
figures acted principal parts in the war. and above all, according to 
the tradition of India, the thread of a high moral purpose-the conquest 
of virtue and discomfiture of vice-was woven into the fabric of the 
great epic. The expanding volume of the epic made broad passage for 
myths, legends, fables, parables and traditions without seeldng their 

I Artha-siistram il_larp put)ya111 dhar1ra-sastram ida1p param/ 
Mok~.1-sastram id.up prnktarµ Vyaseniimita-buddhina/ / 

MBH., I. LVI. 21 • 

.., Bharatiinii1p mahaj janma Mahabharntam ucyate/ 
Nirnktam .1s ya yo vcda sarva-papail) pranmcyatc / / 

MBH,, I. LVI. 3 1 • 
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historical truths. In Homeric poems too, a11y effort to separate the 
fabulous from the real. or to find out the severe outlines of history from 
the rich colouring of romance will surely be foiled. \'if e cannot exactly 
determine whether there was actually a Greek expcditicn and a re.ii 
siege of Troy or n0t. In the Iliad also we fin<! an allegorical significance, 
Paris and the Trojans represent evil or darkness. Beautiful twilight 
lHelen) is carried away by them from the western sky (Gree:.ce). The 
ten years of the war refer to the hours of night. Achilles is the ever 
blazing sun, who dispels the forces of darkness and puts them to rout 
and confusion. 

A general view of the stories of the Mahabharata will thus enable a 
reader to realise fully why this great epic has spread wide influence on 
subsequent literature. A popular epic with diverse elements can easily 
provide a writer with necessary subject-matter for composing good 
kavyas. He can easily insert in his own work various arguments 
through different characters raking necessary help from the 
Mahabharata. It is also said in the great epic itself.1 

Dliarme carthe ca kame ca mok~e ca Bharatar~abha/_ 
Yad ihasti tad anyatra yan nehasti na tat kvacit.// 

WI1atever is found in the epic itself is met with in other co111posi­
lions too. and what is not found in the epic cannot Le seen elsewhere. 
I:rom 1l1ese two lines, we can easily understand that the stories, didactic 
portions, political laws and religious sayings of the epic arc amply 
used by later writers for the growth and devclopmcn t of classical 
Sanskrit literature. 

Despite different additions and interpolations, the 1.11 ahabharata is 
l'egarded as one of the best epic poems of the world. An epic poem 
treats of one great complex action in a grand style and with fulness 0f 
details.9 According to Arnold, an epic poem must fulfil the following 
conclitions-·The subject of the epic poem must be some O11e great 
complex action. The principal personages must belong to the high 
places of society and must be grand and elevated in their ideas. The 

1 MBH., I. LVI. 33, 
2 "It is the nature of epic poetry to be at case in regard to its subject· 

m,itter, to be free from the strain and excitcmeut of weaker and n10rc abstract 
forn_is of poetry in dealing witl1 heroic subjects. Th~ heroic ideal of epic is not 
att.i~i~eJ b_y a process of abstraction and separation fro111 the meanncios of 
fanuhar tlungs •. The magnificeuce and aristocratic digoity of epic is couforrn­
~ble to the practical and ethical standards of the heroic age; that is to say, 
It tole~a~es ~' 11umber of things that may be found mean and trivial by 
acaden11c1ans. Yv, P. Ker, Epic and Romance, p. 16, 
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measure must be of a sonorous dignity befitting the subject. The epic 
is developed by a mixture of dialogues. soliloquy and narration.' Aris· 
totle has also laid down ~imilar co11ditions for an epic poem. All the 
characteristics of an epic poem are distinctly prevalent in the Mahi.i­
bluzrata with the single exception of soliloquy. Too much importance 
has never been attached to soliloquy in Sanskrit compositions. In the 
opinion of some western scholars. two types of epics have been so long 
composed in different countries. They are epics of growth and epics 
of art. 1 The 11ature and characteristics of these two types of epics 
must first be clarified, and then it will be shown to what dass belongs 
our great epic l\ia/zabhi.irata, and how far this epic has helped the 
growth of other imitative epics in a later age. The names of these t,~ o 
types of epics are highly significant. From its very name, we can 
understand that the epic of growth attains a bulky dimension by addi­
tions and interpolations throughout a long period, The principal 
feature of such epic poetry is that it is more concerned with external 
action than internal feelings. Giant-like actions, wonderful warlike 
activities, blooJy warfares, display of martial spirits, exchange of 
hot words and stories full of supernatural elements enchanted listeners, 
young and old alike, in bygone ages. Ban.Is and minstrels in this heroic 
age engaged themselves in composing heroic songs describing the 

"E11ic of growth is not in its entirety the wo1·k uf a single ,1uthur, but to 
w:uc extent the result uf a process of evul11tion aud consolidation, and that a 
l.1rg~ am,.mnt of pre-existin$ material, in th.: sh ape of floating lcgcn_ds _.1_11d 
ca1:liLT folk-pocms anll sag.1_s, is ga~hcrcd up into its composition. All pr11~11tn:c 
epics de.ii, broadly spcaklllg, with the same kind of subject-matter, I hen· 
tht:mc:s arc fornishl'd br dceJ_s oE heroes, generally chc great lcgcnd~ry hcro~s 
of a rnce; and vast bud1c~ ~E llnmcmorial t_raditirJns provide the ~,lSlS of the!~ 
~trnctmc. As these tradmons arc aln~ost invariably bound up '".'1th a peoples 
mythul_ogy, t~1c su1:crn?tura! e_Jcment is also more or less prom111cnt. In the 
~0111enc cp_1cs, 1c ls dtst1!1ctly religious in character and is ~verywhcrc 
11nerfuscd wtth the !1uman llltercst of the action ......... The ~ub1cct-matter 
of the epic oE art is of the old heroic and mythical kind; it makes free 
use of the supcrnatur.il, it follows tbe same strnctural plan and rq:rodu~es 
many traditional details of composition while greatly as it m:ccssanly r £I • I • f ' ' peel ( i ers ln sty c, 1t o ten adopts the formulas fixed epithets and stereoty I 
phrases and locutions, which arc among the' marked features of the e~r Y1 

B • • 0• I · r.ad1c.1 t}:'pc. ut exam111at1011 tsc oses, beneath all suiJerficial likeness, a . 1. I • ·1 • Tl I • • • nrntc:n·i l 1~s1m1 anty. 1c 1eroic and legendary material is 110 longer hv111g ' 1·1 • 
• • • d b L c1· • I • • hand c, lt is 111vcntc y t 1e poet or istnterred by scholarly research; an( it is. ' . 

l I b • • d • • - J winch have wit 1 a onous care lll accor ancc with abstract rules and pnncip es • f 
become part of an accepted literary· tradition where therefore, th~ epi_~ 0 

. l • f l . '. I ant1q11a11an, gtowt 1 1s res 1, spontaneous, racy, the epic of art 1s learncc , 
bookish, imitative." 

W. H. Hudson, An Introduction to the Study of Lircn11wc, PP• io5-7 
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d . • f I wandcrinR in their va\our, prowess and strong etcrm111auon o 1erocs 
d . . . f I • es were complc· worl of 1mag1natton. Elements o rrut ), tn most cas • 

tely overshadowed by their love for imagination. Strictly speakinR, 
literature, religion, and µhilosophy \oosely originated from myths- The 
fears, hopes, despairs and curiosity of the early days of humanity arc 
preserved through myths, which have come down to us as valuable 
traditions- In a period when thought and reasoning were undeveloped, 
impulse and emotion could not be restrained. Thus bards got the golden 
opportunity of letting loose the reins of their imagination. The vivid 
description of external actions in the epics, however, helps the writer 
to draw a true picture of early national life. ·1 he healthy situations, 
pleasant surroundings, light atmosphere and simplicity of our a nciei_it 
forefathers favoured the development of epic poetry, specially the epic 
of growth. Homeric poems-the Iliad, the Odyssey, the Riimaya(W 

and the Mahabharata are all recognised as epics of growth. J\. short 
discussion of Homeric society and Indian society of the epic age will 
help us to realise why epics of growth flourished uninterruptedly in 
early ages. 

All the aforesaid epics were composed in the heroic age, when 
great love and respect for the heroes were the prominent features of 
society.I Both Indian epics narrate elaborately the military activities of 
great heroes. Homeric poems too are replete with similar descriptions. 
The heroism of Rama, Ravana and his followers the Kauravas, th e 
Pandavas A· A • ' H o· ed • • ' Jax, gamemnon, Achilles, Ulysses, ect0r, 1am ' 
Nd e~tor, etc. has been described in glowing terms in these epics. In the 

el1neation of h h 2 E f I ·o uman c aracter these epics are marve11ou5. ac 1 1e 1 

1 ''Hnuic l . . • • . • . • 
which l ,·., . I oetry unphes an heroic age, an age of pnde and coura~c, 111 

t Lt<..: ls not ·111 • • • • 1 • l l • 1· • 1 I talent I • . ' Y extreme orga111sat1011 ol: politics to 1111t er t 1e llll IVH ua 
alll lts achcv • f l hero tbrou h l • cments, nor on the other hand too much jsolatton o t ic 

g t 1e ·1bse1 E • l l • ,, ' ice O any 11atton,1 or popu ar COllSCIOUSlless· 

W. P. Ker, Epic and Roma11ce, pp. 20-21. 

line:: _Mr. Glad stO11e emphasises human clement 0£ Homeric poems in these 

bl "We may reckon it among the chid llistinctions of Homer th·it he bas been 
a _e to make of t_he individual man the bro1d basis of the most h~roical among 
epic songs .. •· Events arc made for man and not man for events· and we can 
~carcely doubt th,,t the tr,1nsition from the older epic which ga,thered all its 
mtercsts around the human soul as centre, to the newer which exhibits 1he 
human soul __ itself in a 5ubordinate relation to external history or fortune has 
been a tra11s1t10n downwards." 

W.E. Gladstone, Studies on Homer an,\ the Homeric Age, p. 539· 
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has a distinct personality of his own. Each is noted for an excellent 
development of his special faculties which can be perfectly distinguished 
from those of other heroes. The virtuous Yudhi~thira. Bhima of gigantic 
stature and tremendous power, valorous Arjuna can be rightly com­
pared with Agamemnon, Ajax and Achilles of the Iliad. The tourna· 
ment of princes, in which Arjuna and Kan)a-the Achilles and Hector 
of the Indian epic, take part with bitter hostility raging furiously in their 
minds, was the notable feature of the day. Councils of war were often 
held in private on the eve of a furious battle for chalking out strategic 
policies for ousting the enemy anyhow. Long speeches of Homeric 
heroes and Indian w;.trriors make a strong impression on the minds of 
readers for their love of the motherland and strong desire to inflict due 
punishment to their wrongdoers. National prestige must be preserved 
at any cost. Any menace to the honour of the native country must 
not he casually done away with. but all possible arrangements must be 
done on a large scale to fight out that menace as early as possible. The 
charming lady Helen is carried away by treacherous Paris and the 
whole Greek nation rises in arms to measure their strength with the 
Trojans in no time. In India too often beautiful ladies were made capti· 
ves and enjoyed by captors. Heroes noted for their chivalrous spirit 
showed great eagerness to protect the captive lady. Many did not 
hesitate to risk their lives for delivering their lady-love. The great hero 
Achilles is told by his goddess mother that a twofold destiny lies ahead 
of him. He may lead a life of wealth, peace and happiness for a long 
time, or court a warrior's death by attaining undying glory in a foreign 
warfare. His is a hero's choice as he is moved by the sublime idea 
expressed in the lines: -

One crowded hom of glorious life 
Is worth an age without a name. 

Arjuna is similarly instructed by Lord Srikrsna in the battlefield of 
Kuruli~etra :-1 • • • 

Hato va prapsyasi svargarp jitva va bhoksyase mal,im/ 
Tasmad utti~tha Kaunteya yuddhaya krta_-niscayab-/ / 

'Killed thou shalt go to heaven, victorious thou shalt enjoy the 
eanh ; so O son of Kunti, get up with a determination to fight.' 

In this heroic age the position of bards2 and heralds was enviable. 
Leal'lled princes or educated men belonging to the upper class with 

1 Gita, II, 37. 

='- • . "We learn _ from the poems that even before the war of Troy, thde 
profession of the mmstrel had become an object of general interest :md Jrn 
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great enthusiasm cook to the profession of messengers. In Greece, they 
were believed to have been protected by Zeus-the god of oaths and 
oracles. In India due respect was shown to them b ,' heroes belonging to 
the enemy camp, and all possible precautions were taken to protect 
their lives and avoid undesirable hapr,enings on account of their free 
movement in the country of the opposite party. Fraternal feelings run 
high in Homer's heroes. Hector and his brothers, Agamemnon and 
Menalaus are closely attached to one another just as the Pa1_1c_lavas 
all along walk and work together for their own good, In complete 
obedience to the orders of their eldest brother, they sacrifice 
their personal happiness and embrace sorrows and sufferings with 
smiling countenances for a long period. The part played by the divini­
ties in those epics supplies the supernatural element. In the Indian epic 
Lord SrikfljQ.a is the charioteer of the great hero Arjuna, who is 
all along assisted and highly favoured by his noble and valuable 
advices. Strictly speaking, Srikrsna's actual presence in the battle-... 
field changes the c,:mrse of the battle which is ultimately decided in 
favour of the Pai:igavas. Srikr~i:ia's admonitions to Arjuna are embodied 

in the Gita-the sacred religious book of the Hindus containing philo· 
sophical doctrines. But stories where divinities spare no pains to 
harass their victim are also not rare in the Mahiibhiirata. The great 
religious king Nata passes through severe vicissitudes of fortune as he 
incurs the displeasure of Kali through his ignorance. Similarly, the 
divinities of the Olympus play a great part in the battle between the 
Greeks and the Trojans. Human destiny is fully controlled by the gods 
and goddesses of Olympus. In casi.! of mishaps, attempts are made to 
propitiate the wrathful gods and godcesses. Homer conceives of two 
parties as existing in Olympus-one group favouring the Greeks and the 
other group taking the side of the Trojans. Therefore, like human 
beings they often quarrel with one another without any regard for digni­
ty and sense of decorum. The fault is not with Homer, because when· 
ever gods are represented as assuming human shapes or sharing human 
sentiments. the representation is bound to degenerate into something ~· 
abnormal •. The strife of the Olympic gods proves conclusively that 
their passions are meaner than those of human beings. Both Achilles 

thu_s ear~y taken its place in the public competitions. which were of hi~h 
national unportancc among the later Greeks. . . . . . . . . .. The bani was an csscntt:_ll 
111embcr o\ the courts of princes a trusted friend and counsellor of their 
families. Hi!> person had even a kind of sacredness attaching to it, apparently 
beyond that of the seer or prophet." 

W. E. Gladstone, Homer, pp. 8-9. 
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and Juno are wrathful, but the anger of Achilles is rather dignified, 
whereas Juno's anger is full of malice and spite. Both Jupiter and 
Ulysses are cunning, but Ulysses uses his cunning for the good of his 
country, whereas Jupiter's devices are intended to save himself from 
awkward complications with his wife, ministers and favourites. Homer's 
other epic the Odyssey is a tale of voyage and discovery. Ulysses 
incurs the displeasure of the great sea-god and is not allowed to reach 
home after the Trojan war and compelled to travel from coast to coast, 
but at the same time he is protected by Minerva, the goddess of wisdom, 
To decide the fate of great warriors, gods and goddesses often meet in 
council. Comic scenes have thus been provided by the poet by peculiar 
happenings on the top of Olympus. 

Such grotesque conception of ancient minds about gods, love for 
heroism and warfare, desire to save their country's honour, a thrilling 
sensation at the wonderful aspects of nature, strong zeal to listen to 
imaginative stories paved the path for the development of early epic 
poetry which is recognised as the epic of growth, but with the appear· 
ance of reasoning and judgment and development of the power of under­
standing, the epic of growth changed its complexion thoroughly. 
specially in the matter of technique through imitative epics, Centuries 
of trial turned the minds of nations inwards and men began to speculate, 
to argue, to elaborate language and cultivate science. These changed 
circumstances gave a great impetus to the composition of refined poetry. 
The spontaneous production of the epic of growth was thus hampered 
with the change of social atmosphere. Composition of refined poetry 
thus made a good start. Literary epics or epics of art saw their 
happy dawn in a later age. 

Homeric poems gradually spread a wide influence throughout the 
whole of Europe. In Europe Homer is the sole representative of the 
heroic age. He is regarded by entire Hellas as the greatest poet, the 
father of tragedy, the pattern for oratory, the source of theology, the 
leader in all civilising pursuits, so that Plato calls him "the poet wise 
in all things." At each recurring Pan·athenaic festival, the poems of 
Homer were recited and people always came in large numbers to list~n 
to this recitation with rapt attention, as a result of which Homeric 
poetry was kept ever fresh in public memory. They never got tired of 
hearing verses from the Iliad and the Odyssey; frequent repetition, on 
the contrary, evoked their keen interest in those stories. Europeans 
belonging to different classes found strong inspiration from him, Poets, 
philosophers, writers, dramatists deemed it a great credit t-0 quote from 
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memory the verses from 0riginal Homer. Alexander the Great. during 
his conquest of foreign lands, carried with him a copy of the Iliad. So, 
in those days. a knowledge of Homer was considered indispensable to 
a man of culture. 

The literary influence of Homeric poems must be discussed here 
with a view to showing that epics of growth can throw their manifold 
influence on subsequent literature Roman Italy was greatly influenced 
by Homeric poems through the A·eneid of Virgil. Virgil has repeated 
Homeric scenes. imitated Homer profusely. but his Aeneid bears a 
stamp of his outstanding genius for which he occupies an exalted posi· 
tion in European literature.1 Horace and Ovid quote or refer to him 
with a familiarity like that of Plato and Aristotle and seem to consider 
him the poet of their own land. Homer has exerted his influence on 
Dante. as the latter has chosen Virgil for his guide in that famous journey 
to the region inhabited by the dead in his Divina Commedia. Homer and 
Virgil are alike regarded as furnishing the norm of epic poetry. The 
possible invasion of Europe by the advancing Turks in the 16th century 
inspired Tasso to compose a poem which, like the Iliad, should describe 
a victorious attack on Asia by the forces of Europe in the manner of 
Homer. Before composing "Jerusalem Liberated.'' he studied Homer 
thoroughly and wrote a series of discourses on heroic epic poetry. The 
knowledge of Homer came to England through Italy. Spenser's •Faerie 
Queene' is a poem full of Homeric mythology. Chapman's translation 
of Homer was read with deep interest by Shakespeare who got valuable 
assistance from Homer in his story of Troilus and Cressida. The real 
spirit of Homer has been transmitted in English literature by Milton 
due to his constant companionship with Homer. Comus is a Homeric 
poem in plan and setting. Milton is highly indebted to Homer for some 
of his most artistic and beautiful passages. Achilles' invocation to his 

I Mr. <?lad_stone, however, endorses the opinion that Virgil's work does not 
possess the v1vac1ty and forcefulness of Homeric poems: -

. "It was the proud distinction of the Homeric epic that it had a living centre. 
it_ hung 1;1pon a man,_ there was enough of vital power in Homer for this end; 
his. Achilles and his Ulysses were each an Atlas, that sustained the world in 
which they also moved, Virgil made his poem an Aeneid instead of following 
th'! example of ~he cyclic poets; he thus pledged himself to his readers that 
Aeneas_ should be its centre, its pole, its inward light and life. But he did not 
keep lus word; he had drawn the bow of Homer without Homer's force. He 
marks p~rhaps the final tr~nsition from the old epic of the first class to the new. 
After him we have the epics of facts, the Pharsalia, the '.fhebaid and so forth." 

W. E. Gladstone, S_tudies on Homer and the Homeric Age. p. 509. 
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mother has inspired Milton to use it as a basis for his exquisite invoca• 
tion to Sabrina. Milton's Paradise Lost displays the poet's keen liking 
for Homeric poems. Despite its imitative character. it has been re­
cognised as one of the beautiful epic poems of the world. The difference 
between Homer and Milton lies in the fact that Milton is all along 
guided by a theological purpose to justify the ways of god to man, so 
he goes on arguing. but Homer simply narrates a story. In the beginn· 
ing of the 18th century Homer's popularity was the highest in England. 
for Voltaire said-"Few cultured English of his day were unfamiliar 
with Greek'". A knowledge of Greek always refers to a knowledge 
of H )mer. All the writers of the day-Temple, Swift. Addison were 
great lovers of Homer. The general reader too evinced keen interest 
in the discussion of Homer. Pope in his 'Rape of the Lock' shows his 
great indebtedness to Homer. Byron says in his Don Juan that his poem 
would be an epic one after the style of Homer and Virgil. Wordsworth 
had an early love for Homer, so little traces of Homeric influence are 
to be found in some of his poems. A Homeric enthusiast was Shelley 
who thoroughly read Homer and regarded him as 'King of Melody.' 
Keats also wrote two sonnets, 'To Homer' and On First Looking into 
Chapman's Homer•. The great poet of the Victorian age Tennyson 
always carried a copy of Homer in his travels. Tennyson had special 
aptitude for rehandling subjects derived from the classical source i. e. 
the lays and legends of ancient Greece and Rome. "Dream of Fair 
women' is one of the most characteristically beautiful examples of 
Tennyson's earlier work. In this poem he tells us about some of the 
most famous heroines of old and modern days with special reference to 
their misfortune in life. So far as the Iphigenia story is concerned, he 
makes an excellent use of the Homeric story and thereby displays his 
poetic workmanship profusely. His 'Ulysses' brings for him unstinted 
praise from all readers. To Arnold and Ruskin. Homer is a standard 
of literary excellence. It is needless to mention poets and authors in 
this fashion to prove Homeric influence, for that task is not an easy one 
and cannot be successfully completed in this work. which is intended 
for showing the influence of the Mahabharata and the Ramayal)a on 
later literature from the point of subject-matter. 

It is therefore clear that the epic of growth has something 
unique in it for which it can. without any obstacle. influence the 
common people and the educated alike for all time to come- The 
greatness of Homer lies in the fact that he saw things and people 
exactly as they are. and described them in so simple a language that 
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readers of all places and times can see them too as clearly as he did.1 

This is the reason why a child can easily comprehend Homer like the 
wisest, The ability to describe great ideas aftd give expression to 
universal truths in simple language accounts for the continued influence 
of Homer. He is held in high esteem by the general public of Europe. 
and gradually translations of Homeric poems in different languages have 
made him familiar in countries beyond Europe. 

The Mahabharata and the Ramiiyal)a, beings epics of growth, have 
wielded immense influence on the general mass and literary figures 
for a long time. They are the national property of the Indians. The 
two popular epics of India have considerably influenced the mass in 
giving moral lessons. A similar purpose has been served by the 
Bible only in Christian lands. The simple language in which all the 
stories of the Mahiibharata and the Riimiiya~za are narrated. or philo­
sophical truths and moral lessons are given expression to, distinguishes 
them particularly from later Sanskrit compositions ornamented with 
artificial graces. The plain and unpolished narration devoid of laboured 
figures of speech. so common in later poems, easily attracts the minds 
of readers. The recital of narrative poems in sacrifices and domestic 
festivals was an unavoidable part of religious ceremonies. For the 
advantage of listeners, verses were explained in spoken language 
elaborately by the expert reciters, It was an old custom to recite 
the epics after a funeral. so that the survivors and the departed soul 
might be benefited from a religious point of view by the recitation of 
these sacred heroic songs. During the ancient period, the influence of 
t~e two epics worked on the mass fully. Later on when the administra­
tion of the country changed hands i.e. under the Muslim regime. the 
cause of popular education did not receive proper attention. In order to 
~ecure jobs in the court of Muslim rulers, many with great eagerness 
;a~nt Urdu and Persian, in consequence of which the knowledge of the 

e as and other religious treatises came to be confined to a small 
section of the Indians. But it is a matter of great satisfaction that the 
st0ries of the Purii,:,as and the epics were widely circulated among the 
;ass as days rolled on. Brahmanical culture suffered a great set·back. 
~tera~y Progress was considerably hampered, but these two epics con­

ttnue to e,cert their wonderful influence on the mass without any impedi-

1 Matthew A Id 1· h • • £ H • • these lines : _ rno states the appea mg c aractenst1cs o omenc epics m 
"Homer's . . . . 

simple an l d" po~trf 1s at once rapid m movement, plam m words and style, 
c •rect in id d • " eas an noble 111 manner. 

Matthew Arnold, On Translating Homer, p. 174. 
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ment. In course of time, spoken and written languages of the epic 
period underwent complete transformation, for which it became 
impossible for the general reader to follow the epic language. So 
learned people interested in keeping up the popularity of the epics left 
no stone unturned to translate them in all provincial languages- People 
having no free access to the original epics have thus secured 
good opportunities to relish the sweetness of the epic poems in 
their own lanR"uage. These t\vo epics on account of their unpolished 
narration of facts have been translated in European languages too. 
So great is the hold of the Mahiibhiirata and the Riimiiya1Ja on the 
mass. that in villages men ignorant of the 3 Rs. may not have seen 
copies of the epics, but they are good enough to quote from their 
memory verse after verse from the original, Their memorising 
capacity is so strong that they can remember verses after hearing the 
recitation of some portion of the epics in a festival. By the study of 
these epics or by listening to their recitals they can acquire religious 
merits-this is their deep-rooted belief; so simple-minded vilJagerS, old 
and young. men and women alike, do not hesitate to take the trouble 
of covering long distances to hear the recitals of these narrative poem~ 
in a religious function held by different organisations or rich persons. 
The illiterate oil manufacturer or a confectioner of Bengal is habituated 
to keeping copies of the epics in his shop. The shop-keeper, who can 
read, does so to while away his leisure hour and sometimes requeSts 
his customer to hear his recitation. He is also often found to carry on 
discussions on the stories of the Mahabharata and the Riimiiya1Ja, and 

does not forget to support or disapprove his or his neighbour's action 
with reference to the stories of the epics. The literate as well as. the 
illiterate masses of India look upon these books with great veneraUO?· 
The farmer in the field. the weaver at the loom, the goldsmith at his 
anvil. the cobbler with his shoes may not know anything about th~ 
current world affairs, or what is exactly happening in his own countrr 
but he can easily entertain you by telling some amusing stories ~rom t e 
epics. A visitor is sure to be surprised to hear long Jong st0r1es from 
his lips. If he is interrupted by frequent questions which may be pu~ to 
h • d 1 f those storres, tm regar ing the truth of the supernatural e ements O A 
he gets exasperated and will severely drive you from his shop• h 0

: 
tt d H holds t es a empt to change his belief is sure to be frustrate • e h's 

hooks in great respect. How can he bear such encroachment up~ .:s 
belief? Such is the tremendous influence of the epics on the mass- r d 
which have influenced mass minds through long years should be stu ,e 

f 11 S 1 • literature. care u y for a discussion of the epic sources of ans wt 
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The general influence of the Mahabharata is wonderful indeed. but 
its literary influence on later literature is all the more astonishing. 
••The Mahiibhiirata is the safest refuge for poets of all ages' 1 -this is 
the proud remark of Sauti in the beginning of the epic. It is an over­
flowing stream where a poet can sink deep to gather materials for his 
work. Bai:iabhaga in the introductory portion of his Har~a-carita and 
Da9qin in his Avantisundari-katha have corroborate<l this remark of 
Sauti by paying glorious tribute to Vyasa2 and emphasising the literary 
prominence of the Mahabharata. The other epic, the Riimaya~za too, 
is another springhead of inspiration to poets of India. One cannot but 
agree with Winternitz3 when he says that the Ramaya~za is a true 
popular epic. just like the Mahabharata. because, like the latter, it has 
become the property of the whole Indian people and, as scarcely any 
other poem in the entire literature of the world. has influenced the 
thought and poetry of nation for centuries. Some later poets of great 
renown. while using Rama story for their noted compositions, have 
acknowledged their deep debt of gratitude to Valm"ild either in the very 
beginning or at the end of their works.4 Just as the Homeric poems 
exerted wide influence on the intelligentsia. so also these epics of India 
helped to a considerable extent the development of literature in hter 
period. A thorough discussion of the epic sources of Sanskrit literature 
is no doubt a difficult task, but I must try to the best of my ability to 
present a picture as distinct as possible before the interested readers. 

1 ~cakl~yu}:i k_avaya~ kecit sampraty acaksate pare/ 
Akhyasyanti t_atha1vanye itihasam imaq~ bhuvi/ / MBH., I. 1 · 2 4· 

2 Nama}:i sarvav1de tasmai Vyasaya kavi-vedhase/ 
Cakre pu9yaqi Sarasvatya yo var~am iva Bharatam/ / HC., IS. 4. 

Marty~-y_:1ntre~u caitanyaqi Mahabharata-vidyaya/ 
Arpayamasa tat-purvam • / . yas tasma1 munaye namal~ / 

Avantisundari-katha IS. 3 
3 HIL., I. p. 476. 

4 Aho, sakala-kavi-sartha-sadhara9i khalv iyaiµ Valmikiya subha~ita•nibi. 
AR .• Prastavana. 

Sa_ v:l:i ~unatu ~al~ike9 suktamtta-mahodadhih / 
Onkara 1va va:i:i,ana_~ kavinaqi prathamo munil)/ / RM. 

K~emendra, wh!le giving some information about his father and himself 
J·ust at the end of has work, composed thi"s verse • h f v-1 -k,· 

111 onour o a 1111 • 

Madhumaya-pha9itinarµ margadarsi mahar~il)/J Rem., I. 8. 
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CHAPTER I 

lV orks based on the entire story of the Mahabharata 

I: KAVYA 

The Bharata-mafijari oE K~emendra, the Pa,:,t]aua-carita oE Srimala 
Devaprabha Suri and the Bala.bharata oE Amaracandra Suri are the chief 
noteworthy compositions dealing with the entire story of the Maha­
bharat11, and as such they call for special treatment in this portion. 

Bharata-mafijari 

The Kashmirian polymath K~emendra, following the Kashmiri 
version of the great epic, made a successful abridgement of the same 

under the title Bharata-mafijari probably in 1037 A. D. In an eulogy 

oE the poet (Kaui-prasasti) at the end oE the work, there are some 
verses in which we are told that K~emendra was asked to make an 
abridgement of the great epic.1 From the colophon at the end of the 
work, we come to know that he was the son oE Prakasendra and was 
also known as Vyasadasa.2 The aptitude of shortening larger poetical 
compositions was so strong in K~emendra that he made two ocher 

well known abridgements -Ramaya,:ia-mafijari and Brhatkatha-mafijari. 
Urged by a strong desire to make an epitome of an extensive work, he 
was inclined to make necessary omissions and alterations for the logical 
arrangement oE the narrative of the great epic. Like che Mahabharata, 
the divisions of the narrative in the Bharata-mafijari have been made in 

parvans, and they are eighteen in number. The supplement Hari-
11arrsa too has been drastically abbreviated. 

I Kadacid brahmat].enaitya sa Rama-yasasarthita}:i/, 
Saqik~ipta{!1 Bharata-kathan.i kuru~vety arya-cetasa/ /. 
Sa tam iice karomy evaqi prag etac caritaqi mama'/J 

BM .. KP. 10-u(½) 
2 Samapteyaqi !ylahabhara~a-mafijari ktti}:i kaver Yyasad~sapara-namnal]. 

Prakasendra-siinol). K~emendrasya ............... BM., Colophon 
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A thorough study of the contents of the first parvan of the 
Bharata-mafijar'i will enable one to form an idea about the general 
manner of the handling of the narrative throughout the whole work. 
The poet has mostly touched upon all the sub-parvans with unique 
brevity and precision. The poet has tried to the best oE his ability to 
turn the original epic, so full of heterogeneous and repetitious elements, 
into a unified poem marked by artistic grace and charm. Ta king into 
consideration the bulk of the legends of the epic to be dealt with in 
his work, he has checked descriptive tendency as well as the use of 
ornate language so common among poets of his age. Due credit must 
be given to him for his skill in reproducing such a long epic within so 
short a compass. Besides brevity, the simple language and the mode 
of narration are appealing too. Conversations have been drastically 
shortened; and some which. can be left out without prejudice 
to his own narration have been omitted. This can be exemplified from 
the Sakuntala story, where the repudiated Sakuntala in the court oE 
pu~yanta makes a short speech to prove her fidelity to the king, but 
the original character of the speech is not marred by its shortening. 1· 

1 Aho svam atmajaqi rajan nabhijanasi sannibhamf 
Hina-dmir ivatmanaqi darpat_Je prativimvitam/ /, 
Narhasy apahnavatp. kartutp. janann api mahiimatil:i/, 
Asatya-rajasalJ. sangad raja rajan na rajate/ / 
Satyam uttama-sattvanarp. dak~ii:iyaqi kirtisalina.m/, 
Adrohal:_i sadhu•v~ttanaqi vilasa-sadanaqdriya}:i/ /, 
Sa~ajasyabhijatasy.a gul},aniitp. yasasatp. tathii/, 
Na1tat tavoditaqi rajan yan matp. vadasi saip.sadi/ / 

Snc~~syaya~anatp. piirvaip. pascad dak~iI_J.ya-bhiijanam/, 
~~varbanti parityagaw. mananiya. hi yo~ita}:i / / 
Su ~d bandhur bhi!ag daso gurur mantri samasraY,al:i/. 
Bharya sarvasv avasthasu visranti-J' ananam nrnam/ /. 
Di add- • • • • • 

P ipam 1votpanna~ para-loke prakasakam / 
Kai]. putrarµ nayananandam rte tvam avamanyate / /, 
Hrdayad abhi"- • ·_ _ . _/. 

• . Jatena svarga-p1yu!avaq1I_J.a A 
Sukrtena1va p k _ / / 
S-k •. Utret_Ja o nama na sukhi bhavet J 

a sino'ntah' - h- . • • .sarirast a yasya pafica sahapara1l:_i/, 
Hal!antyapahnav~rambhe ~atal:i ko'nyo gata-trapal:i/ /, 

BM., I, 268-76 
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le is not necessary to note the incidents of the Adi-parvan of the 

Bharata-maii.jari one by one, as the poet has touched mostly upon all 
the incidents. The course of the narrative flows in che usual manner 
in the Sabha-parvan. The description of the court, the arrangement 
for Rajasiiya sacrifice, the death of Jarasandha, the conquest of 

different countries, the killing of Sisupala, the completion . of the 

sacrifice and the game of dice-all are briefly but appropriately related. 
All the incidents and legends of the original are found in the Arai:iya­

parvan, but the episodes not mentioned in the Kashmiri version of the 

Mahabharata in the 1 1th century are lacking in the Bbarata-mafijar'i. 
Accounts of the temptation of Arjuna by Urvas'i, Kari:ia's conquest of 
different countries and the visit of Durvasas to Yudhi~~hira are cons• 
picuous by their absence in the work of K~emendra. The Vira~a-parvan 
gives a short account of the Pal).9avas living incognito, and narrates 

the main incidents connected with their residence in Vira~a's capital. 
In the Udyoga-parvan, the philosophical episode of the Sanatsujata is so 

highly condensed that it is quite impossible to form a true idea of the 
original from this short section. In other matters K~emendra has 
faithfully followed the original without altering the substance, The 
story of the cat and the mice which is a vulgate insertion is not found 
here. Some proper names have undergone slight variations, e. g. 

Vidura in place of Vidula. Karl).a's dream of Duryodhana proceeding 

towards the south seated on a donkey is nothing but a figment of 
K~emendra's imagination.1: In view of the extreme abbreviation of 

the narrative, the portion dealing with the description of the assembly 

house of the Kauravas (Kaurava-sabha-varl).ana) is rather lengthy. The 

whole Bh'i~ma-parvan has been completed in 497 verses only. All the 

chapters of the Bhagavad-gfoi have been exceedingly compressed; only 
a gist of each chapter is to be found. 2 We find there all the eighteen 

1 Sanugal). Kaurava-patil). soi:ia•malyanulepanal_i/, 

Dak~i9asarµ brajan dmo maya gardabha-vahanal_i/ / B\l., V. 494 
2 The 10th chapter of the Gita as found in the Bharata-maiijari consists 

of three verses only. 

Bhiiyo'pi me sri:iu sakhe pritya yat pratibodhyase/i 
Na tattvenamara-ga9a munayo va vidanti ma,m/ / 
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chapters; but it is peculiar that he has omitted the original of the 
17th chapter of the Gita (Sraddha-traya-bibhaga-yoga) and construed 
the same by giving a brief summary of the first few verses of the Gica's 
18th chapter. The description of the bloody warfare and death of great 
warriors has been given briefly in Bhi~ma-parvan, Kaq1a-parvan and Salya­
parvan. The incident of club fight is included in the Salya-parvan in 
the original Mahabharata, but K~emendra has separated it totally from 
the Salya-parvan and gives a different section dealing with the club duel 
of Bhima and Duryodhana under the name of Gada-parvan. So far as 
this division is concerned, another change should be noted. K~emendra 

Cariicare' smin pravararµ yad yat pasyasi bhiitimat/ 
Tad aharµ sar'va-bhiitatmii na hi kificin maya vina/ / 
Abarµ Vi~l)Ur ahai:µ Siiryas Canclro' harp. Maghav:in aham'/ 
Sankaro' harp. dhanesas ca vahni sura-gurus tatha/ /. 
Ak~aro' ham aharp. kiilo jayo' harp. bhiitir apy aham/ 

BM .• VI, 122-24 

In the original Srik!~l)a enumerates fully his vibhuti.s in forty-two verses, 
so the contraction of forty-two verses into three stanzas only does not at; 
all reveal the particularly attractive character of the Vibhiiti-yoga. The 
giSt of t~e 9th chapter consisting of six verses. however, gives the idea 
of the original Rajaguhya-yoga in a form somewhat better than the gist 
of the Ioth chapter. Jhe omnipresence and omnipotence of God and 
the characteristics of persons, who are sure to attain him are clearly stated in 
the gist of_~his chapter. The 9th chapter is thus shorte~ed-

R~aguhyam idaiµ canyat-pavitrarp. sp:m Falguna'/ 
Asradda !ha.no n·apnoti' - . _ ,.k h'/ / marµ samsara-vas1 !ta . , 
Sarva-kartari bh- - • · utani may1 santi na tcsv aham'/ 
Lokah sthita n h" - , • • ' I ·t / . • . . a st tta,s ca may1 vyomniva vayava ~ 
Adht~~h1tai~a prakttir maya siite caracaram'/ 
Asaktam mam n •- , 1. _ ',. ·t·/ • a Janant1 ma 1namogha-darsmaJ::i 
Sarvam sarva-gat • - . •; 
V. •. aiµ yaJnaiµ vedyarp. viJarp. bhavabhavam , 
• 1darit1 mam suk • h 

_ • !tma. sarva-karana-kiiranam'//. 
T ray1.dharma-i· h • • 

_ u~a. svarga-bhoga-labha-k~ayiikula):i'/; 
Na prapnuvanti m· , k k • _ _, ,_ h·/·/ 
M d k , _ aiµ su~ a- nya-pasa-vas1krta . , 

a e a-sarana nity k· • , .. 
• . aiµ rttno nanyayli.Jtnal_i/ 

Apy anya-yon1-sambh- -h - / / Uta. svayam ii.yiintt yat padam , 

BM .• YJ. 1_16-~1. 
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has maintained the number oE parvans intact, and in order to make 
good the loss created by the differentiation of Gada-parvan, he has 

omitted the Anusasana-parvan and included its episodes and descrip­
tive matters in the Santi-parvan. After Gada-parvan is found a 

short account of the incidents of Sauptika-parvan and Stri-parvan. 

Episodes, legends, and fables, sections on Raja-dharma, Apad-dharma, 

Mok~a-dharma, and Sraddha-vidhis, different Gitas etc. have all 

been summarised in the Santi.parvan, which includes, as already 
stated, the contents of the Anusasana-parvan as well. The remaining 

five parvans too have been subjected to drastic reduction quite in 
keeping with the general tenor of the work. The book closes with 

a bird's eye view of the Hari-uarrzsa. 

Pa,:ujava-carita 

It is quite interesting to note that not only orthodox Hindu 
sc~ol~rs, but Jaina writers also have attempted to reproduce the 
prmcipal story of the Mahabharata in a poetical garb. Thus Srim~la 
Devaprabha Suri deals with the main story of the Mahiibhiirata with 

some modifications in eighteen cantos. The date of Srimala De:va-
p bh S- • • • • Jama r~ a uri cannot be properly ascertained. His priority to 
Ra1asekhara is, however, certain, as the latter in his commentary on 
th~ N yaya-kandali of Sridhara gives some valuable information about 
Sr11nala the writer.1. 

In this work the poet has not given us a faithful reproduction ~f 
the_ 1n~in story. He has le£ t out many portions of the original . a~ his 
o~n discretion without considering whether or not such on11ss1ons 
will enhance the literary value of the work. Even the course of 
events has been described in an order quite different from that of the 
~ahabharata. In the beginning of his poem, the life history of only 
Santanu, Vicitravirya and Bhisma- the common ancestors of the 
K • d 

auravas and the Pa1].9avas, has been touched upon. The secon 

:r at-kramiko Devaprabha-suril;i kila Pa[)-cJavaya11a-caritra01Z. 
Sri-dharma-sara-siistraqi. ca nirmame su-kavi-kula-tilaka]:i/ /. 

I 

This verse is attributed to J aina Rajasekhara in the introduction to the 
ed. NSP. 

PC., 
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canto is devoted to the story of Kr~1_1a's birth, his wonderful power 
displayed in the destruction of numerous mischievous Rak~asas and 
his installation on the throne at Dvaraka. No such detailed informa­
tion regarding KHl_la is available in the Mahabharata, that being the 
subject-matter of the Hari-varrzsa which is regarded as a supplement 

to the Mahabharata. At the end of the same canto, a short account 
oE Yudhighira's birth is given. 

After the birth of other sons of Pa1_19u as well as of Dhrtara~tra, 
the poet turns his attention to the eagerness of the princes to acquire 
proficiency in archery and the use of different weapons from Droi:ia, 
their preceptor. Adequate importance has been accorded to the credit­

able achievement of Arjuna and Kar1_1a in this direction. Draupadi's 
wedding ceremony also has received due attention of the poet. The 
poet describes how for violation of the rule that a brother must not enter 

the room when DraupadI is there with one of her husbands, Arjuna 

voluntarily exiles himself and travels in many sacred places for a long 

time. On his return, Yudhi~~hira' s coronation takes place according 

to the wish of Pa1_19u. In order to point out the evil effects of the 

game of dice, the poet brings in the Nala episode in the sixth canto. 
But it may be mentioned here that though the poet could not omit 
the Nala story, yet he did not insert it in the order in which it is 

found in the original epic. The N ala story was told to Yudhi~thira 
in the Vana-parvan of the Mahabharata with a view to mitigating 
his sorrows during his residence in the forest of Kamyaka. The Nala 

story in this poetical composition is, however, followed by a descrip­

ti~~ of the ~~ming of the house of lac (jatu-grha-daha). the 
k1llmg of H1?~mba by Bhima, Arjuna's fight with Mahadeva 
dressed as a K1rata, and Bhima's effort to bring fragrant flowers for 

D~a~padI. The i~cidents oE fatu-grha-daha and destruction of 
Hi4imba are found in the Adi-parvan of the Mahabharata. In the 

nint~ canto Yudhi~thira's magnanimity and noble spirit are expressed 

by his fervent appeal to his mighty brothers to rescue their arch 

enemy Duryodhana from the hands of Vidyadharas. The tenth 

canto is devoted to the forcible seizure of Virata's cows by Duryodhana 

and the ultimate recovery of them by Arjuna. Now emissaries are 
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sent m an attempt to patch up the conflict between the Pal)gavas 

and Kauravas, but all in vain. The two hostile parties stand face to 

face, and war actually breaks out. In the fourteenth canto Jara­

sandha, king of Magadha, meets his tragic end. This episode finds 

its place in the Mahabharata far earlier, in the Sabha-parvan. In 

the next canto, Bhi~ma lying on his bed of arrows gives salutary 
advices to Yudhi~~hira and ultimately passes away. In the last 
three cantos ( I 6-18), the apathy to worldly pleasures of Nemi­
kumara, the rescue of Draupadi from her captivity, the destruction 

of Dvaraka and the passing away of Kr~r:ia, Baladeva, Sri Neminacha 
and PaI).gavas have been narrated. We hear of the death of 

Pal).gu in the Adi-parvan of the Mahabharata, but here PaI].gu's 
longevity is to be noted. Due to his inability co rule the kingdom 
in old age, he permits his son's coronation. 

It is worthy of notice in chis connection, chat ic was not poetic 

urge alone that prompted Devaprabha Suri to compose chis poem; 
but like ocher devout brothers of his faith, he was tempted to write it 

for the purpose of propagating the doctrines of his religion. The 
ethical aspect of the ParJtfaua-carita is very distinct. While che 
spirit and form of the Mahakavya have been kept in view in present­
ing the scory of the Mahabharata, the work is still composed with a 

Jaina background, The monkish outlook is prominent in several 

cantos, in some of which the method oE maintaining direct connection 

with che Mahabharata narrative has been completely ignored. Thus 

a Eull canto, namely the sixteenth, is devoted co the description oE 
Neminacha's indifference to Eamily life and ardent enthusiasm to 

acquire knowledge.I: In the lase canto again Neminacha and the 

x Sriman Nemi-kumiiras tu gm;iair visva-vilak~ar:ialJ./, 
Santa-cetii!). kvacin naiva ramate' nya-kumiiravat/ /. 
Aloukikarµ tam iilokya vi~ayebhyalJ. pariinmukham/, 
Khediid iice Siva-devi Samudra-vijayarµ tatal]./ / PC., XVI. 7-8 
Nemil;i piirvarµ Jino hy eva satpsadi pratyapipadat/ 
Nemis tirthankaro bhiivi dviivirµso' traiva Bhiirate/ /, 
Samastam api sa straii;iarµ trr:iavac cintayi~yati/. 
Rajyam priijya-bhujosmapi niriho na grahi~yati/ /, PC .. XVI. 68-9 
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Pa1)4avas become claimants to eternal felicity by the attainment of 

emancipation. Further, the Jaina idea that people can enjoy happi­

ness and overcome difficulties by their strong devotion to Lord Ji:na 

has been preached through some characters oE the poem -1 The 

Pandavas' adherence to Jaina doctrines and devotion to Tirthalikara 

Neminatha are shown up to the end of the poem, 
Such lengthy treatment of the subject-matter with religious and 

ethical discussion at places really puts to test the ·patience oE ordinary 

readers. The literary merit of the work, in spite oE its adherence 

to the form and spirit oE the Mahakavya, is not oE an outstanding 

order; still it must be admitted that its freedom from over-embellish­

ment, so far as the use of figures of speech and long compounds is 

concerned, may encourage patient readers to go through the book. 

Bala-bharata 

The Jaina writer Amaracandra Siiri2, who is also known as Amara­

pa94ita and Amarajati and is the pupil of Jinadatta Suri, has 

given the entire story oE the Mahabharata in his work Bala-bharata.3 

The title of the poem indicates that the intention of the poet is to 

shorten the story as far as possible. The work was composed during 

the reign oE king Visaladeva 0£ Anhilvad (i 247_1261 A.D.). 

The structure of the work bears close resemblance to that of the 

Mahabharata. Like K~emendra, he has divided his work in eighteen 

parvans, and each parvan consists oE several cantos. A short summary 

of the contents of each parvan will make clear what portions the 

1 Ity abhi~;utya sa~;angam anandasrukanan kiran/ 
Sri.man Nemi-1"inadh-t - • ' / C XVll barµ namat1 sma yudhi~;hiralJ / J P • -- • 5 1 

Prabhor vacana-piyii • _ _ . ~a-rasa•mryasa-varsinah/ 
Ananda1kamayan ninyur vasaran Pii!].<J~."su~aval_i"/ / PC., XVII. 82 

2. The author composed d - d • . . some seven works, of which the Pa manan a, a 
comm. on h1s friend Arisimha' K· k 1 d - 1--· s avya- a palata and the Chan oratnava 1, a 
work on Prosody. deserve special mention. 

3- Tbe following colophon is found h d f h • at t e en o eac canto.-
Sri-) inadatta-siiri-sisya-srim d A • • " • B-1 bl -. · · a • maracandra-virac1te ~n- a a 1arata• 
namm mahakavye,.,. ..... . ·······-········ 
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poet has touched upon, and what has been omitted by him. In the 
.A.di-parvan which consists of twelve· cantos, the genealogy of kings like 

Puru, Puriiravas and Bharata, birth of the Kauravas and the Pat?,9avas, 
and Draupadi' s svaya,riva,~ ceremony have been dealt with in the first 
five cantos. To maintain the character of a Mahakavya as described 
in texts on alal!lkara, some cantos have been devoted to the descrip­
tion of such topics as the spring season, sports in water, and the rise 
of the moon. :I; This parvan closes with the burning of Kh~cJava 
forest by Arjuna who receives weapons from the fire.god. The 
assassination of Jarasandha, conquest of different countries by the 
Par,:icJavas, performance of Rajasiiya sacrifice, Duryodhana's jealousy: 

at the prosperity oE the Par,:icJavas and their ultimate departure for the 
forest after a defeat in the game of dice form the subject-matter oE the 
Sabhii;-parvan divided in five cantos. The Vana-parvan gives an account 
of Arjuna's penance for gaining divine weapons, Bhima's valorous 

efforts to bring Saugandhika flowers for Draupadi, the emancipation. 

of Nahu~a, the kidnapping of Draupadi and her recovery. The 
PaI].cJavas' living incognito in the capital of Vira;a, the killing of 
Kicaka, the seizure of Vira;a's cattle and Abhimanyu's marriage with 
Uttara are the events dealt with in the Vira;a-parvan. The Udyoga­
parvan deals with the preparations for the coming war in five 
cantos. A short descripdon of the battle and discomfiture oE 
Bhi~ma is found in the Bhi~ma-parvan in two cantos. Its departure 
from the original is easily found in the absence oE the didactic 
portions. The death of Abhimanyu, Jayadratha and Drot?,a is the 

subject-matter oE the Drot?,a-parvan; similarly the Kart?,a-parvan is 
concerned with the passing away of the great hero KarI].a in the 

I Avati pasya sanakair malayanilo' yam 
Y al liina-niitana-vilola-vana•prasiinal?,/; 

Asroin viyukta-vanita .. jana-tapakliri 
;-(ad Viil).a-VH~i-rasiko vilasaty anangal]./_/, 

Tar:µ vikramar:µ vitanute malayanilo' yam 
Kamasya vira iva mani-patakini~u'J. 

Y ena dvirepha-mukhariis taraval]. sirar:µsi 

Prity eva ka~~ha-vapu~o' pi vikampayanti/l. BBh., 1. VII. 21-~. 

2 
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fi I f h • • l t·ve is to b battle- e d. A short summary o t e ortgtna narra 1 . e 
found in the following three parvans-Salya-parvan, Saupuka-parvan 
and Stri-parvan. The Apad-dharma, Raja-dharma and Mok~a­
dharma have been dealt with in brief in the Santi-parvan. After 
uttering some words of wisdom Bhi~ma passes away in the Anusasana. 
parvan. Dhrtaragra's departure for the forest in Asrama-vasika­
parvan, destructi;n of Dvaraka in the Mau~ala-parvan, YudhiHhira' s 

journey towards heaven with all his brothers in the Mahaprasthanika. 
parvan and the ultimate ascent of Y udhighira to heaven after 
relinquishment of his physical body in the Svargarohai:ia-parvan, have 
all been narrated faithfully in simple language. 

Amaracandra's mode of recounting the main story of the Maha­
bharata by omitting unnecessary elements is to be commended highly. 
From the very beginning, an inclination on his part to leave aside 
various episodes, legends and myths comes to our notice. The 
poet has left out the moral tales in order to avoid the bulkiness of 

his poem. The original character of the two parvans-Santi and 
Anusasana-also has not been kept intact. The episode of the 
Srimad-Bhagauad-gita is conspicuous by its absence. It muse be remem­
bered that all along he wants to give a connected account of the 

story, and from the point of view of story-telling he has achieved 
remarkable success. Moreover, being himself a Jaina, it is quite 
natural on his part to hold discussions on Jaina doctrines at places, 
buc the tendency towards religious edification has not overshadowed 
his poetic sense. Thus the long narrative is allowed to have a 
smooth flow without an d" b. • • •· Y 1stur mg mterrupt1ons. 

2. DRAMA 

Of dramatic compositions, the Veni-sambara of Bhat~a Naraya9a 
and the Bala-bbarata of Rajasekhara des;rve ~onsideration here. 

Ve,:ii-sarr,bara 

Numerous citations from the Veni-samharll of Bha~~a 
Narayar:ia by Yamana and Anandavardhana. lead us to believe that 

the dramatist must have flourished before the eighth century 
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A.D.1 The exact date of the composition of the drama cannot be 

inferred from internal evidence. The title of the poet Mrgarajalak~man 

found in the prelude of the drama is of doubtful significance and 

is not, therefore, helpful in determining the exact age of the poet.s 

Similarly, the hearsay connecting the Brahmar:ia Bha;~a Narayar:ia with 

the fabulous king .Adisiira of Bengal is after all not worth credence, 

and it does not enable us to arrive at any definite conclusion 
regarding the age of the work. Saradatanaya mentions the work 
in his Bbaua-p_rakast,,3:. but nothing is stated there regarding the 
date of its composition. 

Bha~~a Narayal).a 's V etJ"i-sa,rJhara, a drama in six acts, concerns itself 
with an ignominous • occurrence narrated in the Sabha-parvan of the 

Mahabharata. Duryodhana at Sakuni's instigation makes arrange­
ment for a game of dice to be played at Hastinapura with Yudhi~~hira. 
This he does with the motive of appropriating the wealth of the 

Par:i~avas. Yudhi~;hira has a love for the game of dice, and as soon 

as he consents to this play, certain conditions for this gambling are 

promptly settled. Then starts the ominous game of dice in which 
Yudhi~~hira ultimately loses his all-loses himself, his four brothers 
and even his wife Draupadi who is dragged into the court room, 
where Dul}sasana pulls her by the hair, and insults her in the presence 
of all. Dul}sasana does not hesitate to take off her clothes, but is 

unsuccessful in his attempt. Bhima, highly mortified at this sad 

turn of events, promises to drink the blood of Duq.sasana and dress 

up the hair of Draupadi with a hand besmeared with his blood. 

This memorable incident has been dramatised by Bha;;a Naraya,:ia 

with some additions and alterations. Practically, the drama, while 
narrating the episode, recounts the whole story of the Maha-

1 Ye1_1i-sarµhara-V. 26 is quoted in the Knvyalaip.kara-siitra, IV, lll, 28. 
,, ,. -Y:erses I, 2._1 and 111. 31 are quoted in the Dhvanyaloka,. 

II. 9· 
2 Y ad idarµ kaver Mrnarajalak~ma1_10 Bha~;a Naraya1_1asya abhinava-k~tiqi 

Yci:ii-sarµhara-narnakarµ na~akarµ prayoktum udyata vayarn. y_s., Prastavana. 
3 Tatha ca Vel_1i-saP.Jhara~ ~a;-trirpsad-bhii~ai:iojjvalalJ.'J, 

Bhava-prakasa, ~III. 23½ 
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bharata. The title has been rightly chosen, 

retali~tes the wrong done to Draupadi by 
blood-stained hands at the end. oE the drama. 

as Bhima successfully 

combing her hair with 

As a drama the work 

is not of much poetic value, because too many details connected 

with the sub-plots have greatly hampered its dramatic mterest. 

Bha~~a NarayaJ.].a has deviated from the original in certain places; 

but it must be admitted that his originality has not substan­

tially contributed to the excellence oE his drama. The first act 

portrays the revengeful attitude oE angry Bhima, the resentment of 

insulted Draupadi and disappointment of KHr:ia on his failure as an 
emissary. The love episode of Duryodhana and Bhanumati, with 

which opens the second act, is untimely and useless in consideration 
of the impending warfare, and as such is deprecated even by the 
Sanskrit theorists, 1 Bhan urn a ti's ominous dream 1n the second· act and 

its Ear-reaching implication, and the description of the sudden storm 

which is symbolical of the corning turmoil, are additions of the poet. 

In the third act, the episode of Ra.k~asi and her husband wandering in 
the battle-field in search oE human heads, bones and blood, enhances 

the horror of the terrible scene. Here we find a fine scene of sudden 

quarrel between the two Kaurava warriors Asvatthaman and Karr:ia, 

with frequent interruptions from Bhirna standing behind the scene, 

but a further development oE the dramatic possibilities oE the situation 

would have produced a better effect. In act IV we learn of the 

death of Duq.sasana ac:id. the fall oE Duryodhana. The boring recital 

of Karl).a's death by the Kaurava messenger i:et.ards the progress oE 

the drama to some extent. Minor deviations are to be noted in the des­
cription oE the great battle. In act VI the entrance of the Ra.k~asa 

Carvaka, giving an account of the death of Bhima and Arjuna at the 

hand ~E Duryod~ana, arouses temporarily an interest in the whole plot; 
but his bad motive is rapidly detected with the result that the Rak~asa 
courts death at the hand of Nakula. The dreadful Bhima with his 

whole body reddened with blood enters the stage, and fulfils the 

1 Jatha ca yad Ver:iyarp, Duryodhanasy.'.a. ·Bha~umatya saha vipralambho 
tadrse' vasare atyantam anucitam. SD., VI. 141 • 
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promise made by him long ago. The portfon depicting Bhima's 
brutal joy at the fulfilment of his promise is rather ghastly, and makes 
his character unpleasant1 • Similarly, Bhima 's insulting attitude in act 

V to the bereaved DhFtaragra may reveal his revengeful temperament, 
but at the same time it shows a deplorable lack of all sense of decorum 

and etiguette. 
Characterisation in the drama is on the whole satisfactory. 

Duryodhana, Karl).a, Bhima, Arjuna, Yudhi~~hira are all painted in 
their traditional form. Yudhighira' s sober and peaceful attitude has 

nowhere been sacrificed, but the roughness and haughtiness of his 
brothers, specially of Bhima and Arjuna have been over.emphasised. 
Draupadi's feminine tenderness is suppressed by her crude desire 

for revenge. The heroic sentiment mingled with fury and violence 
prevails prominently in the drama; scenes of horror and pathos are not 
rare. The author's strict adherence to the laws of dramaturgy has, 

however, evoked strong criticism. Like Bhavabhuti, his fondness for 

long compounds and difficult words has spoiled the intrinsic value of the 
drama. In spite of all this, the plar. is highly popular to rhetoricians, 
as chey find here ample examples to illustrate the rules of dramaturgy.1 

Anandav_ardhana, Abh~navagupta, the author of the Dasarupaka • and 
others appreciated this drama for its being the store-house of illustra­

tions of, canons of dramaturgy ,2 

Bala-bharata 

Rajasekhara of the I oth century A. D. occupies an important 

position in Sanskrit literature for his versatile genius, which found 

its expression through various forms of literature. Of his dr:amas, the 

Bala-ramaya,:,._a is concerned with the entire story of the Ramayat;1a in 

. I y enakmasi rajiiarµ sadasi n~pasuna tena Dul:isasanena 
Styanany etani tasya sp~sa mama karayol:i pita-se~ar:iy astiiji/, 
Kante ! rajiial:i Kurur:iam api rudhiram ida~ mad gada-curr:iitoror 
Ange~v angqu saktaf!l tava paribhavajasyanalasy,opasanty;ai/ /, 

y_s., VI. 41 

2 Dasariipaka-1. 21. 22, 24. 28; II. 2; VI. I, 20 etc. 
Sahitya-darpar:ia-;y:I. 19, 30, 69, 70, 71, 73, 74; yn. 2 7; IX. 7 etc. 
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ten acts, and the Bala-bharata relates the story of the Mahabharata. 
The former is a complete drama containing a lengthy account of the 

whole story, and as such, his deviation from the original in several 

points displays his dramatic genius; but the latter, being an incomplete 

work consisting of two acts only, does not bear the full marks oE his 

genius. The Vifkambhaka before the first act opens with a short 

conversation between Valmiki and Vyasa. Through Vyasa, the author 

pays glorious tribute to the poetic talent of Lord Valmiki1 and with 

great politeness expresses his desire to begin the drama with the 

incident narrating the entrance of the Pa~9avas in the city of Drupada 

for the svaya,rivara ceremony. Here we find in the first act, a graphic 

description of the svaya,rivara of Draupadi and in the second act 

Yudhi~;bira's loss of kingdom at the game of dice, DraupadI's insult 

at the court and the departure of the Pal).9avas to the forest. The 

work is also known as Praca1J4a-pa,:,.4ava,9 but its unfinished 

character does not at all bear out the significance of the title. 

3. CAMPOKX VY A 

Campukavya5 refers to a type of poetic composition wherein the 

writer employs both prose and verse. There is, however, no hard 

and fast rule regardino- the proportionate use of prose and verse; rather 

it is left to the discrecion of the author to employ them. The mingled 

application of both prose and verse does not entitle it to be 'included 

wi_thin the range of either real prose, or real poetry, as it stands 

midway and can never attain a high literary standard. 

1 Y ogindras chandasal!l dra~~a Ra,mayai:ia•mahakavil:i'/ 
Valmika-janma jayati pracyalJ pracetaso muni~'/ / BB., J. 15 

2 ldar:µ hi tad Bala-bharatal!l yasya hi pracai:i4a-pai:i9avam iti namantaram. 
BB .• Prastavana. 

The colophon too runs thus;_ 

Iti mahakavi-sri-Rajasckhara~krte pracai:i4a•pai:i4aviipara-niimni Bala-bharate 
napke ............ • 

3 Gadya-padyamayi kacic campur ity abhidhiyate. KD., :1 . 31. 
Gadya-padyamayarµ kavyal!l campur ity abhidhiyate._ SD .• ~I. 312. 
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Bharata-campu 

The Campii-~avyas have been composed on the main story of the 

Mahabharata; and of such Campu-kavyas, the Bharata-campu of 
Ananta Bha;~a is the most well known. He has not given us 
a detailed account of the main story, and is highly careful to touch 
upon those side stories as are necessary to maintain the smooth flow 
of his narrative. The poem seeks to relate in twelve Stavakas the 
entire story of the Mahabharata. The first Stavaka gives an account 

of Pai:igu's hunting, his death, birth of the Pa[J.9avas and their child­
hood. The next Stavaka is concerned with Kauravas' hot jealousy at 
the overall progress of the Pa[J.9avas, and their attempt to kill Bhima by 

throwing him into the Ganga. The Jatu-grha-daha, Hi9imba-vadha, 
Baka-vadha, Par:i4avas' arrival at the svayarpuara ceremony of Draupadi 
are also the topics of this portion. The Jatu-grha-daha and Baka-vadha 
are side stories; but the former has been put here to convey the 

feelings of the Kauravas in their true spirit, and the latter demonstrates 
the tremendous power of Bhima to cope with ferocious demons alone. 
Such episodes are dealt with for a vivid depiction of the character of 
the heroes. At places the author is skilful enough in dealing with 
unimportant episodes in one or two verses only, and thus he tries to 
avoid unnecessary bulkiness. In the third Stavaka we find Arjuna's 

attempt to rescue the cows of a BrahmaIJ.a, his tour of sacred places, his 
meeting with Uliipi, Citracigada and Babhruvahana, his marriage with 
Subhadra, his sport in the water of the Kalindi and the burning of the 

Kha[J.gava forest. Thus, the poet has devoted three Stavakas to a 

description of the incidents of the Adi-parvan. Stavaka IV deals with 

the assassination of Jarasandha, the performance of Rajasiiya, the 

death of Sisupala, the game of dice, the Pa[J.9avas' departure for the 
forest and Arjuna's encounter with Mahadeva in the disguise of a 
Kirata. The next Stavaka gives us a description of some 0 £ the 

remaining incidents of the Vana-parvan, namely, the curse of Urva~i. 
the battle with Nibatakavacas, the rescue of Draupadi from the 
hands of Jayadratha, Indra's begging of the ear-rings of Kar.ga, and 
Y ak~a 's attempt to test Y udhinhira. All these are nothing but dry 
accounts for want of appreciable poetic charm and warmth of narra-
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tion. The author is not able to escape from the influence oE wnters 

oE Campii poetry who preceded him, and the prose portion in bis 

work is marked by the use of long sentences loaded with com pounds 

and difficult words; yet there are some passages which may be noted 

for their easy How of words. The author has not, oE course, followed 

everywhere the rule, that prose characterised by Ojas is to be used 

only for the depiction oE the Heroic sentiment. Stavaka VI is devoted 

to the description of the incidents oE the Vira;a-parvan; but the actual 

battle involving the rescue oE the cattle oE king Vira~a forms the 

theme oE the following Stavaka, where the Par:i-4avas' identity is 

gradually disclosed to the king. Stavaka VIII presents KF~r:i-a before 

the readers in the role oE a peace-maker. Herein we find a mother's 

affectionate reluctance to see her valorous son Kart].a fighting against 

her other sons.1 Kr~r:i-a and Kunti both fail to achieve their respective 

mission.11 The incidents of the rest oE the parvans of the Mahabharata 

have been summarised in the remaining four Stavakas. The actual 

warfare and the death of the great warriors occupy the attention of the 

poet in all these Stavakas. In the last Stavaka Y udhi~~hira is shown 

as performing the Rajasiiya sacrifice, and ruling over the kingdom 

in a perfect manner. Thus the conclusion oE the Bharata-campu 

does not agree with the story of the Mahabharata. The subject­

matter oE the Mahaprasthanika and Svargarohar:i-a-parvan has been 
excluded from this work. 

It is worthy oE notice that moral, ethical and legendary sections 

of the Mahabharata have not at all been touched upon in this work. 

This is due to the fact, that the great epic has accepted ungrudgingly 

within its fold the contributions of different writers of different 

ages; but the writers oE works based on the Mahabharata, in later 

2 

J ahihi Raclha-tanayatva-buddhiqi sahaiva Duryodhana-sauhrdena'/ .. 
G~ha9a va9ya saha dharmyaya me sahodaran dharma-tanuja-mukhyan1 /, 

ltivadino Ravi-sutasya manasam 
Na nivartate sma Dhttara~t_:ra-nandanat} 
Api tu svakiya-tanayan mahabhujad 
Anavapya kamam iyam eva kevalam'l/. 

BCm, VIII. 75. 

BCm., ~Ill. 80 
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ages, omitted and altered the accounts to their own advantages in 

order to present a com pact account to the ·readers: This is also the 

case with the writer of the Bhiirata-campii. This work, however, 

does not appeal to us in as much as it lacks the vigour anp grace of 

a forceful composition. le does not evince sound literary taste be­

cause, in accordance with the accepted ideal of such composition, the 

frequent use of unwieldy compounds, elaborate puns·, alliterations and 

other rhetorical devices stand in the way of successful handling of 

the plot. Deficiency of constructive power, lack of originality and 

want of felicity of expression have made the work uninteresting; 

but these defects are common enough in the literary works of the 

age. In those days such mode of presentation, literary mannerism, 

extravagance of diction are glaringly visible mostly in all the Campii­

kavyas. 

4. Y AMAKA AND SLE$A KAVY A 

Mar.y Sanskrit writers displayed their wide command over words 

by freely playing with the language. Their tendency to use the 

figures of speech, Sle~a and Y amaka, has been carried so far in some 

places that the idea, instead of being lucid, has become all the more 

complicated. Their sacrifice of sense to word-plays has diminished 

the value of many poetic compositions; but it must nevertheless 

be admitted that not a few among them have really shown special 

aptitude in this direction. 

Y udbifthira-v,jaya 

The Y udhifihira-vijaya is a Y amaka-kavya by the Kerala poet 

Vasudeva-a contemporary of Kulasekhara Yarman, whose date is 

uncertain, but who probably lived between the first half oE the 10th 

and the first half of the I 2th century. The main story of the 

Mahabharata. beginning from the hunting expedition of king Pai:i4u 
up to Yudhi~~hira's victory over the Kauravas, has been narrated in 

Arya metre in eight Asvasas; and the title of the Yamaka-kavya has 

been chosen to suit the theme. The poet has freely used Yamaka in 

every line, but no laborious effort on his part is noticeable in this 

3 
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direction. It is true that he is eager to exemplify the Yamakas along 
with the narration of the story of the Mahabharata, but his Y amakas, 

being easily intelligible and distinct, have not made his work tiresome 

to readers. Rajanaka Ratnakal).~ha has written a commentary on this 

poem. 
The birth of the Paq.4avas, Jatu-g~ha-daha, the death of Hi9imba 

and Baka demon and the Svaya11wara ceremony of Draupadi form 

the subject-matter of the fost .Asvasa. The capture of Subhadra by 

Arjuna is the incident of the second Asvasa, but to give his work the 

character of a Mahakavya, the poet incidentally brings in descriptions 
of the six seasons, sport in water, sunset, moonrise, drinking of wine 

and sunrise. The eagerness to finish those descriptions one by one 
in a single Asvasa shows the poet's desire for adherence to rules laid 

down in works on theories of Poetry for the composition of a Maha­

kavya; but this, the poet, has done at the cost of checking the smooth 

flow of the narrative. The development of the story is thus a little 

obstructed; but this is also intended to afford some relief to the 

readers kept so long confined to the Mahabharata story. Some 

incidents of the Adi-parvan, some oE the Sabha-parvan and the Vana­

parvan, namely, the burning of the Khaq.9ava forest, Arjuna's attain­

ment 0£ celestial weapons from the fire-god, the performance of 
Rajasuya sacrifice, the game oE dice and the Paq.gava's journey to 

the for~st a~e found in the third .Asvasa of the work. Laudatory 

v~rses m praise oE K~~r:ia in this part are really noteworthy. Quota­

tion. of one such verse to show the poet's commendable ability to 

manipulate difficult schemes of Yamakas in simple language will not 

~e out of place here. No special effort on the part of the reader 
15 necessary to understand the meaning of such verses, although 
adorned with Y amakas.1 

Jaya jagadamoda-rate , , · o- d ·z . . cara9au sara9arp. gato sm1 amo ara te 1 
tyaJa rusam aripurn 1• a - - l . . _d . ... -• • gatarp. prapnu 11 ca1va prasa am anpun1agataml_h 

•O Damodara O · • you interested 
I have taken refuge at your feet. 

1 rv., iii, _107. 

in the merriment of the world, 

Please give up anger for your 
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enenues and thus receive che felicitation of your (Sudarsana) cakra, 

all people and worlds.' 

Dhrtaragra' s sadness on the departure of the Par:i9avas to the 

forest, the inspiring words of Bhima and Draupadi to Yudhighira to 

fight with the enemies, and Arjuna's acquisition of weapons after 

his fight with Mahadeva disguised as a Kirata, have been dealt with 

in the fourth Asvasa. The fifth Asvasa helps the development of the 

main story, and side by side gives an account of many episodic 

stories of the Vana-parvan. Some portions of the Virata-parvan too 

have been covered by chis fifth Asvasa. Bhima's heroic effort to 

bring Saugandhika flowers for Draupadi, Bhima's distressing plight 'in 

the grip of a venomous serpent, the rescue of Duryodhana from the 

hands of the Gandharvas, Dharma's role in the guise of a Yak~a, 
the Pa99avas' residence in the city of Virata and the death of 

Kicaka-all those incidents have been briefly gone through in the 

fifth .Asvasa. The rest of the incidents of the Vira~a-parvan, that 

is, the seizure of cattle and their rescue by Arjuna, and Abhimanyu's 

marriao-e with Uttara are found in the Sixth Asvasa. Of course, from :::, 

this very part we come to know that the clouds of imminent war 

hang fearfully in the horizon. The next two Asvasas are concerned 
with the description of the battle, in which the god of death takes 

away the lives of the main warriors one by one. The concluding 

verse of the poem clearly explains the title of this work, and refers to 

Yudhi~~hira's coronation on the throne of Hastinapura.! 

Sukhena naga-sahvaye pure vasan sabha-rata}:i/J 

rarak~a ga.tp Puriirava}:i pureva san sa bharatal:i / J.. 

•Yudhi~~hira, the descendant of Bharata, lived happily in the city 

of Hastinapura and seated in his assembly-hall, protected the world 
like Puriiravas of olden days' 

To establish the appropriateness of the title, the poet depicts 

Yudhi~thira as an administrator intent on securing the welfare of his 

subjects. In the concluding portion the poet has not followed the 

1 YY ., viii, 105. 
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original, as he has not mentioned anything about Yudhi~~hira•~ depar­

ture for heaven after making Parik~it the king. 
The contents of the Asvasas given above show chat the poet has 

left out many legends, moral stories and dry-as-dust discussions on 

law and politics, which, strictly speaking, have nothing to do with 

the narrative of the main story. Like Amaracandra Suri of the 

Ba/a-bharata, here too the poet bas not made any attempt to touch 

upon the heterogeneous elements of the Great Epic. 

Rag hava-pa1J<Javiya 
In the Raghaua-pa,:uJ,aviya, Kaviraja whose real name was 

Madhava Bhat~a, and who Aourished under Kadamba KamaJeva of 

JayantapurI (x 182-87 A.D.), narrates the stories oE the Ramaya1Ja 
and the Mahabharata at the same time with the help of Sle~a. 

Such a narration is a difficult task indeed, but the poet with great 

patience and cleverness has achieved notable success in this sphere. 

Such double narration is possible owing to different meanings of 

Sanskrit words and diverse ways of breaking up the members of 

compounds. Kaviraja was certain that the innate excellence of 

Sanskrit vocabulary would help him to express his imageries in brief 

punning phrases. Kaviraja's other work-the Parijata-harat;ia, though 

fine, has not attained a celebrity as wide as his Raghava-pat;it}aviya, 
for he is best known to us as the author of the Raghava-pat;it}aviya. 
He has simply narrated the story of the Pal).9avas with his eyes fixed 
specially upon the use of double entendre. This deliberate motive, 

of course, has not allowed him to maintain all along the lucidity and 

melody of verses; still his wonderful success among those, who tried 
their genius in this direction, has led many to place him on the same 

footing with Ba~a and Subandhu. Kaviraja himself holds a similar 

opinion and does not hesitate to express it emphatically in canto• I of 
his work.1 

In the selection of subject-matter, the work bears closer affinity to 
the Yudhi~thira-vijaya of Vasudeva. It opens with the hunting 

Subandh~r Ba9abha~~as ca Kaviraja iti trayal}/_ 

Vakrokt1-marga-nipu1~as caturtho vidyate na va/ / RP., I. 4 1 • 
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expedition of king Pa99u, and closes with the coronation of 

Yudhi~;hira as the legitimate king of Hastinapura. In the first canto 
the poet gives a short account of Pa9gu's hunting, the birth of the 
Pary.9avas and their education, the assassination of Hi<Jimba and Baka 

demons by Bhima. Draupadi's marriage with the Pa99avas and 
Arjuna's attainment of Subhadra as wife are described in Canto II. 
The next Canto is concerned chiefly with the incidents of the Sabha­
parvan-the performance of Rajasiiya sacrifice, the death of Sisupala, 
the game of dice, Yudhi~;hira's defeat, the Pa99avas' departure from 
Hastinapura and the slaying of Kirmira. In Canto IV we find a 
description of Arjuna's acquisition of divine weapons and his fight 
with the Nibatakavacas. Canto V relates the rescue of Bhima from 
the grip of the serpent Nahu~a, Draupadi's deliverance from the cruel 
clutches of Jayadratha, Yudhi~;hira's conversation with Yak~a, the 
Pai:i<Javas' arrival in the:: capital of Vira~a and the death of Kicaka. 

This canto concludes with a short description of the autumn and rainy 

seasons. The following Canto narrates Arjuna's fight with the 
Kauravas for the rescue of Vira;a's cattle and Abhimanyu's marriage 
with Uttara. With the failure of Kr~r:ia's embassy described in che 

7 th Canto, t~e frightful ~ar that takes ~oll of precious human lives, 
mainly occupies the attention of the poet in the succeeding five cantos 
(8-i z ). Military activities are brought to an end with the death of 

Duryodhana in canto XIII. The work thm concludes with the 
crowning of Yudhi~;hira on the throne of Hastinapura, 

Several illustrations demonstrating his skill in the application of 

the figure Sle~a are being shown here. The assassination of Ta9aka 
and Hi<Jimba is described thus1 : -

Vi~ame~u-praharartarp. tarp. k~tva patato drutam/, 

sa Hi9imbasya sakalair apu~9at pisitasinag/'/; 

;By striking her quickly with fierce arrows Rama surely fed chc 
birds living on flesh with the pieces of her body.' (Ramaya~a). 

•By making her (Hi9imba) lovesick, Bhima fed the creatures living 

1 RP .• i. 84 
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on Resh with the pieces of Hic;limba who arrived there quickly, 

and was killed. (Mahabharata). 

The following verse depicts Sita and Draupadi shining in full 

glory after the termination of the period of their affiiction. 1 

Patyu}:t pratijfiar9ava-langhanena sakaiicuka saiicica-caru-ve9i / 

analpa-santapa-hutasa-madhyad vini}:ts~ta rajavadhur vireje// 

•Sita, the daughter-in-law of the royal dynasty, came out of fire 

burning brightly with her full dress and lovely braid of hair, and 

looked charming, as her husband was able to cross the ocean of pro-
mise. (Ramayara). 

•DraupadI, the daughter-in-law of the royal dynasty, as she came 

out of the fire of extreme affiiction, shone highly with her dress and 

lovely braid of hair, for her husband Bhima was able to cross the 
ocean of promise.' (Mahabharata). 

In spice of his best efforts to maintain clearness of diction, the poet 

has failed to achieve the object on account of his strong fascination 

for laboured artificiality in the use of the figure of speech Sle~a. It 

is highly difficult to understand the meaning of verses in some places 

without the help of a commentary. Such restricted motive must have 

obviously cramped the poet's ability. The same theme has, however, 

been better treated in the Y udhi!thira-vijaya, although there the poet 
has freely employed Yamakas throughout the poem. 

A similar attempt was made by Dhanaiijaya in his poem Raghava­

-pa?qav"iya. Such works of twofold application are descriptively called 

Dvisandhana-kavyas. Dhanafijaya, also known as Srutakirti Traivid ya, is 

the son of _Vasudeva and Sridevi. The probable date of composition of 

thep~e~isbetween 1123 and 1140 A.D. With homage toVyasa, 

Valmiki and Da9~in he begins telling the stories of the Mahabharata 

and Ramayara in I 8 cantos with a free and fluent use of double 

entendre. The use of treble-entendre is to be found in Cidambara's 

Raghava-parqava-yadaviya2 or Kathatrayi, wherein in three cantos the 

1 RP., xiii. 24 

2 Descriptive cat. Madras Govt. Orient, M'iS library, xx, P. 78 2 9 f; 
also P. P. S. Sastri, Tanjore Catalogue, VI, P. 2700. 
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tales of the Ramaya,:za, the Mahabharata and the Bhagavata have been 

described in the same strain. Many other books oE this type were 

also composed, but due in all probability to their literary worthless­
ness, they have not been printed. 

The story oE the Mahabharata was also utilised by Div5.kara in 

his Lak,FatJ,adarsa for illustrating the rules oE Par:iini's grammar. 



CHAPTER II 

Works on the Episodes of the Mahabharata 

I. KAVYA 

Later Sanskrit poets wrote Mahakavyas in smct conformity with 

the rules laid down in books on theories of Poetry. The rhetoricians 

were very particular in framing rules regarding the composition of 

Mahakavyas, Rupakas, prose romances and other types of poetic works. 

So far as the conception of the Mahakavya is concerned, we find the 

earliest definition in Dar:i4in' s Kavyadarsa. 1 It is stated in this defini­

tion that the plot of a metrical composition, deserving the title oE a 

Mahakavya, must be chosen from the stories of ltihasas (viz, the 

Ramayal}a and the Mahabharata), or from some real occurrence. Poets 

generally tried to observe all the conditions laid down in standard 

works on poetics, but some went so far as to sacrifice naturalness to a 

strict pursuit oE the rules. Lee us now refer to such compostt1ons 

which have relation to the story of the Mahabharata. 

I( iratarju ni ya 

In a discussion of epic poems based on some portions of the mam 

srory of the Mahabharata, the name of the Kiratarjuniya stands fore­

most. The Kiratarjuniya of Bbaravi belongs to the group of Brhattrayi; 

~arga-bandho mahakavyam ucyate tasya lak~a9am/ 
Asir namaskriya Vastu-nirdeso vapi tan mukham/:; 
ltihasa-kathodbhiitam itarad va sadasrayam/, 
Caturvarga-phalopetarp caturodatta-nayakam// 

Na garar9ava-sailartu-candrarkodaya-var9anail?, / 

U dyana-salila-kri9a-m adh u-pana-ra totsavail?, / / 
Vipralambhair v· -h ·, k - d .h/ 1va a1s ca umaro aya-varr.iana1 . 
Mantra-duta-prayaq.aji-nayakabhyudayair api/ / 
Alamkrtam asamk • hi - . / • . • . . ~1ptarµ rasa- 1ava-nirantaram /. 
Sargair anat~-vistirq.ai):i sravya-v;ttai):i susandbibhi}:i/ / 

Sarvatra bhmna-v;ttan tair upetarp loka-raiijakam / 

Kavyarµ kalpantara-sthayi jayeta sadalarpk;ti/ /, KO., I. 1 4-9 
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the other two being Sisup.ila-vadba and Nai[,tdba-carit,z. In all these 

three famous works are narrated elaborately the stories of the Maha­
bharata, whereas Laghutrayi, which refers to Raghu-va1risa, K11mara­

sambhava and Megba-diita, has no obvious connection with the Great 

Epic of India. Only the Kumifra-sambbava refers to the Mahi~asura 

myth of the Vana-parvan. 

• On account of excessive shyness and desire to remain obscure, 

Sanskrit writers in most cases did not give much information regarding 

their personaJ history. Such is the case with Bbaravi, the author of 

the Kiratarjun'iya. The Ai hole Inscription of Pulakesin II of 634 A.O., 

in which Bharavi has been mentioned along with Kalidasa, gives us 

the lower terminus to his date. 1 From this source which bears eloquent 

testimony to Bharavi's fome, we can draw the conclusion that he 
Aourished in the sixth century A.D. 

The very name Kiratiirjun'iya accot·ds well with the plot of the 

work, namely, the struggle between Siva in the disguise of a Kira.ta 

and A1·juna. The poet found ample materials in the Mahabharata for 
writing his epic. The original story narrated in the Vana-parvan runs 
thus. 2 Defeated in the game of dice, Yudhi~~hira with his brothers 
and wife comes to Uvaitavana for passing the period oE twelve years' 
exile there. They are thus prevented from enjoying the pleasures of 

royal life. Instead they have to pass their days in awful misery in that 

lonely forest. Bhima and Draupadi oEten manifest their annoyance at 

this distressing turn of event. With a view to removing indifference oE 

Yudhi~~hira and rousing him to activity against his adversaries, they 

make fiery speeches. In the opinion oE D1·aupadi, they should, as K~a­
triyas, spare no pains to take up arms against the wicked sons oE Dhrt­

ara~~ra for the recovery oE their lost kingdom and removal of miseries 
that beset their life. Unperturbed by reverses oE fortune Yudhi~~hira 
judges the whole situation with utter sobriety and coolness, and dis­

suades ~hima from taking a wrong step that may endanger their life all 

I Yenayoji nave'sma-sthiram artha-vidhau vivekina jinavesma/, 
Sa vijayatarµ Rabi-kil"til} kavitasrita-kaliclasa-bharavi-kirti~/ /, 

2 MBH., III. J1.5-42 

4 
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the more. With their present resources, a strong enemy like Duryod. 

hana cannot be conquered, on the contrary the chance of recovering their 

lost position will recede further. So at this critical juncture nothing 

should be done precipitately. Just at the time when they have bee11 

discussing the issue, the great sage Vyasa appears on the scene With 

the intention of initiating Yudhighira into the mysteries of a Mantra 

known as Pratismrti. He expresses satisfaction at the appropriate 

decision of Yudhi~rhira not to hght his enemies without large-scale pre­

parations. He duly instructs Yudlii~rhira to impart this powerful know. 

ledge known as Pratismrti to Arjuna, who after acquiring.divine power 

will surely win victory for them. This knowledge of Pratismrti will 

highly strengthen the mental faculties of Arjuna, who will soon attain 

the special favour of Indra by practising severe austerities. Gradually 

Arjuna will be instructed by Indra to propitiate Siva, through whose 

grace he will acquire celestial weapons, and thereby bring about the 

downfall of the enemies. Yudhi~~hira is further advised to remove himself 

to some other forest for safety. In the Ka my aka forest Arjuna learns 

from Yl1dhighira that mysterious knowledge, and according to the advice 

of his elder brother he, swift as thought, proceeds to Indrakila moun. 

tain for practising penance. There he finds an old Brahmai:ia standing 

at tbe foot of a tree. In spite of the l3rahmai:ia 's repeated attempts to 

deter him from the path of penance by mentioning the possible dangers 

on that mountain, Arjuna expresses his strong determination to carry on 

his purpose undaunted. Highly pleased at the resolute stand of Arjuna, 

the Brahmal)a throws off his disguise and reveals his form to Arjuna. He 

is no other than Indra, the lord of the gods. Arjuna's strong devotion to 

him actuates Indra to disclose to him the real path of success, and the 

necessity of Siva-worship is pointed out to him. Then Arjuna 

starts practising severe austerities for acquiring the favour of Siva. 

Other ascetics living on that mountain for a long time are greatly 

perturbed at this bold determination of Arjuna and communicate 

this matter to Siva. Thereupon Siva in the disguise of a Kirata, 

accompanied by goddess Uma dressed as a Kirata woman, goes to 

Indrakila mountain to test Arjuna's sincerity. At that time a demon, 

Muka by name. is about to attack Arjuna in the form of a boar. 
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The latter noticing the intention of the ferocious animal strikes him 

with an arrow. The boar is, however, at the same time pierced with 

another arrow thrown by Siva. Thus doubly attacked the boar lies 

lifeless on the ground. Both Siva and Arjuna want to take Eull 

credit for putting an end to the life of the boar and reproach each 

other for unnecessary intervention. An altercation follows, and 

after an exchange of words they begin throwing powerful missiles 
against each other. With great devotion Arjuna remembers his 

desired deity, and places wreaths on the Sivali11ga which was nearby. 

To his utter surprise he finds that the garlands placed on the Linga 

are on the neck of the Kira.ta. At the realisation of his blunder he 

is overwhelmed with emotion as well as devotion, and lies prostrate 

at the feet of Mahadeva. Highly satisfied at the intense devotion 
oE Arjuna, Mahadeva gives him the knowledge of the use oE a divine 

weapon known as Pasupata and vanishes. Indra then taking Arjuna 

to heaven gives him countless celestial weapons. There he is also 

favoured by other gods with powerful weapons. Then Arjuna goes 

back to his brothers and wife after a long absence of five years. On 

the Gandhamadana hill he is accorded a cordial reception by his 

brothers and wife. 
This main story oE the Mahabharata with slight modifications 

is dealt with in ornate language in Bharavi's well-knit poetic com­

position, the Kiratarjuniya, in eighteen cantos. The main deviations 

are oE minor character and cne original story, therefore, has not been 

too wuch distorted, but the method of presentation is unique indeed. 

A variation from the original has been introduced in the very begin­

ning of the poem. For collecting valuable information relating to 

the administrative policies of his enemy and genernl condition of the 

subjects, the banished prince Yudhighira asks a clever forester to act 

as a spy for him. Contrary to the epic, Bharavi does not take his 
hero co the Kamyaka forest from Dvaitavana, perhaps with the idea 

that no useful purpose will be served by a change of forest residence. 
Unnecessary intervention of superhuman beings in human affairs 

has been done away with as far as possible in this poem. The 
natural resentment of Bhima and Draupadi at the miserable plight of 
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the princes driven out of their legitimate dominion gives the poet 

opportunity for introducing and discussing various subtle policies of 

statecraft. Although made in difficult language and in the mode of 

conversation of Yudhighira with Bhima and Drnupadi in canto II, 

Bharavi's discussions on statecraft bespeak his wonderful power of 

writing in a style full of vigour .1 

Mostly all the characters of Bharavi act and speak like human 

beings. Yudbi~~hira possesses the cool brain, rational judgment and 

farsightedness of a statesman. As such he prevents Bhima from 

yielding to emotions and following a line of action that will endanger 

their position in the near future. Here the great sage Vyasa himself 

imparts the great Mantra to Arjuna, and at his instance a Yak~a 

carries Arjuna to the Indrakila mountain in canto III. Bharavi' s 

detailed descriptions of the surrounding regions of the Himalayas, 

the Indrakila mountain and the autumn season in the following two 

cantos, though of a digressive nature, have added to the literary value 

of the poem on account of rich pictorial effects. 2 Bharavi's deep love 

for nature is obviously reflected in all these descriptive accounts. 

Heavenly nymphs have been brought to the scene of penance to 

deter Arjuna from his goal with their amorous devices, but they go 

back unsuccessful and astonished at the extra-ordinarily firm demean­

our of the hero. The last part of the story too has been slightly 

changed. Perturbed by the severe austerities of Arjuna, Siva with a 

large number of followers comes to test him. In the battle that 

ensues after an exchange of hot words betwecu Arjuna and Siva's 

messenger regarding the arrow, that cuts short the life of the demon 

1 K~aya-yuktam api svabhavajarp. dadhata1p dhama siva111 samtddhayc/, 

PraI].amanty anapayam utthitaf!1 pratipac canclram iva praja m;pam/ / 
Prabhaval:i khalu ko~a-daI].c_layol:i ktta-paficanga-vininpyo nay a lf/ 
Sa vidheya-pade~u <lak~ataq1 niyatirp. loka ivanurudhyate'/ / 

Abhimanavato manasvinal:i priyam uccail:i pad am aruruk~atal; / 
Vinipata-nivartana-k~ama111 matam alamvanam a,tmapauru~am/ /. 

KAr., II. 11-3. 
2 Bhujaga-rajasitena nabhal:i-srita kanaka-raji-virajita-sanuna/, 

Samuditarp nicaycna tagitvatirp. laghayata sarad-ambuda-sarphatim//J 

KAr .. Y. 4. 
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Muka, all the followers oE Siva suffer a terrible defeat 3t Arjuna's 

hand. Then in a Jirect fight between Siva and Arjuna, the latter 

is about to throw the god on the ground when Siva throws off his 

disguise, and in delighted mood favours him with the special gift oE 

a divine weapon. 

Bharavi has acquired renown for his vigorous thought couched 

in a difficult language, and for lofty eloquence in expression rarely 

met with in Sanskrit Literature. • Bhiiraver artba-ga11ravam' has 

become a by-word. The great commentator Mallinatha compares 

Bharavi's composition to a cocoanut fruit having a soft kernel within 

a hard exterior. 1 On account of his acquaintance with the chief 

requisites oE a perfect style oE composition, the poet delineated the 

heroic sentiment with the subordinate sentiment of anger in a style, 

displaying the special characteristics of the so called Gau9i Riti. A 

large number oE maxims Eull of moral and general lessons has enriched 

his work. The influence of Kalidasa on Bharavi can be traced in 

the graphic description of the Himalayas; but the poet's individual 

mode of picturing scenes of nature does not permit a reader to attach 

too much importance to that influence. His cultivated expression, 

polished phrases. touchi~g. and elegant verses enhance the literary 
value oE the poem. Cnt1cs speak highly of the composition of 

Bharavi for its forcefulness wherein lies the real appeal of his poetry. 

le is true that we do not find in him the lyric touch and superb 

grace of Kali'dasa's poetry, still he has received wide recognition for 

his refined ideas and thoughtful expressions. 

In determining Bharavi's place in Sanskrit poetry we cannot 

overlook the blemishes oE his composition. Owing to unending use 

of figures and other verbal complexities, specially in canto XV describ­

ing a battle, where the play on words has been unnecessarily carried 

to an absurd excess, the merciless torturing of language makes us 

prone to underrate the value oE his work. 2 But it must be re-

1 Narikela-phala-sammita1µ_ vaco BhiiravelJ sapadi tad vibhajyate/ 
Svadayantu rasa-garbha-mrbharaiµ saram asya rasika yathcpsitam/ / . 6 

__ .. _ _ _ . _ . (Comm. Ghai:itapatha. IS. J) 
2 Devakanuukavade vah1kasvasvakal11vaf 

Kakarebhabharekaka nisvabhavyavyabh.asvanil/, KAr .• XV. 25 
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membered that it was difficult, iE not impossible for him, to escape 

from the inHuence oE bis age when undue importance was attached 
to rhetorical embellishment and verbal jugglery. Such verbal anifi­

cialities involving the sacrifice oE sense to sound found favour with 

the writers oE the day; and as such this literary tendency is responsible 

for the laboured diction oE the Kiratarjun'iya in some places. The 
mfluence oE Bharavi's Kiratarjun'iya is clearly discernible in the poetry 

oE Magha who used his talent with greater interest in verbal tricks. 

s isupa la-vad ha 

The quotations from Magha by Vamana and Anandavardhana1 

during the 8th and 9th century A.O. lead us to believe that the poet 
must have flourished some time before the 8th century A. D. Magha 
has thrown some light on his personal life through five verses just at 

the end oE his work Sisupala-vadha. The name oE his father is 

Dattaka Sarvasraya and his grandfather Suprabha deva was a minister 

oE a king. Urged by a strong desire to acquire reputation as a poet,2 

he composed this work with great care, and a critical analysis oE the 

work shows that his attempt to display his poetic ability turned 
fruitful. 

The Sisupala-vadha oE Magha is based .on an episode of the 
Sabha-parvan oE the Mahabbarata, 3 In order to celebrate the victory 

over king Jarasandha of Magadha and win recognition as the sove­

reign ruler of the country, Yudhi~~hira makes arrangements for the 

1 Dhvanyaloka, ed. KSS, 1940. 2nd Udc!yota, p. 272=SV., V. 26 and 

III. 53• 
Kavyala111kara, V. I. JO, V. 2. JO=SV., I. 12, 15 ; V. I. 13=X. 21 ; 

IV. 3. 8=XIV. 14. 
Mukulabha;;a in his Abhidha-vttti-mattka (ed. NSP. Bombay 1916, p. 11) 

similarly quotes SV. lll. 33 anonymously. 

2 Sri-sabcla-1·amy11-krta-sal"ga-samapti-lak~ma 

3 

Lak~mi-pates Cal"ita-kirtana-caru M agha):i / 
T asyatmaja):i sukavi-kirti-durasayadal:i, 

Kavya111 vyadhatta Sisupala-vadhabhidharJam/·/ 

MBH., II. 30-42 
sv .. xx. 84. 
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performance of a Rajasiiya sacrifice. Ac the end of the sacrifice, the 

invited guests are requested to receive gifts of honour. Yudhighira 

is advised by Bhi~ma to offer the first gift to Kr~l)a, but Sisupala, 

king of Cedi, cannot tolerate the idea that Kr~i:ia will win the distinc­

tion of receiving this first giEr. He bitterly objects to chis proposal, 

and at once starts denouncing Kr~l)a and Bhi~ma. He narrates the 

past activities of Kr~i.:,.a as highly questionable, and asks all the kings 

present there to offer strong resistance to the carrying out of Bhi~ma's 
proposal. Ac last with other kings he decides to create serious 

disturbance in that sacrificial place. On account of his insolent 

behaviour, he incurs the displeasure oE Kr~i.:,.a who has bitter hatred 

for Sasupala. Now this exchange of words adds fuel to the flame. 

KHr:ia 's anger reaches its climax, and without the slightest hesitation 
he makes up his mind to put an end to the life of Sisupala. 

The haughty Sisupala foils a victim to death in no time. 

With this theme Magha composed in twenty cantos a poem 

which gained wide popularity among his successors. Magha intro­

duces no major changes in his poetic composition. Instead he wants 

to embellish his work by lengthy description of the erotic sentiment 
at places. The simple story of the epic has been made the theme 
of an extensive Mahakavya because 0£ the descriptive power of the 

poet, who emulates Bharavi in as many ways as possible. An 

adequate comparison between the Sisupala-vadha and the Kiratarj,miya 

exhibits distinctly the points of imitation. Here in the first canto, a 

departure from the original is reflected in Narada' s arrival at 

the house of Vasudeva for delivering the message of Indra relating 

to the destruction of Sisupala; and the incident bears close resem­

blance to forester'~ visit to Y udhi~~hira with which commences Bharavi 's 
poem. A desire for discussing policies of statecraft is too strong 

for Magha to resist; so in the second canto, in the council of war an 

elaborate attempt is made for politi_cal discussions, in which Balarama 

and Uddhava _ take part.': A similar discourse takes place in canto 

I Gu~anam ayathatathyad artharµ viplavayanti ye/ 
Amatya-vyaiijana rajfiarµ du~yas te satru-sarµjiiitalJ/ / 
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second of the Kiratarjuniya where Bh"ima requests Yudhighira to take 

up arms against his enemies. The importance of the story clement 

1s now dropped aside, and the poet to his utmost satisfaction 

indulges in digression, like Bharavi, practically over nine cantos 

(IV-Xll). In the third canto he brings in a full description of 

the ocean, in the vicinity oE which is visible the affluent city of 

Dvaraka; and for proving his metrical ingenuity, he completes the 

description of the mountain Raivataka in canto IV by employing 

twenty-four different metres. The lovely graces of the six seasons, 

the amorous sport of the Yac.lavas with beautiful women, the calm 

and quiet atmosphere of the evening, the sunrise, the spectacular 

Jamuna with her ever glistening water have all received their due 

share of description in this work of the poet. The plot proceeds 

slowly because of the poet's strong desire to use his power oi: descrip­

tion whenever he gets a chance for it. The motive of narrating the 

journey of Kf~r:ia to lndraprastha in these cantos is treated as lightly 

as possible, as the attention of the poet centres round elaborate descrip­

t10ns. Siva is the favourite deity of Bharavi who, of course, has not 

written verses in his eulogy; but Magha does not miss a chance oE 

adding laudatory verses composed in honour of Kr~r:ia in canto four­

t'.::en. 1 These verses are noteworthy for the dignified charm they 

convey. The last three cantos are devoted to the description of the 

d·ceadEul battle that occurs between Sisupala and KH1:,.a. For want of 

actual experience, the poet's description of battle is not as vivid as it 
ought to be. 

Magha's deliberate intention to emulate Bbaravi has prevented 

Sva-sakty upacaye kecit parasya vyasane' pare/, 

Yanam ahus tad asinam. tvam utthapayati dvayam/ /, 

sv ., 11. 56-5 7 
1 Martya•m_atram avadi<lbarad bhavan mainam anamita-daity;a-danavam/J 

Am.sa e~a pnatativartino vedhasaq, prati-janam., k~ta-sthitcl}/./4 
Dhyeyam ekam apathe sthita~ dhiyal), stutyam uttamam atita-vak­

palbam/, 
Am:manti yam upasyam adarad dura-vartinam ativa yoginal}/./ 

SV. .. XIY:. 59-60 



CHAPTER TWO 33 

him fro!n displaying originality. It is not true that he does not 

possess poetic ability of a high order; occasional flashes of polished 

diction, elegant description, richness of fancy indicate his superior 

poetic powers, but his stroog desire to model his poem on the line of 

Bharavi has hampered the free and fine play of these powers. In his 

attempt to retouch the ideas already dealt with by his predecessors 

in a novel manner, he has surely attained success in some places. His 

laborious effort to compose Slokas in the form of a sword, or a lotus, 

or a wheel, has marred the beauty of his poem due to inexplicability 

of these compositions. 1 His knowledge of rhetoric, poetics, grammar, 

lexicon and metre has been over-exhibited in the poem. His skill to 

use freely different metres cannot escape our notice. Despite some 

defects and mannerisms which he inherits from Bharavi, we cannot 

but appreciate the poet for his skill in turning a small episode into 

the plot of a widely appreciated epic poem. That the supporters of 

Magha expressed their appreciation in laudatory verses, confirms the 

fact that his successors showed a gradual tendency to favour the 

growth of artificial poetry. 

N ara-narayar,:iananda 

This is a poem 111 sixteen ca mos by Vastu pal a, also known as 

Vasantapala, the minister of king Viradhavala of Dholka. The author, 

who flourished in the thirteenth century, was well known for his 

lib.era\ views, spirit of tolerance and other manifold qualities of head 

and heart. He acquired great renown as a minister, warrior and 

philanthropist. As a famous patron of learning, he encouraged many 

poets and writers for enriching Sanskrit Literature. Glorious tribute 

has been paid to his outstanding personality by Somesvara in his 

Kirti-kaumudi, Arisiipha in his Sukrta-sank'irtana and his name is 

mentioned with due respect in the Prabandha-cintama,:ii and Catur­

vi,psati-pr.cbandha. He got his poetic name Vasantapala from Harihara, 

I 

5 

Sakarananarakasa 

Kayasadadasayaka /. 
Rasahavavahasara 

Nadavadadavadan:itf SY,, XIX. 2.7. 
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Somesvara and other poets and this is confirmed by his own verse in 
the sixteenth canto.1 The colophon too at the end of each canto 

bears this poetic name.2 

In the Nara-narayatJananda, the poet touches upon the intimate 

friendship oE Arjuna with K;~l).a and the abduction oE Subhadra by 

Arjuna. The subject-matter is very small, yet the work has attained 

big dimension by charming poetic descriptions. The first nine cantos 

mainly give lengthy descriptions oE kings, assembly-hall, the union of 

Nara with Narayal).a, seasons, the rise of the sun and the moon, 

drinking of wine, palaces and the plucking of flowers. The story 
proceeds at snail's pace through such ornamental descriptiuns and in 

the tenth canto Arjuna is given the opportunity of seeing Subha<lra. 
TweHth canto describes the abduction of Subhadra and in the fifteenth 

canto their wedding ceremony is celebrated with due formalities. The 
mode of narration characterised by imaginative touches and graceful 
style would indeed elicit praise from all readers. Mag ha' s influence 

·~s obvi~usly traceable in this composition in many points. Descriptive 

1magenes, easy flow oE language and melodious verses have mainly 

enhanced th_e literary value of this poem. The poet is fortunate 

enough to ":'m _recognition as the godson oE Sarasvati and he himself 

has used tlus tttle in his work with great pride. 3 

II. DRAMA 

Sanskrit literature ·1s \1"1ghly r· l • d • t ns Due 1c 1 m ramat1c compost 10 • 
arrangements were frequently made on different occasions for the 
staging of Sanskrit dramas. Learned people derived great satisfaction 

not only from recitals oE notable poems, but also from different dra-

1 Khyatam pra v -1 • • . . . pa asantapa a ltl yo namadvitiyam muda/ 
V1dva<lbh1h par"1k l • H ·h , - • • VI 8 • . , _ : , a p1tal!1 an ara-sn-somasarmadibhtl?,/ / NN.,X • 3 

2 l~1 s~1-guqaresvara-mahamatya-sri-vasantapala-
v1rac1 te N ara-n-ar-ay - d - • a1_1anan a-namni mahakavye 
pura n~~a:var~ano nama prathamal} sargalJ. NN .. Colophon, I 

3 Nara-narayananando 11 -am l d d- "d ., • a 1:.an o mu amt am 
T ene ten a mahakav y- d - d yaf:!1. ag ev1- harma-siinuna/ /NN .• XYl. 40 

The work appears to hav b AD e een composed between 1220 and 12 30 • • 
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ma tic performances. The stage manager, the assistant of the stage 

manager, actors, actresses spared no pains to make the staging of a 

drama successful by all means. They considered their efforts fruitEul 

only when a dramatic performance won the appreciation of the learned 

audience. 1 

While writing dramas, dramatists were particularly careful about 

selection of plots, art of presentation, characterisation and delineation 

of sentiment. While defining Na~aka, Visvanatha has stated 

•Nataka,ri, khyata-vrttayti syat' .2 The subject-matter of the drama 

must be well known; although provision for invented plots too has 

been made for other types of the Rupakas. Without the slightest 

hesitation the dramatists, therefore, borrowed freely the themes of 

their composition from the two epics, the PuraI)as and the Brhatkatha 

of Gu9adhya. Here we discuss the influence of the Mahabharata 
on Sanskrit Literature from the point of subject-matter, and concentrate 

out attention on the dramas connected either with the main story of 

the Mahabharata, or with the subsidiary legends which, through the 

clever handling of rhapsodists, gradually crept into the heroic epic 

of India. 

Dramas ascribed to Bhiisa 3 

The discovery of the thirteen plays ascribed to Bhasa has greatly 

enhanced the value of Sanskrit dramatic literature. Of course, there 

is a difference of opinion with regard to the authorship of these 

plays, but we need not enter into those controversies here. We 

A parito~ad viclu~a1p na sadhu manyc prayoga-vijfianam/, 

Balavacl api silqitanam atmany apratyayaip ceta't). /'f AS., I. 2 

z SD., VI. 6. 

3 All the dramas are ed. in TSS. 191 i.-15 by T. Ganapati Sastri, These 
plays are available together in Bhasa-nataka-cakra or Plays ascribed to Bhasa, 

published by C.R. Devadhar, Poona 1937. Translation into English in two 
volumes by W. C. Woolncr and L. Sarup, Oxford University Press. 1930-3 1 • 

A. D. Pusalker bas made a critical analysis of all these plays in his book 
"Bhasa, a Study.'' For a bibliographical note see S. K. De. Hist. of 5kt. 
Lit., p. 1 oz, vol. I, eel, I 94 7. 
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must discuss only those plays which are directly concerned with the 
Mahabharata. In the dramas, Duta-vakya, Dru-bhanga, Kar1Ja-bhara, 

Duta-gha~otkaca, Madhyama-vyayoga and Paficarat1a, the author has 
drawn his plot from tne Mahabharata. All these works are, however, 

good illustrations of different types of dramatic compositions and 

therefore create an impression that they were written at an age when 
scholarly taste favoured the composition of different forms of dramas. 

Duta-vakya 

The Drama Duta-vakya mainly deals with the part played by 
Kf~l}-a in the Udyoga-parvan of the Mahabharata as a messenger of 
the Paq.cJavas to king Duryodhana.1 When all arrangements for 
warfare are ready, Duryodhana holds a council of war for the purpose 
of selecting a general to lead the Kaurava forces in the battle­

field; and the decision of the council is in favour of the veteran 

Bhi~ma. At that time the arrival of a messenger from the Paq.c;lavas 
is reported in that council chambi::r. Duryodhana, on learning of 

KHq.a's arrival as an emissary, is greatly displeased and expresses his 

unwillingness to see him. When Kf~J)a enters the room, all the 

notable persons present there rise up to pay their due respect, but 

Duryodhana in utter confusion falls from the throne. Requested by 

KHq.a to give back the legitimate share of the Pa\19avas, he laughs 
at the idea and utters insulting words to Kr~1.1a. In the midst of a 
wordy duel, Duryodhana orders the arrest of Krsna on the spot, but 
that is not carried out by his followers. • 0Highly enraged at this 

Duryodbana himself tries to enchain him but his efforts are of little 
avail, as Krsna .a ld • ' · h" b l f . • • • ssumes a wor -wade form. Los111g ts a ance o 
nund at that criti l • · · · ·1 S d ' ca Juncture, Krsna urges hts chief m1ss1 e u arsana 
to annihilate tbe wh l K .. • • • · l · d 

f h. 0 e aurava race; but he 1s 1mmed1ate y remrn ed 
o ts great pur E k"ll" . 
b d pose o I mg all the sinners for lessenmg the 
ur en of the earth All h" . . , 

d • • ts missiles led by Sudarsana gradually 
1sappear and Krsna l h" · 

I l "· • w 1.ose anger subsides fully, makes up 1s mind 
to eave t 1e place a l 

d s ear y as possible. Dhrtara~~ra appears on the 
scene and uly honours Krsn 

. ~. a. 
J. MBH-, V, -~22-9 
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The dramatist has made successfully some deviation from the 

original. The whole assembly in the drama consists of the main 

heroes 0£ the Kauravas; no mention is made of other heroes of 

different tribes that take part in the warfare. The whole Kuru 

assembly consisting of astute statesmen is fully dominated by the 

main actor Duryodhana, who steps to and fro haughtily, and expresses 

his determination to extirpate the Pai::i9avas. In the epic Bhi~ma, 

Drol)a, Vidura and even spirited Gandhari try in vain repeatedly to 

induce Duryodhana to agree to K~~I).a's proposal; but 1n the play 

Duryodhana does all the talking in an imperious tone, and all present 

hear him spell-bound without uttering a single word. The method 

adopted by the dramatist to exhibit Duryodhana' s disregard for KHI).a 

has some novelty in it. Duryodhana's single~minded attention to the 

picture, wherein is painted vividly the insulting position of Draupadi 

in the court, is made prominent for the purpose of dishonouring 

KHI).a on his arrival. With the picture in his hand Duryodhana 

utters joyfully : 1 

E~a khalu Draupadi 

Dul:isasana-paramn~a sambhramocfulla-locana/ 
Rahu-vakcrantara-gata candra-lekheva sobhate./ / 

'Here stands Draupadi who, touched by Du}:isasana with her eyes 

expanded due to £ear, looks like the digit of the moon in the jaws of 

Ra.bu.' 
The dialogue in the epic is lengthy and monotonous, but in the 

drama it is intere~ting and at the same time reveals the special traits 

of the character of KHI).a and Duryodhana. It has given the drama­

tist a good chance for characterisation. Duryodhana' s wickedness is 

depicted in glaring terms in the epic, but in the drama he is repre­

sented as an astute statesman, a brave warrior and a king conscious 

of his duties.I! The whole burden of administration has devolved 

1 DY., I. 7 

2 DuryodhanaJ::i-Bho duta ! na janati bhavan rajya-vyavaharam­
Rajya1·p nama n~patmajail.1 sah,;dayair jitva ripun bhujyate 
[f al Joke na tu yacyate na tu punar dinaya va diyate/ 
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upon him, as no importance has been given to Dhrtara~~ra as a king 
in the drama. Duryodhana's instruction to his followers not to hon­

our Kr~l)a and his subsequent reproach to his chamberlain for describ­

ing KH.Q.a as Puru~ottama by such words as :-"Kit?J kit?J Kat:Jsa­

bhrtyab Damodaras tava Purufottamal}, sa Gopalas tava Purufottamab.1 

"What is it? Do you regard Damodara, the servant oE Karµsa as 

best of men? Is thaL cowherd your best _of men?' -bring his animo­

sity for Kr~q.a to the full view of readers. The divinity of Kr~r:ia 

has been fully emphasised, as he has been all along identified with 

Vasudeva, Narayaq.a, Vi~r:iu and Tridasadhyak~a. Duryodhana's 

haughty and contemptible remarks retard the prospect of an amicable 

settlement and actuate Kr~q.a to appear in his universal form. The 

author's originality in bringing the weapons oE Kr~r:ia has no charm 

in it, as no useful dramatic purpose is served by the introduction oE 

different weapons. The speedy arrival of Sudarsana and its disappear­

ance with all other missiles without appreciable development oE the 

plot can hardly be harmonised with the situation, where both Duryo­

dhana and Kr~r:ia strongly wish for each other's destruction. AEter 

Duryodhana's exit, Kr~r:ia converses with the discus, and when he is 

about to leave. the place, the old king appears there to stop him. We 
would have got here a better dramatic finish, had Vasudeva uttered 

aEter Duryodhana's departure from the stage-"! too must go back 

to the Pa99avas' camp,'' and the old king's feeble voice entreating 

Vasudeva not to leave the stage was heard behind the scenes. 

Tl~is one-act drama which is a Vyayoga, would have been more 

attractive and better completed iE the poet did not seek to compress 

the_ episode too much, A dramatic composition must be full of 

action; me~e speeches are not enough. The theme is short, still it 
has dramatic poss1·b1"l1"t•1es h" h ·E I d l d 111ust l1ave w tc , 1 proper y eve ope , 
enabled the dramatist t b • h" • • ll l o rtng ts gen ms mto Eu p ay. 

Kanksa cen nrpatitvam - • - I -1 / • • aptum actrat {Urvantu tc sa 1asa1p 
svairam va pravisantu ,_ "bl • • , - - , / / • santa-matt ur 1ugarp samayasramam 

DV., I. 24 

x DV., I. P· 443 
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Um-bhanga 

The Oru-bhanga, which is an instance oE Utsrgikanka, is a fine 

dramatic composition. The notable incident oE the club-fight1 between 

Duryodhana and Bhima, resulting in the smashing of the thigh of 
the former, has heen c.leverly dealt with in this drama. The whole 

b:ittle-field of Kuruk~etra is a scene oE scattered corpses and copious 
bloodshed. Jackals and vultures move about in great glee, for they 

do not always get an occasion like this when food and drink are 

available in such abundant measure. On one side of the battle-field, 

Bhima and Duryodhana struggle long to gain supremacy over each 
other in the presence of Vyasa, Vidura, Balarama and Kr~i:i.1. Though 

bulky and oE superior physical strength, Bhima is first overpowered 

by Duryodhana to the utter consternation of the supporters of the 
Pal)4avas in that club-fight. Duryodhana, however~ expresses his 

desire to spare the life of Bhima, who is now encouraged by Kr~9a 

to adopt some secret trick. Taking heart again, Bhima with a thunder­

ing sound engages himself in fighting against Duryodhana, and in a 

few moments he hurls his mace at the thigh of the enemy, thereby 
striking him fatally. With his broken thigh Duryodhana falls on 
the ground, helpless and ~ejected. _ Bhima then, elated at his success, 
leaves the spot on the advice of Vyasa who readily proceeds to heaven. 

Greatly enraged at the unexpected fall of his di!iciple, Balarama 
expresses his desire to kill Bhima, but it is Duryodhana, his beloved 

pupil, who requests ~1im not t~ ~ranslate his thought into action by 

pointing out that thts f~teful ~nctdent has occurred according to the will 
of KHl)a; and that he 1s deceived not by Bhima but by KHi:ia, and as 

such, no fruitful purpose will be served by killing Bbima. Then 

Dhrtara~;ra, Gandhari and Duryodhana's son Durjaya are introduced 

to tbe audience. The ~arents' lamentations at the passing away of 

their last son are touchmg and heart-rending. Duryodhana's con­
versation with his little son bespeaks his paternal affection. The 
hero on death-bed forbids all present to shed tears for him, for 

all along he has fought undaunted to keep up the dignity and 

I MBH .. IX 
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prestige of his own dynasty. Asvathaman now makes a vow to kill the 

Pa99avas at an early date and crown Durjaya as an emperor. 

Some comments must be made on the construction of the play 

whieh contains sixty-six verses in one act a!one. In the very beginni11g 

of the drama, the dramatist, by a full description of the battle-field 

on the eighteenth day of the great war, has not done justice to the 

real theme of the play, as that really hinders the commencement of 

the main plot. For his strict adherence to the dramatic convention 

forbidding direct presentation of a fight on the stage, the poet favours 

an indirect mode of narration in the first part of the play• The 

whole description of battle, battle-field and club-fight is given in the 

introductory scene (Vifkambhaka) by three soldiers who recite verses 

111 turn. A direct description of the club~fight would have produced 

a better dramatic effect. Several innovations of the p0et have heigh­

tened the value of this dramatic composition. Perfect delineation of 

the heroic sentiment coupled with the sentiment oE pathos has paved 

the path for the unique success of this drama. Strictly speaking, 

this drama is a tragedy wherein Duryodhana' s death has been treated 

differently ftom the epic. A vivid picture of the change of mind of 

Duryodhana bears eloquent testimony to the excellence of the human 

el_ement in tl~e great hero. With a pious resignation Duryodhana 
dissuades all lus well-wishers from avenging the wrong done to him 

by Bhima. In the epic revengeful Duryodhana, exceedingly satisfied 

at the news of night-raid on the Pa99ava camp, breathes his last; 

but in the drama, Duryodhana becomes too much accommodating, 
for he seeks to pacify angry Balarama : 1 

Prat?1a~asite Bhime gate bhrat~-~ate divam / 

may1 ca1vaq-i gate Ramal vigrahal} kiq-i kari~yati / /. 

•O Balarama, Bbima has fulfilled his promise, my hundred 

brothers have gone to heaven and I too have fallen thus, so what 
purpose will be served now by war?' 

In order to make the tragic scene all th · Db 
e more poignant, rta~ 

rastra Gandhari, queens of D di d · • • 
• • , uryo 1ana an Duqaya are brought on 

1 OB., I. 33 
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the battle-field. In the epic, however, they hear the news of his defeat 

and death in the far-off capital of Hastinapura. The poet has 

narrated the conversation of Duryodhana with his parents and dear 

son in a highly touching language. With his thighs broken, 

Duryodhana at the sight of his son intent on sitting on his lap utters 

in intense grief: 1 

H~daya-priti-janano yo me netrotsaval), svayamh 

so'ya~ kala-viparyasac candro vahnitvam agatal:,i/ / 

•This crescent moon, who was a source oE pleasure to my heart 

and the very festival to my eyes, has turned into a blazing fire by 

change of circumstances.' 

The poet has brought Balarama on the scene to have some scope 

for describing his wrath as well as to bring out some inner traits of 

Duryodhana's character. Bbima is encouraged by Arjuna to strike 

Duryodhana on the thigh in the epic, but here that is done by KHI}a. 

The reference to Durjaya's coronation is an invention of the poet.2 

Kar,:za-bhara 

In this one-act play Kar,:za-bhara which is a Vyayoga, generosity 
and magnanimity of Kan:,ia are shown in glowing terms. The drama­

tist foreshadows the coming danger through the words of a royal 

officer just before the entrance of Karr:,ia and Salya on the stage. Then 

spectators are introduced to Karr:,ia, who entrusted with the sole respon­

sibility of leading the Kaurava forces in the warfield prepares himself 

for the dreadful fight ahead, and proceeds with Salya to the battle­

field. He grows dejected thinking that he will be compelled to use 

his weapons against the Par:,i1avas who are his brothers. While pro­

ceeding with Salya, he tells him the story9 of acquiring proficiency 

in the use of arms from Parasurama without disclosing his identity to 
the sage. Once the cold blood flowing from his wound made by a 

1 OB., I. 43 
2 Piq-vikrama-dayadye rajye bhuja-balarjite/, 

Vinabhi~ekalil raja cvalil viproktair vacanair bhava// 

3 MBH., XII. 3 

6 

UB., I. 65 
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worm in the forest disturbed the sleep of his preceptor fast asleep on 

his lap. When his preceptor got up and came to know oE his real 

identity, he cursed him with the words that Karq.a's knowledge oE 

weapons would not stand him in good stead in times oE danger. This 

thought mortifies him greatly. On his way to the battle-field he is 

encountered by a Brahmar:i.a arriving there with the motive of asking 

for the natural armour of Karq.a. In spite of the warning note of 

Salya, Karr:i.a is kind enough to fulfil the desire of the Brahmar:i.a who 

is no other than Indra in disguise. Indra, however, confers on him a 

weapon named Vimala through an angel. Then Karr:i.a hastens to the 

battle-field with Salya. This well-known incident is found in the 

Vana-parvan of the Mahabharata. 1 

The epic story has been here much simplified in a dramatic form. 

In the epic, Indra comes in the disguise of a Brahmar:i.a to have 

KarQa's armour as a gift for facilitating his destruction in the hand of 

Arjuna when the Par:i.4avas have been living in the forest. To make 

his destruction more pathetic the dramatist has, however, brought 

Indra for the same purpose on KarQa's way to the battle-field. Noble 

traits of Kar9a's character have been distinctly brought to light, as 

the dramatist has made Salya less interfering in the matter of making 

a gift to a Brahma.l).a. KarQa himself expresses the desire of giving 

everything he possesses to a BrahmaQa including his ear-ring and 

armour, and that gives the suppliant a good opportunity to have the 

desired things without disclosing his real motive. A true idea of 

Karr:i.a' s glorious character can be formed from the following verse2 

Sik~a k~ayarµ gacchati kala-paryayat 

Subaddha-miila nipatanti pad a pal~/ 
jalarp. jalasthana-gatarµ c~ su~yati 

hutarµ ca dattarµ ca tathaiva ti~;hati / /, 

•Learning diminishes in course of time, trees with roots struck 

deep in the ground fall down, even water in reservoirs dries up; but 

what is given as oblation to fire and as charity lasts forever.' 

I MBH .• III. 284-94 
2 KB., I. 22 
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In the epic the sun-god, appearing in a dream before Karr:ia, for­

bids him not to give his armour and ear-ring to Indra if he comes in 

the guise of a Bralunal)a. Finding Karry a' s reluctance to tarnish his 

renown as a charitable man, he advises him to demand from Indra 

the unfailing lance in return. In the play Karr:ia forgets to demand 

it from Indra, and when an angel sent by Indra makes his appearance 

before him to give the invincible spear to him, he accepts it unwillin­

gly. Kari:ia of the play is all along more pious and noble than the 

Kari:ia of the epic. 

Diita-ghatotkaca 

In the Duta-ghafotkaca, Bhima's son Ghatotkaca is sent to king 

Dhrtara~tra with the message of Kr~r:ia. When Arjuna is heavily 
engaged in fight with the Saqisapcakas, his son Abhimanyu is brutally 

murdered by Jayadratha and others. Highly distressed at the news 

of Abhimanyu's death, Dhrtara~tra requests Gandhari to go to the 

bank of the Ga11.gii for oA:ering funeral oblations to their sons, who, 

he anticipates, would soon fall victim to death for their gross miscon­

duct and cruel persecution of the innocent. Duryodhana, Sakuni and 
Dul~sasana, overjoyed at the death of Abhimanyu, go to pay respect 
to their father who, however, cannot bless them whole-heartedly. In 
the meantime Ghatotkaca enters, and informs Dhrtarastra of the dread-. . .. 
ful messacre of Krsna which intimates to him the imminent death of 

b • • • 

his sons. Dhrtara~tra shows great restraint even when Kr~r:ia's message 

is reported to him, and his words bespeak his respect to Kr~rya; but 

ochers present there laugh at the messenger and use insulting language 

about KHrya. Duryodhana wanes co spare Ghatotkaca as he is an 

envoy,1 but Ghatotkaca expresses his desire of fighting them single­

handed. Timely intervention of Dhrtara~tra avoids an undesirable 

s1tuat1on. On being asked by the envoy for a reply, Ouryodhana 

says chat he will give an appropriate reply with his arrows in che 

battle-field. Ghatotkaca too, reminding them of the dreadful vow of 
Arjuna, leaves the place in hot haste. 

I Dutal~ khalu bhavan 12rapto na tva 1"!1 yuddhartham agata~ / 

G~bitva gaccha sandcsa111 na vaya111 diita-ghataka}:i/ / DG., I. 48 
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The dramatist's desire to maintain the epic mood and status of 

all characters is clearly discernible. Dh!tara~tra' s respectful attitude 

to Kw:ia, Duryodhana's insolent stand in all situations and disregard 

for K!~l)a, Sakuni's proneness for Aattering Duryodhana have all been 

touched upon ; but the incident dwelt upon in this one-act drama is 

not serious enough for perfect characterisation. Gha;otkaca' s outspoken 

remarks1 as a messenger in some verses reveal the frankness of his 

character. The idea of Ghatotkaca's embassy, totally unknown in 

the epic, is an original one; but the incidwt lacking in dramatic 

action and vigour has not afforded the dramatist a good chance for 

successful dramatisation. The poet's natural fondness for tragic 

death and sarcastic remarks2 has been satisfied by the s1tuat1on 

he wants to develop with the help of this incident; but strictly 

speaking, the confinement of a dramatic situation to some taunting 

remarks only does not make it at all appealing to spectators, whose 

interest can be kept up solely by a harmonious blending of words and 

action. Ingenuity in the manipulation of the plot and invention of 

the incident counts much in estimating a playwright's greatness, but 

in this literary composition Gha;otkaca's embassy, though original, 
has no noteworthy dramatic value in it. 

Madhyama-vyayoga 

In the Madhyama-vyayoga the poet has dramatised a· story of his 

own invention and brought in several epic characters. While roaming 

in the forest, a Brahma9a with his wife and three sons .is greatly 

frightened by the hot pursuit of the demon-faced Gha;otkaca, 

accustomed to taking a man everyday for the meal of his hungry 

I Na tu jatu-grhc suptan bhratrn dabanti nisacarah 

Sirasi na tatha bhratul~ patni~ sp;santi nisacaral; / 

Na ca suta-vadhaip. sa111khye karturp. smaranti nisacaral:i 

Vikrta-vapu~o'py ugracara ghrr.ia ua tu varjita/ / DG., I. 47 
2 Dhrta~a~~ral)-Aho hasyall kbalu tapasvi Karr.iaJ.:,. 

Sakum}:i -Y adi syad vakya-rnatrer.i<l nirjiteyaip. vasundharaf 

Yakye vakye yadi bhavet sarva-kptra-vadhal:i k,;tal:i'/ /. 

DG., I. 44 
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mother. At that time the Par:i9avas have been living m that forest, 

but on that very day they had gone elsewhere; only Bhima is taking 

exercise in the midst of the forest. At that critical hour the Brahmai:ia 

is engrossed with the thought of speedy deliverance from the cruel 

clutches of the demon Gha;otkaca who, in spite of his general respect 

for BrahmatJas, is compelled to request one of the Brahmar:ias to follow 

him for his mother's meal, as no other man is available on that day. 

At last ic is decided chat the second son (111.adhyama) would follow 

the night-ranger. Gha;otkaca, however, allows ll1adhyama to drink 

from a nearby lake, but growing impatient at his delay calls him at 

the top of his voice as 11 /l-iadhyama'', "Madhyama." Thereupon 

Bhima, chinking that he is being called by the name of 11Madhyama", 
approaches Gha;otkaca. On his arrival the Brahmar:ia entreats Bhima 

to save the life of his son. Bhima, full of compassion, promises to 

protect his son. On Gha;otkaca's refusal to set free the boy, Bhima 

agrees to follow him for the meal of his mother. Gha~otkaca first 

tries his best to carry Bbima by force, but he fails miserably in his 

attempt to do so. Then Bhima follows him of his own accord, and 

the highly satisfied Brahmar:ia leaves the place. Hi4imba, recognising 

her husband, orders her son to show due respect co his father. The 
title '1v1adhyama-vyayoga' is an appropriate one as it clarifies che story 

element and at the same time explains the nature of this dramatic 

compos1t1on. 
In che epic Bhima is said to have married the female demon 

HicJimba, and Gha~otkaca is the issue of that union. In the drama 

Bhima fights with Gha~otkaca without knowing chat he is his own 

son, but chis motif of a father meeting and fighting his own son 

unawares is not an original one. The story of the Brahmar:ia and 
three sons is not connected in the epic with Bhima and Hidimba 
legend. Sunaq.sepa Akhyana of the Aitareya Brahmana1 must. have 

considerably influenced our poet in adjusting this Brah~al)a story with 

che epic tale. With a little more extension at lease over another act, 

the situation could have been developed more perfectly. The 

I AB., XXXIII. 1-6. 
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dramatist's originality lies in the proper selection of the situation f~r 
inserting chis well-known story in che midst of an epic tale, but his 

tendency co confine Mahabharata plays to the narrow limit of a 

single ace curbs his dramatic power and hinders the spontaneous 

development of the subject-matter. 

P aficariitra 

The Ramayar;ia plays ascribed to Bhasa are much bigger in extent, 
but of the Mahabharata plays, only che Paficaratra extends to three 

acts. In it the poet seeks to dramatise the battle of the exiled 
PaQ9avas with the Kurus in connection with the cattle-raid-an 

incident selected from the Virata-parvan.1 It illustrates some important 
characteristics of Samavakara. 

The drama Paficaratra is so called because the preceptor Dro9a 

has to bring to light the whereabouts of the Pa99avas within five 
nights, so that they may get their legitimate share of the kingdom. 

This condition9 is made by Sak uni and supported by Duryodhana 

himself in the presence of Drol)a who insists on his returning che due 

share of the kingdom to the PaQ9avas. This ingenious title, there­
fore, throws a flood of light on the actual theme of the play as well 

as refers to the original conception of the dramatise. A summary of 

the play will clarify how he seeks to introduce notable new elements 
on a large scale. 

After successful completion of a sacrifice Duryodhana pays 
respect to his superiors who bless him in their cum. When the kings 
invited in the sacrifice are being introduced co Duryodhana one by 

one, Abhimanyu too is brought before him, but the malicious Sakuni 

places in front Sahadeva, the son of Jarasandha; so the latter receives 
Duryodhana's blessings. Casting his glance on that vast assemblage 

of kings, Duryodhana does not find king Vira~a there, so he suspects 
some duplicity on the king's part. Finding tears in the eyes of his 

preceptor at the titne of paying dak~iQa, Duryodhana promises to pay 

I MBH., IV. 24-62 

2 Yadi pancaratre.r:ia Pai:ic}.avanaqi prav!ttir upanetavya, rajy,asyardhaqi 
pradasyati kila. PR., p. 386 
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any thing his preceptor wants, whereupon Drol).a gets a golden oppor­

tunity to ask for the legitimate share of the kingdom for the Pa99avas. 

Duryodhana is prevented from fulfilling his promise by Sakuni, who 

suggests, that Duryodhana will agree to part with half of his kingdom 

provided the preceptor Drot~a is able to bring the news of the Pai:i9a­

vas within five nights. After accepting this challenge Dro9a consults 

Bhi~ma for bringing to light the whereabouts of the Pal).9avas as early 

as possible. A message sent by king Vira;a explaining his inability 

to attend the sacrifice due to the destruction of one hundred Kicakas 

by some unknown person gives Drol).a some clue in regard to the 

secret activities of tht Pal).9avas. Bhi~ma with Drol).a and other 

leading Kauravas marches towards the Vira;a capital for a cattle-raid. 

King Vira;a, feeling uneasy at this sudden invasion, confers with 

several persons, but meanwhile the prince with Brhannala-Arjuna 

in disguise, sets out to resist the Kauravas. King Vira;a is highly 

jubilant on learning of the grand success of his sons in repulsing the 

fierce attack of the Kauravas. Abhimanyu, fighting on side of the 

Kauravas, is defeated and brought in front of king Vira~a who does 

not hesitate to honour the hero properly. Prince Uttara then dis­
closes the identity of the Pai:i4avas. Being requested by Virap to 
accept Uttara, Arjuna agrees to accept her as the bride for his son. 

Then au invitation to all the Kaurav:ls to attend the wedding cere­

mony through Uttara is immediately sent. The Kauravas, however, 

are then making arrangements for the release of Abhimanyu. That 

the Pal).9avas have surely assisted Vira;a in routing the Kaurava 

forces becomes gradually obvious, and this fact: is further corro­

borated by an arrow marked with the name of Arjuna. The arrival 

of U ttara clarifies the whole position. Droi:ia, who approaches 
Duryodhana for the fulfilment of his promise, is highly happy as 

the latter agrees to give the PaJ?.cJavas their due share of the kingdom, 
In the epic, the chief motive of the cattle-raid is to divulge the 

secret existence of the Pal).9avas in the capital of Vira;a, so that their 

whole plan of living incognito at the end of the thirteenth year may be 
foiled. Duryodhana's evil motive and hostility for Virap find full 
expression through his large-scale arrangement for the warfare. J"he 
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character oE Duryodhana as depicted in th epic does never permit us 
to come to the conclusion that he would promise to give the Pal).c_lavas 

half the kingdom. In the drama, the incident oE the cattle-raid has 
been simplified and described in a quite different setting. It gives 

Drol:}a an opportunity to gather information about the Pal).c_lavas within 

five nights. In all his plays based on the story of the Mahabharata 

except Duta-ghatotkaca, the poet is all along making a persistent effort 
to delineate the character of Duryodhana in a manner quite different 

from that of the epic. In the drama Duta-vakya, however, Duryod­
hana's disregard Eer Kr~J:}a is folly shown, but the author has brought 
to light other commendable traits oE his character at the same time. 
The dramatist has really succeeded in emphasising the magnanimity 
oE Duryodhana's character in the Pancaratra. Duryodhana is not 
depicted as wicked and malicious, but he is soEt-hearted, considerate 

and respectful.1 His sympathetic behaviour to Abhimanyu cannot 
escape our attention. Kar[].a's highmindedness and Sakuni's villainy 
too have been portrayed in true colours. The sacrifice performed by 

Duryodhana, Abhimanyu taking the side of the Kauravas and his 

capture by Bhima, Duryodhana's promise to give back half kingdom 
to Drol:}a, the simple rustic life oE shepherds, the conversation 
of Bhima, Abhimanyu and Brhannala, the very idea of Droq.a's 
promise-these are the new elements added to the kernel of the epic 
story. The title oE the play is well selected as it refers to Drol).a' s 
promise to bring the news of the Pa[].gavas within five nights. No 
such intention on DroI].a's part is found in the epic. By a happy 

conclusion with the utterance of Duryodhana at the end of the play;9 

Va9arµ dattarµ rajyarµ Pa99avebhyo yatha-puram'IJ 
mrte' pi hi naral?, sarve satye ti~~hanti ti~~hati/'/J 

•Yes, I have given the kingdom to the Pa9gavas as it existed previously 

Persons clinging to truth are remembered even after their death.' 

I r e~:il!l rajya-pradanartham anttal!l kathyate yadi / 
Rajyasyardhal!l pradasyami yavad dme Yudhi~;hireI/. 

PR:., Ill. 21 

2 Pl~ .. iii. 25. 
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the dramatist removes the possibility oE the terrible battle which is 

the central point of the 1\1.ababbiirata. The poet has displayed his 

dexterity in composing one-character play like the Kar,;ia-bhara, but 

here he has touched upon many characters with the same efficiency. 

S1-1bbadra-dha11afijaya 

For discussion of other plays suitable for this section, we now 

have to turn our eyes centuries forward. Attempt similar to that 

ascribed to Bhasa was made at a far later age by Kulasekhara Varman, 

the Kerala prince, who is believed to have lived between the first halE 
oE the 1 oth and first half oE the 12th century. He was inspired to 

write the drama Subhadra-dhanafijaya dealing with the elopement oE 
Subhadra with Arjuna. This love-theme of course is the mainspring 

of inspiration to other writers too. Madhava Bha~~a, in his Subhadra­
hara7Ja, has skilEully handled the same plot in one act without senti­

mental descriptions, and without any attempt to sacrifice the interest 

oE the theme to an exaggerated love of diction. Kulasekhara V ;1rman, 

however, in five lengthy acts has complicated the main issue by the 

introduction oE the marvellous elements at every step. So far as the 
handling oE the plot is concerned, chis drama shares the same defects 
with the T apati-sarr,vara,:ia, the other known work of the same 
playwright. The original story, as narrated in the Adi-parvan oE the 
Mahabharata, ~ will be recounted in c,ur discussion on Madhava 

Bha~~a•s Subhadra-hara,:ia; Kulasekhara Varman's innovations and 
deviations are treated here briefly. 

In the first act, Subhadra's rescue by Al'juna from the cruel 

clutches of the demon Alambu~a, appointed by Duryodhana to bring 
the beautiful lady to him, gives the dramatist a good chance of evoking 
erotic sentiment in the hero and the heroine. A similar incident of 
UrvasI's deliverance from the wicked demon Kesin at the hand of 
king Puriiravas flashes before our mind's eye, as we read the first act 
oE the Subhadra-dhanaiijaya. Kalidasa's inHuence in both the dramas 
oE Kulasekhara Varman is clearly noticeable on such points. In the 

.1 MBH., I. 210-3 

7. 
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T apati-sarruara7Ja, the ear-ring found on a slab of stone by the clown 
makes the king Sarµvarar:ia think of the owner and its marvellous 

effects are shown frequently to enhance the supernatural atmosphere 

of the drama. Here a similar purpose is served by the valuable 

wrapper of Subhadra set with jewels. 
Arjuna on his arrival as a traveller in the city of Dvaraka is 

cordially received bv Sankaqa9a and Vasudeva. Subhadra too pays 

her due reverence to this traveller but fails to recognise him as Arjuna. 

The dramatist with a view to increasing the dramatic interest of the 

plot, has created confusion in Subhadra' s mind regarding her passionate 

love for three persons-Arjuna, her saviour from the hands of Alambu~a 

and the traveller. Her mental uneasiness reaches its climax just prior 
to her decision to court death to ward off sins resulting from her love 

for three persons-the inevitable moment which the Sanskrit dramatist 

seeks to make the hero appear before his disappointed lady-love. 
Arjuna's appearance on the scene removes the mental confusion of 

the heroine, who, without the consent of Vasudeva, expresses her re­

fusal to consent to the Gandharva form of marriage. Mahendra and 

Madhava remembered by Arjuna in that critical situation at once arrive 
there, and make all arrangements for the celebration of their wedding 

ceremony. Balarama's natural outburst of anger at the abduction of 

Subhadra has its inevitable culmination in his encounter with Arjuna, 

but it subsides after the intervention of Vasudeva. Balarama' s calm 
and quiet attitud · f 11 · l . e to prevent lus followers from o owmg a 1asty step 
to pumsh Ar1• ui f d . · · I • • 6 • 

. 1a, as oun 111 the ongma , 1s conspicuous y its 
absence 111 the d · , · 1· · 

. rama. In the last act, the dramatist s me mation to 
complicate the fi l . 

. . . na union by showing the attempt of the hero to com-
mit smctde aEte h • E h" b l d • "f . r earing a rumour about the death o ts e ave , 1s 
marn est 1n ct1• d - M h" ·1 -• . ts rama. In the T apati-sarruara,:ia, o 1111 <a s 
appear~nce in disguise before Rambha , and the king satisfies the 
dramatist's tend . . • · b · l 

_ ency to create an mtricate situation ; ut in t 1c 
Subhadra-dhananja h d K- - -

. _ya, t at role has been played by god ess atyayan1, 
of course with a cliff • · · S bl d -- erent motive. The goddess, dehverrng u 1a ra 
from the hands of the R-1 · · t h . a qasa Alambu~a trymg agam to cap ure er, 
appears before Aquna in the disguise of Draupadi receiving the new 
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bride, and Arjuna's confusion runs high. The environment regains 

its natural warmth only when the goddess explains clearly the part 

played by her in this affair. 

Kulasekhara Yarman uses amply in both the dramas conventional 

devices without appreciable dramatic success. Such conventional con­

structions without the flash of true dramatic imagination can never 

satisfy a sahrdaya. At places difficult prose runs side by side with 

similar verses, No attempt is made to produce a fine sound effect 

by a delicate adjustment of word and sense, • with the inevitable result 

that the artificiality and tediousness of Sanskrit plays have here be­

come too much prominent. The dramatist's delineation of the heroic 

and erotic sentiments is also uninteresting to a degree. The frame­

work of the story is very .simple, but the dull and uninteresting leng­

thening of the plot has diminished the warmth and dramatic foterest 
of the work. 

Nirbhaya-bhtma 

The Nirbhaya-bhima, a Vyayoga in one act, gives a short account 

of Bhima's heroic encounter with the Baka demon. The Jaina .Acarya 
Hemacandra's pupil Ramacandra Suri1, who lived in the time of 

Kumarapala and Ajayapala ( 1143-75 A. D. ). and is believed to 
have been the writer of one hundred works, takes into account the 

dramatic possibilities of the plot and recounts it in simple language in 

this work. Dhanafijaya's heroic exploits have been dwelc upon in 

several works ; here the author gets a chance of bringing Bhima's 
valour to the forefront. 

The incident of Baka' s annihilation at the hands of Bhima is 

narrated in the Adi-parvan of the Mahabharat~.<A During the Par:i4a­
vas' stay with Kunti in the house of a Brahmat).a as guests in the city 

of Ekaca kra, they come to learn that the citizens pass their days in 
anxiety as Baka, a demon, demands one human being from among 

1 Ramacandra in the prologue speaks of himself-Srimad adirya• 
sri-Hemacandra-si~yasya prabandha-sata-kartur mahakave!). Ramacandrasya 
bhuyarµsalJ prabandalJ ........... ' 

2 MBH., I. 1 45-52. 
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them as his daily food. Now when the turn of the Brahmar:i,a comes, 

he makes up his mind to sacrifice his own life and not to send any 

other member of the family, but he is prevented from doing so by his 

wiEe and young daughter. When Kunti listens to their conversation, 

she proposes to send one of her sons to the wicked demon in spite of 

the opposition oE the Brahmar:i,a. Coming to know of his mother's 

good intention, Yudhighira too supports her proposal. Then Bhima 

with a huge quantity of food goes to the abode of the demon, who 

seeing Bhima eating the food meant for him in his very presence, gets 

infuriated and makes several unsuccessful attempts to strike Bhima 

with uprooted trees. Bhima ultimately kills the demon and this brings 
great relief_ to th~ inhabitants of the city. 

There is a slight difference from the original in the handling of 
th~ plot. Kunti, so prominent in the original, has been left out of 
this dramatic com • • D · b b pos1t1on. raupadi instead has een rought, 
although her weddi - - h k . ng ceremony 1s mentioned to ave ta en place 
sometime after th l • - · • 1 I b . . e s aymg oE Baka 1n the or1gma . n the very 

hegmnmg of this work, Bhima enters the stage with Draupadi showing 
er the charmi1 • d 

B k 1g regions of the forest. From an -atten ant of the 
a a demon Bhim . f . . .. 

. ' a comes to know of his ne anous act1v1t1es and 
utters with extre d • 

b d me sa ness- 'asarano' yam jiva-lokab'. •There is 
no o y to help the I f . •. ' • . . 
ag d h peop e o this region. Piteous lamentations of the 

e mot er and w. E E h 
the B k d 1 c O t e wretched man ready to offer himself to 

a a emon cause tr . . . • . 
him to l h £ s ong ag1tat1on 111 Bhima s nund, and force 

ma <.e t e ollowi d l : 
ng ec arauon worthy of a hero: 1: 

Trastam tratum s d . 
Skandhastham • : -~ti: ~a saho yady ahaiµ ga~abandbal~ 
Raksovaks h • gra. 1 a-lahtau dhik tad etau bhujau me/ 

• .a sapad1 gad -
Vyaktam : , . aya cen na saiµciir-9-ayami 

-. v1sva-tr1taya • • - - . 
·VIJayi na!ti Bhimas tadanim'/ /, 

·Oh young lady h . 
Protect your frigl ' P JSicalJy strong that I am, if I am not able to 

1tened self laced . 
energetic and sturd l P on my shoulder, fie upon these 

Y lands of mine. IE I cannot break into pieces 

_.i NB., I, 9 
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the chest oE the demon at once with my mace, ic is then clear that 

Bhima, the conqueror of the three woclds, is no more ajive.' 
Bhima does not pay any heed to the words of Draupadi who is 

intent on preventing him from slaying the Baka demon, and expresses 

his strong determination to protect the unfortunate victim from the 

cruel clutches oE the demon. Bhima's actual struggle with the demon 

has not been directly dealt with; the author only gives an idea of 

Bhima's uncommon power through the statements of Yudhi~~hira, 

Arjuna, Nakula and Sahadeva, which were made to console 

the highly upset Draupadi. The stubborn fight with that awe­

inspiring demon has been mentioned in one verse only at the end of 

the work.1 

The writer's acquaintance with the laws oE dramaturgy; as is 

evident from his treatise Natya-darpara, should have enabled him to 

produce a better Vyayoga. The interesting theme has offered the 

author good scope for displaying his dramatic genius, but it is a pity 

that he has failed to utilise it, and judged in the light of his own 

statement in the prologue, it proves shocking indeed/1 

Kiratarjun'iya-vyayoga 

An attempt to illustrate six recognised types oE Sanskrit drama, 

namely, Vyayoga, BhaQa, lhamrga, Dima, Prahasana and Samavakara 

has been made by Vatsaraja. From his own statement in the prelude 

to the Karpiira-carita Bha~a, l!. he is believed to have been the minister 

1 Bahur lokaika-riihu~ prathamam apali~to daksina-skandha-bandhad 

Andhibhiital!l vyathabhir mukham akhilam a~h~ ciirl)itaQl par~l)i• 
ghiitailJ/ 

Bhiiyo bhiiyal:i prahrtyorasi rasita-mahakikasair musti-dandaih 
Sadyal:i kinafa-dasal:i samara-bhuvi mayii kalpito ya~t~dha~~l:i-j / 

NB., I. 2 4 

2 Sii~tayo Ram~candrasya piir9enduJ.:i kala-gitayaJ.:i'/ 
S~at~~1tryam 1~~ayogas ca paficaitii har§a•vmayal) / / NB .. J. 

3 Kalan1ara-pater mahariija-sri-Paramardidevasya - kavinii Vat· . • . amatyena 
sarii.Je. na v1rac1tal!l Karpiira-caritabhidhanam Bh- bh. adis:o'swi. _ . . a1.1am a metulll .• 
Karpura-canta. Pra~tavana· 



54 EPIC SOURCES OF SANSKRlT LITERATURE 

0£ Paramardideva oE Kalanjara ( 11 63- 1 203 A.O.). In strict 
adherence to d~amaturgic canons, he produced several mythological 

and two erotic and comic plays. The treatment of plots in all these 

works is highly conventional. The Kiratarjun'iya was enacted on 

the stage under the order of king Trailokyavarmadeva and other 

works at the order of his father Paramardideva. 
The story of Vatsaraja's Kiriitiirjuniya, an one~act Vyayoga, 

narrating the combat between Arjuna and Mahadeva disguised as a 
Kirata, has been dealt with elaborately by Bharavi in his lCiratarjun"iya. 
In Bharavi's hand the work has attained remarkable literary excellence. 
Vatsaraja's treatment of the plot shows that his work is based on 
Bharavi's Kiratarjuniya. The plot, as treated in the work, i5 briefly 
as follows. After the prelude Arjuna appears on the stage with his 
attendant Siddhadesa. Arjuna has been practising severe austerities 

in the Himalayas for gaining some invincible weapons from Mahadeva. 
Celestial nymphs' efforts to deter him from his strong determination 

are frustrated. Mahendra dressed as an ascetic, comes to Arjuna and 
advises him to give up 'penance which will emaci~te his. body. 
No amount of aro-uments in this direction makes any impression on 
Arjuna's mind. b Arjuna's strong sense of duty and ardent_ desi~e 
to annihilate his enemies astonish Indra who, highly pleased with his 
own son and throwing oEE his disguise, instructs Arjuna to worship 
Siva with intense devotion £or speedy achievement of his objective. 
Sometime after, a quarrel involving hot exchange of words ensues 
between Arjuna and lvlahadeva dressed as a Kira.ta. Arjuna cannot 

tolerate the idea that a K~atriya of his type will need protection from 

~ Kirata against a terrible boar angrily rushing towards him. In order 

to enrage Arjuna Mahadeva assumes the form of Duryodhana. 

Arjuna's suppressed feelings and spirit of revenge at the sight 

of Duryodhana take a new turn culminating in a fierce struggle 

between the two. The drama is brought to a conclusion with the 

fulfilment of Arjuna's aim-the attainment of divine weapons from 

Mahadeva. 
Owing to the absence of long compounds and difficult words, 

readers would find some interest in reading che drama~ The picture 
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of Arjuna ready to throw arrows at Kirata 1s really a charming 
one:1 

EkalJ karalJ kalayati spha~ikal(~a-malam 
Ghora(!l dhanus tad· itaras ca bibharti hastalJ/ 

DbarmalJ ka~hora-Kali-kala-kadarthyamanalJ 

Sat-K~atriyasya sarai:ia£!1 kim ivanuyatalJ{/ 

'One hand counts the string of beads as white as crystal and 

another holds the terrible bow. Virtue oppressed by hard Kaliyuga 

appears to have taken shelter with an honest K~atriya.' 
The style of the dramatist is on the whole easy and graceful. 

Vatsaraja does not deserve high praise, as he has not succeeded in 

showing originality in the construction of his plot. Only in the last 

part of the work, Mahadeva's appearance as Duryodhana to irritate 
Arjuna is his own innovation, but that new addition, which has every 

possibility of creating an amusing situation, has not been fully 

developed. Lifeless adherence to dramaturgic rules regarding plot, 

diction, characterisation, sentiment may please the writers of treatises 

on poetics; but persons capable of appreciating the merits of a dramatic 
composition as well as a dramatic performance, to whom the term 
sah;daya can be applied, have a natural liking for works full 
of dramatic force and vividness. The literary value of the author's 
other works too is not really of a high order. 

Partha-parakrama 

Yuvaraja Prnhladana, the author of the Partha-parakrama,'l a 
Vyayoga in one act, is the son of Yasodhara and brother 0 £ Dharavar~a 

of the Paramara dynasty of Mt. Abu. He appears to have acquired 
renown for his composition as he has been praised in the Kirti-kaumudi3-

1 K Ar V., I. 39, 
2 The prince eomposcd it in ,lbout I 208 A.D. 
3 Sri-Prahladana-devo' bhiid dvitaycna prasiddhitnan/, 

Putratvena Sarasvatyal]. patitvena jayasriyal,i/ / 

Sri-Bhoja-Munja-dulikhartaxµ ramyaxµ vartayata katham/ 
Prahladanena sahlada punas cakre Sarasvati/ /, 

Kirti-kaumudi, I, 14•5 

;;;_ 
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and quoted in the Sukti-muktavali. His drama Partha-parakrama was 
staged on the occasion oE the Eestival held in order to celebrate the 

investiture oE Acalesvara, the tutelary deity of the Paramara dynasty 
at Mt. Abu, with the sacred thread. The theme of the present drama 
is drawn from the Vira~a-parvan1 oE the Mahabharata where it is 

given thus: 
On being informed of the theft of cows of king Vira~a, Prince 

Uttara with Brhannala as his charioteer sets out in an expedition 

against the mischief-makers immediately. At the sight of the vast 

Kaurava army, Prince Uttara who previously indulged in usmg vaun­

ting remarks, and promised to overthrow the whole ~1ost of tl~e 
Kaurava army including Bh'i~ma, Droq.a and others with ease, is 
greatly frightened. Thinking that his encounter with so many veteran 

and well trained heroes will result in ignoble defeat, he requests 
Arjuna to retreat as early as possible; but Arjuna, fond of heroic 
exploits as he is, noticing this weakness in the prince, agrees to 
fight wiLh the enemies and asks the prince to act as charioteer instead. 
Prince Uttara is then ordered to bring down fearful weapons kept 50 

long concealed in the Sarni tree. His consternation subsides a little 

when he comes to know that Brhannala is no other than the invincible 
Arjuna. At Arjuna's hand the army of Duryodhana tastes defeat. 
Arjuna thus goes back successful after rescuing the cows from the 
clutches oE the enemy. 

The story of the Go-graha- parvan has been dealt with very briefl 

in this dramatic composition. In order to present this rnbject-matt~ 

as distinctly as possible in one act and enhance the dramatic interest 

of the work, the lengthy conversations among the principal warriors of 
the original have been shortened. Keeping in view the short structure 

of a Vyayoga, th_e dramatist does not indulge in unnecessarily 

prolonged elaboration. The only prominent departure from the 

original is noticeable in the appearance of a divine being before Ar·u 
• h- I - l J na 

to giv~ 1111 c~ estia bow, w~r-_chariot and conch for. attaining victory 

over his enemies. In the origtnal, Uctara dismayed at the sight of 
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the brave warriors oE the hostile party leaves the battle-field hastily, 

but Arjuna, being disgusted at this effeminate conduct oE the pri1.ce, 

brings him back holding him by the neck. As the author does not 

like to lower the position oE the prince so much, he has not touched 

upon the ignominous conduct oE Uttara in the battle-field. On hearing 

of the gallantry oE main warriors of the opposite party from Arjuna 

disguised as Brhannala, Uttara makes up his mind to run away from 

the battle-field; but it is Arjuna who inspires him to action with such 

encouraging words: 1 -

Samparaye~u siiral].alp sobha-matram :rnikini/ 

Dorda1)9a111 capa-da1:].9a111 va sahayarp. te hi Vfl].Vate/./ 

•In battle, army is mere beauty to heroes. There they rely on 

the strength oE their arms or on bow.' 

Arjuna's identity is disclosed to princ$! Uttara only when Arjuna 

is blessed by the divine being as •wasti bhavate Bh'imanujaya.' In 

order to clariEy the significance oE the title oE the work the writtr has 

tried to portray the character of Arjuna in true colours. Arjuna's 

martial spirit as well as bis polite manners and respectful attitude to 

his superiors has been painted distinctly. Arjuna while speaking of 

Bhi~ma says: -
Svasti tafin'i-sutaya gurave'py efa pra1Jamafijali~ •welfare to the son 

of Ta~ini, this obeisance to my, superior.' Although he adopts a 

menacing attitude to his other stubborn enemies, he deliberately 

throws arrows at the feet of Drona and Bhisma. This considerate . . 
action of Arjuna forces his illustrious preceptor to utter :-Tad 

vijayatam me priya-sina~, •Victory to my favourite pupil', and this 

blessing paves the path for his victory. 

The writer's narration oE Arjuna's encounter with his rivals is 

characterised by a flow of complicated construction of words which, 

however, is not forceful enough to produce a lively interest in the 

delineation of the heroic sentiment. Although Prahladana claims 
that his verses possess the qualities of Samata and Samadhi,3 we cannot 

I PP .• I. 31 
2 Sandarbhal], sukave}:i S~madhi-Samata,garbhaJ:.i kumlirasya ca/PP-, l. 8½ 

8 
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fully agree with his view. For difficult construction of verses, as well 
as oE prose passages full of long compounds, the subject-matter be­
comes dull and uninteresting at places. The author seems to be 
dominated by the idea that long compounds and high sounding words 
can alone lend force and vigour-the so-called Ojas-to a eomposition. 
Excessive employment oE such unattractive diction points to the 
laboured efforts of the author with the result that it minimises con­
siderably the dramatic effect oE the work. 

Dbananjaya-vijaya 

The story of Go-graha-parvan1 has also been utilised for dramatic 
composition by another author Kaficanacarya, the son oE Naraya9a. 
The plot here has also been put in the form of a Vyayoga. Kaficana­
carya's poetic talent and power of composition enabled him to secure 

valuable support from king Jayadeva of Kanauj who reigned in the 

J 2th century A. D. His patron king Jayadeva has been referred to 
with due respect in the prologue.2 The writer's intention to compose 

a drama for delineating heroic sentiment-a pre-requisite of Vyayoga, 
has been mentioned in the beginning-Tad idan'i,ri bbavata Vira-rasa­

dhhuta,ri rupakam abhin'iya Gadadhara-pramukhasmat parifadanandan'i­

yeti. •By_ staging a drama characterised by heroic sentiment, you 
should delight Gadadhara and other members of our assembly.' 

Prahladana in his Partha-parakrama and Kaficanadirya in his 
Dhanafzjaya-vijaya have dramatised the same plot, but their mode of 

presentation of the subject-matter, although put in the fotm of a 

Vyayoga, has marked difference from each other. In Kaficanacarya's 

Dba~afijaya-vijaya, the preceding portion dealing with prince Uttara's 

readiness to accept the challenge of Duryodhana on receipt of the news 
of the theft of cows h • d • d • l · , 1s es1re to procee agamst t 1e enemy with 

I MBH., IV. 24-62 

2 Asti pras1sti-sahitah srim-ai J cl h 
. • 1 aya eva.-

Artht-pratyarthi-lakses . . kl . / . . v apy aparanmu rn-cetasam 
Yam pariinmukhatiim • h k • 1 / / • . . • ninyu . evalarµ para-yo~1ta ~ 
Yasya cetas1 mrvyiijam dvay m -i k . / . . • , a . tu a a9ayate 
Krodhe virodlunarµ sainyarµ pi-asade kanakoccayal~/ / DhV .• I. 7-8 
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Arjuna as charioteer, his subsequent consternation at the sight oE the 

vast Kaurava army and encouragement by Arjuna, has not been at 

all touched upon, After the prologue, the situation is so created as to 

bring into importance Arjuna's unequalled bravery and strong 

determination to fight his enemies at any cost. The dramatist's all­

absorbing attention to Arjuna is the main reason for completely 

overshadowing the minor character oE prince Uttara. In view 

of the title of the drama, this is of course justifiable. Before the 

commencement of the battle Arjuna, with a view to satisfying the 

curiosity of prince Uttara, tells him brieAy about the chief leaders of 

the opposite party. An account of the fierce warfare, in which missi­

les and counter missiles are hurled in abundance, has been given here 

in an indirect manner. In Prahladana's Partha-parakrama, Arjuna's 

straight fight with his foes and his vigorous speeches at the sight oE 

his opponents bring out Arjuna's character to a full view, but here 

~he scene of the battle is narrated through a dialogue between Indra 

and his followers, and thus the hero has been thrown in the back­

ground. From reference by Indra and his attendants, an indirect 

knowledge and imperfect idea can be formed regarding the hero's 

mode of warfare. Arjuna's bold statement with regard to his own 
heroism: 1 

Eko Nivatakavacan saha Kalakeyair 

Bhasmicakara bhaginim aharac ca Saurel:i/ 

Eken a Kha1].9ava-vanarµ juh uve 'nale ca 

Parthasya nabhinava e~a rar:iqu panthal:i/ / 

•This is no new device to Arjuna in battle as he alone routed 

the Ni vatakavacas with the Kalakeyas, abducted the sister of KH1J.a, 
and set fire to the Khary9ava forest'. 

could have been better illustrated and would have carried more 

weight by a direct representation of the battle scene. Of course 

dramatic convention stands in the way. Indra and his attendants' 

retirement from the scene after Arjuna's decisive victory gives the 

hero a chance of coming to the forefront again. He is given a hearty 

1 Dh V., I. 46. 
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reception on his victorious return, and a proposal to offer U ttara as 

Arjuna's daughter-in-law is made by king Vira;a in the end. 

For the depiction of valour as its ruling sentiment, the poet has 

applied the Gau4i style-the abode of the so-called Ojas. 1 The 

language, though difficult at places, specially in narrating the con­

flict of Arjuna with his foes, has been given some laxity by frequent 

insertion of easily intelligible verses to the relief of readers. 

Saugandhika-hara1J,a 

Bhima's endeavour to bring Saugandhika Bowers to please Draupadi 
from a lake well guarded by the followers of Kubera forms the 

subject-matter of this interesting one-act Vyayoga of Visvanatha, who 

flourished under the patronage of Kakatiya ruler Prataparudra of 

Warrangal (about 1291-1 322 A.D.). This is a drmatic composition 

with a human hero oE the Dhiroddhata type who has to encounter 

numerous Y ak~as in a battle, the cause of which is not connected as 

all with the possibility of gaining the hands of a woman. Garbha 

and Vim_ar~a Sandhis have no scope here, and sentiments of wonder 

and heroism are predominant in this composition. All the conditions 

~E Vyayoga9 being thus fulfilled, the work must be termed a Vyayoga 
111stead of Prekfa1J,aka although this description is given at the end of 
the composition.s 

. It is narrated in the Vana-parvan of the Mahabharata4 that at the 
sight of a Saugandhika flower carried by the wind in Badarikasrama, 

Draupadi wants to have these flowers and requests Bhima to collect 

1 Ojahprakasakair • b d 
• vaq1a1r an ha adamvarah punah 

Samasa-bahula Gaugi. SD IX • • 
2 Khyatetivrtto v - h ·• • 4• 

H- ·b·l . yayoga. svalpa-stri-jana-sa111yutalJ / 
mo gat 1a-v1mar -bl - . . 

El - • k , b ~a 1Yarµ nara1r bahubhir asrit,tlJ / / tan as ca haved - . . 
Kau'ik· . astn nmmta-samarodayah/ 

s 1-v~tt1-rahitah 11 - • 
R-· • • prac 1yatas tatra nay·1kih/ / a1ar~1r atha divyo _ b ' • ' · 
Hasy , • _ va haved dhiroddhatas ca salJ/ 

a-srngara-santebl . , - . . 
1Ya ltare trangmo rnsal~/ / 

S _ • l SD., VI. 256 3 amaptam ll am saug lh"k- k 
• anc 1 a-haranam nama prcksana am. 

4 MBH .• lll. 146-53. • • •• 
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them by any means from the mysterious lake of Kubera. After 

passing through terrible forests infested with wild animals, Bhima 

reaches Gandhamadana mountain, the abode of Hanumat. With 

his heart overflowing with deep affection for his younger step-brother, 

and with a view to ward off the imminent danger that may befall 

Bhima in case of conflict with the Y ak~as, Hanumat stretches his vast 

body on the ground obstructing Bhima's passage. Hanumat's 

admonitions even by a display of his valour fail to make any 

impression on Bhima intent on achieving his object. Bhima looks upon 

him as an ordinary monkey, and only on his failure to move 

the monkey's tail, he becomes convinced oE the latter's super­

natural power. While disclosing his identity, Hanumat recounts 

the story of the Ramaym;,a in brief and mentions the duties of 

the four castes. At the request oE Bhimasena, Hanumat shows him 

the way to the lake and disappears. On reaching the lake, Bhima 

without paying any heed to the repeated warnings of the Yak~as 

engaged in guarding the lake makes up his mind to force his way 

through them, and succeeds in collecting as many of the fragrant 

Rowers as possible. On being informed of Bhima's heroic efforts, 

Lord Kubera without the least exasperation gives him permission to 

collect the flowers. Meanwhile various ominous signs all round the 
royal residence upset Yudhi~;hira who, apprehending danger, at once 

starts to find out his brother. At last to his utmost joy he finds 

Bhima on the bank of the lake with his mace lifted high up in his 

hand. At the bidding of Kubera, the guards giving up their hostile 

attitude pay due respect to the illustrious persons. 

The dramatist, except a few minor changes, follows the original 

faithfully, but the mode of presentation of the plot at places is highly 

commendable indeed. In the very beginning of the drama he has 
clarified his purpose in unequivocal terms: 1. 

Vrttir giram ukti-vise~a-hrdya dhiroddhatarµ netr-vice~;itatp ca/ 
Viradbhutau yatra rasau ca diptau pratyekam etani haranti cetag// 

I Sg H., I. 2 
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•Appealing mode of expression, activities of a hero of the Dhirod• 

dhata type, depiction of sentiments of heroism and wonder-each of 
these attracts the mind.' 

The dramatist has taken special care in portraying the character 

of the hero from the very beginning. The hero's strong determin:• 

tion to achieve his object for the satisfaction of his dear wife IS 

manifest from his very entrance on the stage. The poet is admirable 

in his depiction of Bhima's meeting with Hanumat. The idea of a 

brother meeting and fighting his own brother unawares is not an 

original one. Here Hanumat knows everything, but Bhima fights 

with him without a knowledge of his real identity. In the original 

Hanumat' s strong affection for his younger brother is glaring at every 
step, but in the drama Hanumat, although his heart is melting wi th 

affection at the sight of his younger brother, suppresses his feelings 

for the time being, and goes on testing his brother's devotion in a 

manner _that would earn unstinted praise even from a casual reader. 
Concealtng his "cl • h • k 1 ces . own I entity e, as an ordmary mon ey, comme 1 
deprecating the valorous activities of the reputed Hanumat. Bhima 
cannot tolerate th ·d h · Id · 

e I ea t at an ordmary monkey shou not recogmse 
the uncommon l f h" 1 · b · t 
• va our o 1s elder brother and denounce 11m Y pom -
tng out his fa It I • bl" h the u s. n spite of repeated attempts to esta IS 
honesty and • • ·1 k stncemy of his monkey brother, Bhima fat s to ma e 
Hanurnat accept h" · • b 

• ts v1ewpo10t. Hanumat all along poses to e an 
ord10ary monke b f Bh- h 

• Y, ut at last finding the patience o una on t e 
point of exhaustio 1 I · "d · 
B • 11 • 1e t 1rows off his disguise and discloses his 1 entity. 

etng too anxious f I l Bl -
• or t le safety of his brother, he teac 1es 11ma 

some V tdya to ward ff f h d 
b h O Uture dangers. Encouraged and strengt ene 
Y w at he has lear t f h" · h 1 

y k n rorn 1s elder brother, Bhima fights wit t 1e a sas to collect S . . 
K b. T augandh1ka Rowers from the lake belongmg to 

u era. he poe , d 1· . . . 
f f I t s e 1neat1on of the heroic sentiment mostly 111 orce u verses and Bh- , d 

• . una s exchange of hot words with the guar s of the lake tnd1cate h" , 
• • f B _ 15 power of fine composition. Kubera s appre-cratton o h11na's l · l 

•. lero,c encounter with his guards produces a P eas-
J ng effect on our 111ind1 . 

I SgH.,I.131 
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Nanu mana-rucer ayarp gmpl~ sahate'sau para-garjitarp. na yat/ 

Nisamayya ghanaghana-dhvanirp nibhrtas tighati kirp nu kesarif / 

•This is indeed the characteristic of a person full of prestige that 

he does not tolerate the haughty utterings of his enemy. Does a 

lion sit idle hearing the thundering of clouds?' 

In the original, the lord of the Y ak~as gives a patient hearing to 

the argument of his followers regarding Bhima's insolent behaviour 

and shows no reason why no action should be taken against him; 

but in the drama his heroism is appreciated and he is given a hero's 

welcome. When Yudhi~~hira with Draupadi and other brothers 

comes to the spot in quest of Bhima, Kubera is so good as to order 

his chamberlain to bring a cluster of Saugandhika flowers to be given 

to Draupadi by Bhima. 

The plot has been admirably handled with living characters and 

appealing situations in a style simple as well as forceful. The author 

has stuck to the story element exclusively, and there is no tendency 

on his part to bring in the: unnecessary discourses of the original on 

various points. No attempt on the part of the poet to overembellish 

his well-knit composition is noticeable, but vigorous expressions,1 

exquisite verses, balanced sentences and genuine poetic inspiration are 

found at every page. 

K alya1Ja-Sau gan dhika 

The Kalyatia-saugandhika, a Vyayoga in one act of the Kerala 

author Nilakal}-~ha, 9 embraces the same theme as that of the Sau­
gandbika-haratia of Visvanatha. Here minor changes from the original 

without appreciable dramatic effect have been introduced. The very 

title of the drama refers to the incident of collecting Saugandhika 

flowers from the mysterious lake of Kubera on the mountain Gandha-

I Bhajati bhrsatatµ sattvaip dhattas tamorajasi k~ayam 
Sphurati hrdaye bodhaJ.:i ko'pi prasidati cetana/ 
Y ad idam akhila1µ prag evonmilitaip tvayi vik~ite 

Niyatam adhunapy ~~a vidya daclati tad eva me// Sg H., I. 94. 
2 The author was probably a contemporary of Kulasekhara Yarman 

of Kerala. 
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fi . I d . E D d- After a short 
ma<lana by Bhima for Eul llmg t 1e es1re o raupa 1. 

B _ • • d b l • wiEe enters 
prologue, an old rahma1_1a ascetic accompan1e y 11s . 

the stage to dissuade Bbima from fetching those Bowers in view oE 
. h. w· h • g any heed the fearful dangers that lte ahead of 1m. It out payin 

to the advice of that noble-minded Brahmal).a, Bbima ascends the 

mountain, and fights terribly with the Rak~asa Krodhavasa engaged 

in guarding the lake. Their fighting is brought to a close, w_hc_n the 
· · f h • 1ss1on to spmt o t e lake announces that Bhima bas been given perm 

pluck flowers. Then with his wife Gunamafijari appears Vidyadhara 

K l - k l · • • • d" d undesira­a yaq.a aw 10 ts sent by Indra Eor avertmg an 1mpen mg an 
bl d• • • 1 l sons 

e quarrel between Bhima and Hanumat- the two 1st111guts 1el 

of the wind-god. On approaching the plantain grove oE Hanumat, 

Bhima incurs the displeasure of the ape-god by breaking the 

Manasp1ga. Being ignorant of Hanumat' s parentage, Bhima ta~<.es 

him to be an ordinary monkey and does not hesitate to utter insultmg 

words to him. Hanumat, in spite of his knowledge of the identity 

of Bhima, decides to fight with the latter, when the Vidyadhara 

interrupts their conflict by stating that be has been sent by lndra to 

disclose their mutual relation, so that they may be united with each 

other t~rough the bond of fraternity. The work is brought to a hap~y 

con~\uston with the promise of Hanumat to help the Pa1J9avas Ill 

their combat with the Kauravas. 

. Neitl~er the high-souled Brahmaq.a nor the Vidyallhara Kalyal).aka 

ts found. m the original or in the Saugandhika-hara1Ja of Visvanatha. 

Altercation of Hanumat Wt.th Bl- h b d "b d by v1·svanatha 11111a as een escr1 e 
wtih greater li~eliness and forceful expressions. Visvanatba can 

undoubtedly claim superiority to Nilakantha from the point oE 
characterisation plot f l • • • • • • • , grace u expressions and lucid d1ctton. 

A~other ~alyii'l}~-saugandbika of Valiya Tumburama publishe~. 111 

189~ is mcm~oned Ill the introduction oE Lak~maq. Svariip's edmon. 
of N1lakat}~ha s Kalyiina-saugandh 'k T L k S -p's edition · , a. o a sman varu 
of Nilakal).~ha' s Kalyiii:ia-saugandhika has been. added a supplement, 

where Draupad'i is glad to meet Bbima and Hanumat and to hear the 

prediction of Hanumat that the Kauravas will soon be killed, and the 

Pal).4avas will be able to establish peace in the country. 
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Srs bhadra-harai:za 

It1 is an uparupaka of Srigadita2 type composed by Madhava 

Bha~~a, the son oE Mai:i4alesvara and lndumati. Such dramatic com­

positions, though they are mentioned and defined in books dealing 

with theories of poetry, are rarely met with in Sanskrit literature. 

This dramatic form consists of one act with a familiar theme con­

nected with the activities of some famous hero and heroine. The fre­

quent use of the word Sri in this type of dramatic composition reveals 

the main reason of its being called •Srigadita.' The widely known 

legend of Subhadra's elopement with Arjuna, narrated in the .Adi­

parvan3 of the Mahabharata, is adopted for dramatisation in this 

work. 

Arjuna, in his intense eagerness for protecting the cows of a 

l3rahmai:ia from the hands of thieves, enters his elder brother's room 

for bringing weapons. Due to Yudhighira's presence with Draupadi 

in the room at that time, Arjuna should not have entered it; so for 

violation of the standing rule, Arjuna as ascetic has to travel for 

twelve years in different parts of the country. In course of his wander­

ing, Arjuna comes to holy Prabhasa for meeting his intimate friend 

Kr~9a. Here he is accorded a cordial reception by Kr~r:ia 's followers 

on the Raivataka mountain. On that very mountain, the Andhakas 

and VHr:iis hold festivities in highly jubilant spirit for several days. 

Haladhara with his wife Revati participates in the festival. While 

roaming with Vasudeva, Arjuna happens to see Subhadra and falls 

in love with her. He expresses his desire to Kr~r:ia for marrying 

Subhadra. Advised by KHr:ia to take her away forcibly and obtaining 

permission in this matter from Yudhi~~hira through a messenger, he 

1 The work is probably later than the Sahitya-darpai:ia VI, as it follows 
the definition of Srigadita of the Sahitya-darpat_J.a. 

2 Prakhyata.vrttam ekan.karp. prakhyatodatta-nayakam/ 

Prasiddha-nayikarp. garbha-vimar~iibhyarp. vivarjitam / / 
Bharati-v~tti-bahularp. srici-sabdena sankulam/ / 

Matarµ Sri-gaditarp. niima vidvadbhir upari:ipakam / / 

SD., VI. 2.92 

3 MBH .. I 210-3. 

9 
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f h •d f Id" All persons successfully steals her away rom t e 1111 st o so 1ers. 

present there including Ugrasena resolve angrily to start at ~nee for 

fighting with Arjuna, but Balarama' s statement that nothrng ~an 

be done without the consent oE KwJa prevents them from pursum~ 

in the matter. Kr~zia speaks highly of Arjuna who in his opinion is 

the suitable bridegroom for Subhadra. With their anger pacified_ an~ 

minds softened by Kr~zia's reasonable arguments regarding Aquna_s 

power and status, they themselves willingly bring Arjuna to Dvaraka, 

make great rejoicings and celebrate bis marriage wich Subhadra. 

Madhava Bha;~a, within the short compass of his work, has ~ealt 

with this portion of the Mahabharata' s main story in an ordinary 
N • d f l • • 1 • • ed but manner. o important eparture rom t 1e ongma 1s nottc • 

the presentation of the theme in simple language is on the ~vl~ole 

satisfactory. Arjuna's sudden abduction of Subhadra in the ougmal 

without giving her any chance of acquirina familiarity with the lover 
~ . 

does not appear good in the ,eye of the dramatist. Such abduction 

may cause a shock to the heroine, and as such would be uninteresting 

for a dramatic situation. So the author introduces Arjuna as an­

ascetic begging alms from door to door. While begging alms in the, 

~ouse of Balarama, Arjuna gets a chance of seeing the highly charm­

mg lady Subhadra. Both of them feel strong attraction for each 0tber, 
but vari • d. S bh d _, . ous 1mpe iments stand in the way of their union. u a ra s 
passionate feelings are expressed through her conversation with her 
dear friend Sutn ·k- A • k . . S bh d -au a, quna ma es up his mmd to carry u a ra 
away by force, and with this purpose . in view he remembers K;~r:ia 
who would render l • "bl • . • d" • His 11m poss1 e assistance 111 this 1rect10n. 
strong devotion for L d y- d • G d d . . ~r asu eva at once mspires the o to sen a 
chariot ~1th the charioteer Dariika. Thus here Krsna is prevented 
from directly advisin A • · • • • • h • . . . g quna to steal his own sister as we ave 1t 

m the ongrnal He 1·s h · • • H . . •. s own as occupymg an exalted posmon. e 
1s highly affectionate to his devotees and I ds to their call . . eager y respon • 
so that Aquna on hearmg the sound of the chariot utters in an ecstasy 

of joy: •Bhakta-vatsalataya .a bibhu~ svarri syandanarri prahitavan 

saha yantra.' •Out of love, God has sent his own chariot with a 

charioteer'. Subhadra's participation in the festival held in honour 
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of the god of love gives Arjuna a good opportunity to abduct her 

ignoring the guards placed on all sides for the protection of ladies. 

Their attempt to rescue Subhadra proves futile because of the strong 

resistance of Arjuna. Kr~q.a's approval of Arjuna's conduct stops all 

arrangements of warfare. In the end a messenger from Indra, who is 

highly anxious for his son's welfare, comes and thanks Baladeva and 

Kr~q.a for supporting Arjuna's action. 

Madhava BhatP has simply narrated the abduction of Subhadra in 

a dramatic form with minor modifications, but he has neither brought 

his imagination into full play nor adopted well-known dramatic devices 

to enhance the literary value of the work. There is, however, no 

attempt at overloading the composition by complicated and laboured 

expressions. The treatment of the same plot by Kulasekhara Varman 

in his Su bhadra-dhanaiijaya does not attain the same value for reasons 

explained in our dicussion on the drama. In comparison with Kulase­

khara Varman, Madbava Bbana deserves higher praise for the smooth 

flow of the narrative and clear diction. 

Su bhadra-paririayana 

Ramadeva Yyasa, who flourished under the patronage of Haibaya 

princes of the Kalacuri branch of Rayapura in the first half of the 

fifteenth century, wrote three epic dramas, the ParicJ,avabhyudaya. 

Ramabhyudaya and Subhadra-pari'r;ayana. All these epic plays are 

mentioned as Chaya-natakas 1 ; but it is very difficult to explain this 

epithet as the dramatist has not given any reason for this special name. 

Really speaking, they do not possess special characteristics of shadow 

play and as such have no marked difference from ordinary dramatic 

compositions of the decadent period. Probably some dramatists were 

inclined to style their works as Chaya-nafakas without considering 

the appropriateness of this title for their compositions. The Dutangada 

of Subhata too is mentioned as a Chaya-napaka in the prologue and 

in our discussion on this drama, we will show that this tide can be 

1 Y at kila sarasa-kavina Vyasa-sri-ramadcvena viracitam abhinavarp 

S11bhaclra-pari1_1ayanarp nama Chaya-narakam. Samaptam idarp Sublrndra­
pari1_1ay.ma1p nama Chaya-narakam. 
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1 • k • several justified in the sense of borrowing only, as t m wor contams 

verses of other dramas. 

The Subhadra-parir;ayana embraces a theme clearly expressed by 

the title and bears close resemblance co the Subhadra-harat}a of 

Madhava Bha~~a in this respect. Both the dramatists handle th,e 

same theme in their respective compositions, but MaJhava Bha~~a s 

treatment of this epic theme in a simple language is decidedly better 

and more impressive. This is mainly due to the fact that Ramadeva 

Vyasa turns attention to descriptive stanzas ignoring dramatic action. 

The drama begins with a Vi~kambhaka containing a conver­

sation between Vasubhuci, the intimate friend of Arjuna and Pu~ka­

rak~a, the attendant of SrikHI].a. They disclose the reason of Arjuna's 

pilgrimage and describe the distressing condition of his mind after 

his return from the pleasure garden where he went with his female 

atten~ant Patralekha. The act proper shows Arjuna in serious mental 

conflict. The earnest entreaties of his dear friends Vijayasena and 

Suniti compel him to state the reason of his uneasiness. Meanwhile 

Patralekha appears there with the nev,s that Subhadra is unwell and 

~er relatives have arranged for h~r visit to the temple of Ca1].9ika for 

immediate relief. Thus the dramatist assures the hero of the love of 

his beloved through Patraleklia and arouses in him a desire to meet 

her near the temple, The hero moves accorJingly and finds 
Subhadra surr d d b h . . l d d .. oun e y er friends m ~.n unba ance con mon. 
Subhadra is in d • 
Ai . structe to enter the temple alone by a heavenly voice. 

l her friends th d • . . • · · 
• l en epart and tlus divine 111tervent1on gives a 

s1gna to Arjuna f l bd . . h" d 
A • , or 1er a uct1on. The Yadavas readily 111 er 

tJuna s attempt • f 
y- cl to carry her away ; but the timely intervent10n o 

asu eva paves the l f dd. 
k I pat 1 or a peaceful settlement and their we mg 

ta es P ace there with d . . . . 
I fl ue formalities 10 a congemal atmosphere. 
n uence of Ka.lid- • • · b" 

dl asa 1s seen 111 the incident of the bee d1stur mg 
repeat~ y the heroine h k . 
• f . w O ma es unsuccessful attempt for prevennng 1t rom domg so Ar· , 
• . • Juna s utterance1 at the sight of: the bee annoy~ 
mg his beloved remind f . . 

I 
s us O a similar verse in the Sakunta/a. 

Re caiicarika ! bhavataticirarp. sutaptam 

Kidfk tapal; kathaya kqu ca kanane~u / 
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The plot is very simple and its treatment devoid of original 

approach by the author does not evoke interest. The high standard 

of dramatic technique so obviously followed by renowned dramatists 

and so widely elaborated in works on theories of poetry gradually 

lost its charm, and the descriptive tendencies of later dramatists favoured 

the growth of dramas of irregular types lacking in dramatic action and 

proper stage direction. The Subhadra-parit:,ayane1 is a drama belonging 

to this group and like other similar dramas of this period, its long, 

descriptive and sentimental verses minimise its dramatic worth. 

One-ace plays are not rare in Sanskrit literature. Different types 

of one-ace plays and their characteristics have been mentioned in 

works containing discussion on laws of dramaturgy. An author of 

an one-ace play muse possess rare dramatic genius for achieving 

success within a short compass. His caution for the selection of 

plot, diction, dialogue, characterisation and depiction of sentiment is 

absolutely necessary from the very beginning, as his success de­

pends on overall accuracy. A little flaw whatsoever makes his 

efforts futile. The Subhadra parit:,ayana is an one-act drama, but 

the dramatist's failure .to maintain accuracy has made his work un­

important. Its importance stands as an example of a drama of the 

decadent period, but as a literary compos1t1on ic has no definite 
worth. 

Draupadi-svaya,rivara 

The Svayarpvara ceremony of Draupadi has been dramatised in 

two acts by Vijayapala,1 the son of Siddhapala who lived during the 

reign of Kumarapala, the Caulukya king of Gujrat. The drama was 

ordered to be enacted by Bhimadeva in front of the god Tripuru~a en 
the occasion of a .spring festival. 

The incident of Draupacli's SvayaytJvara has been recounted in the 

Sitkarakari parict1mbya mukhambuj,u:p yat 

:Vimbadharamrca-rasal!l dhayasidamiyam/ / 
SPr., I. 47 (cf. AS., I. 21) 

. I Siitraclhara in the pwlogue says-Asty cva sri-kavirajatmaja mahakavi­

S1ddhapalasya si"muna mahakavina Vijayapalena nibaddham Draupadi-svayal!l· 
varabhidhanal!l Viradbh uta-rasa-praclhanal!l nafakam. • 
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Adi-parvan of the Mahabhiirata. 1 That story with a few touches of 

originality has been retold by the dramatist with some deviations. In 
the original the story runs thus: On coming to know that king 

Drupada has made arrangements for the Svaya?'!'vara ceremony of 

Paficali, his daughter, the Pa94avas arrive on the spot, and when the 

distinguished heroes that have assembled on the occasion fail to win 

the hands of Draupadi by hitting the mark fixed for the purpose, 

Arjuna disguised as a Brahmat)a steps in, and to the great surprise of 

all kings present there succeeds in his attempt. 

The whole event has been described in the drama in simple 

language and graceful style. le must be said to the credit of our 

dramatist that lie has been able to maintain the simplicity of the 

description of the original. Let us now proceed to discuss the points 

of departure and estimate their value and propriety. When Karrya 

leaves his seat for hitting the mark, Draupadi frankly declares that she 

will not marry the son of a charioteer. This romantic p:issage/.l which 

is found in the vulgate text of the Epic, has not been cleverly touched 

upon by the present writer in his work. In the drama Draupadi when 

brought before Karrya whose munificence is praised by her frien<l3 , 

refuses to hear his qualities and does not hesitate in the least to 

refer to his scandalous birth.4 In the first act one is impressed by the 

munificence of Karrya, who unhesitatingly makes a gift of the two 

best arrows which he received from his preceptor Parasurama to Bliima 

approaching him in the guise of a Brahmarya. Arjuna's ability to hit 

t~e mark specially with the help of these two arrows truly undermines 

his greatness as a valiant warrior. KHrya's strong inclination to help 

l MBH, I. 176-81 

2 Dt~~va tu tarµ Draupadi vakyam uccair jagada nabaq1 varayami sf1tan1 / 

Samar~a-hasaq-i prasamik~ya Suryaq-i tatyaja Kan_1al1 sphuritarp 

dhanus tat// 
MBH., I clxxx. 23 (ed. 1---Iaridas Siddhantabagish) 

3 Sakhi ! Cintita-vastu-dana-cintama9i1p pralokaya Campa-natham, 
DS., Act II 

4 Sakhi ! J an,1•par,1111para-pisunita-ka11i11ata-vic_lambita-jananenalam anenapi 
Karrycna. DS., Act II 
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the Pal).9avas by fair or foul means from the very beginning has been 

distinctly shown with the result that the renown of the highest 

divinity suffers a set-back. Many brave warriors present in the 

Svayarpvara ceremony have the capacity to hit the mark; but they 

have been prevented from doing so by KH~la who is ready to bewilder 

them by all means. Kr~Q.a on the eve of lifting up of the bow sends 

evil spirits lo frighten Sakuni, creates dense darkness before Droi:ia to 

blur his vision, holds before K ari:ia the scene of Arjuna's marriage 

with Draupadi, and throws down Sisupala on the ground striking him 

with his hands after deluding the vision of all present there. In the 

original, KF~.!].a is not shown as harassing these heroes in such a 

manner. Within the short compass of the second act Draupadi is 

introduced to some kings, but she is actually found to place her wedd­

ing wreath round the neck of Arjuna. Tims nothing new is dwelt 

upon in the second act which had any possibility of further develop­

ment. There is neither any distinctive stamp of dramatic genius nor 

of fertile inventiveness. The work does not contain any wealth of 

descriptions and vigorous narration; only some novelty in verse­

composition comes to our notice. The work employs the device of 

metrical dialogue by breaking up a verse into different parts, and 
putting them in the mouths of different persons for creating interest 

from the point of form. 

3. CAMPU-KAVYA 

Draupadi-parir;aya 

The Draupadi-pari,:iaya is a Campii-kavya 111 six Asvasas by 

Cakrakavi who gives some valuable information regarding his personal 

history at the end of each Asvasa. Lokanatha ahd Amba are his 

parents and he is said to have been patronised by the kings of 

Paq.sf ya and Chera countries. He mentions in his works with due 

respect the great scholar Nilakal).;ha Dik~ita.1 l'Jilakaq.;ha Dik~ita, the 

1 A.svasa khalu Nilakar;i;ha-makhinalJ .slagbaspade paficamalJ/ 

DP., V. 87½ 
SargalJ ~agha ihajani~ta madhuralJ Sri-nilakai:i~hadhvari-/ 
Slagha-simani Janaki-parir;iaye kavye tadiye nave// JP., vi. 76 
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renowned poet and prime-minister at the court oE Tirumalai Nayaka 

oE Madura, composed his Nilaka7Jfha.vijaya in 1637 A. D., so we 

can safely draw the conclusion that our poet Cakrakavi flourished in 

the middle oE 17th Centrury A. D. Nilakal)~ha Dik~ita is a poet -~f 

high erudition and striking originality, and the Eact that Cakrakavi s 

works elicited his admiration as is evident in Cakrakavi's verse quoted 

before proves that Caktakavi is a poet oE no mean standard. 

The author, as the title signifies, has selected a portion of the main 

story oc the Mahabharata for his work Draupadi-pari,:,aya. It com­

mences with the story oE Baka demon who is subsequently assassinated 

by Bhima, and this story is followed by a description of the marriage 

oE the Pa[].4avas with Draupadi and coronation at Indraprastha. 

Striking deviation from the original is not however discernible in this 

work. His simple method of narration, easy flow oE language, charm­

ing verses in the midst o[ prose portion easily arrest the attention oE 

readers. His tendency to popularise epic and pauranic stories through 

some other works like the Tanaki-pari7Jaya and the Paruati-parir_iaya is 

commendable indeed. It should be mentioned in this connection that 

be has no tendency to ignore story element for the sake of form. His 

e!egant verses are more attractive than the prose portion. His descrip­

tion oE Draupadi's Suayarrivara reminds us of that oE lndumati in the 
sixth canto oE the Ragbu-uartisa. 

4. SLE~A-KAVYA 

Kie a ka-uad ha 

The poet Nitivarman, who flourished earlier than the 1 1th century 

A. D. _in the eastern part oE India, composed this short poem of 1 77 
verses tn five canto Th 1· • • s. e ear test specimen oE a Yamaka-kavya aunmg 
at verbal embellishment • h · b" . . Wit out proper attention to the su Ject-matter 
1s to be found tn a lyric oE tw E Gh k h enty-two verses O a~a arpara w ere 
the poet has 5hown v rb l • • • • • l E _ _ e a ingenuity tn end-chimmg. Examp es o 
Sle~a-kavyas like Kaviraja's Raghava-pandaviya Vasudeva's Nalodaya, 
T ri-nura-dabana1 and Y udh • th· .. • • ' · h l r 'f. sra-v11aya, some of wluch we ave a -

I Yiisudeva's two Yamaka-k- h • ,E, • k h 
l b . avyas, t e Tnpura-dahana and ~aur1- at o-

d~ya 1ave not yet een published. (MSS in Govt. Oriental Manuscripts 
Library, Madras, Nos, 1852a ancl 18526). 
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ready discussed, are not at all rare in Sanskrit literature. The pedantic 

and artificial style of later Kavyas involving use of words with double 

meaning in long composition undermines the literary excellence of the 

works. The play with words, if carried to excess, puts a tremendous 

strain on the poetic genius of the author and at the same time aliena­

tes the interest of even patient readers to go through the book. Taking 

into consideration the difficulty of such factitious compositions, Niti­

varman has with great caution employed both Sle~a and Yamaka in 

his poem composed mostly in the Anu~tubh metre with the exclusion 

of the last canto where we find the Trigubh class of metres. He is 

not truly a great poet in the strict sense of the term, but his talent 

so far as verbal embellishment is concerned is of no mean standard. 

To arrest the attention of the reader he has tried his best to make his 

Sle~a and Yamaka as pleasing and comprehensible as possible. 
The plot of the poem centres round the well known episode of 

the Virata-parvan of the Mahabharata.1 The very name of the poem 

signifies the death of Kicaka at the hand of Bhima. The poet deli­

berately omits the descriptive elements of the original in order to 

avoid bulkiness of composition, and concentrates his attention chiefly 

on those parts as would help specially the application of Sle~a and 
Yamaka. The whole of the first canto consisting of twenty seven 
verses is devoted to the eulogy of the poet's patron, but no mention 

of the name of the patron is niade therein. The second canto opens 

with the story proper. Kicaka, attracted by the sight of Draupadi 

living in Virat.i's palace as a companion of his wife, tries his best to 

secure her by any means. Draupadi rescued through the agency of 

die Sun-god in her first danger from the hand oE Kicaka angrily enters 

the court of Virata. The third canto commences with the spirited 

speech of Draupadi aimed at Virata and Yudhi~thira simultaneously 
with the help of the figure of speech Sle~a. She does not spare other 

husbands too who are addressed in the similar mode of punning 

speech. Bhima is agitated and expresses his strong determination to 
slay Kicaka in the evening. Misled by false allurements to meet 

1 MBH., IV. 13-2 3. 

10 
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Draupadi in the evening, the jubilant Kicaka meets Bb1ma instead, 

disguised as a woman who succeeds in killing him without much 

trouble. The fourth canto opens with comments on statecraft, after 

which the poet takes Vira~a out of his capital to fight the Kurus 

ready to invade his kingdom. Arjuna then, for the rescue of the 

cattle, comes to the battle-field to fight the enemies of Vira~a; but he 

is recognised in spite of his disguise by Bhi~ma and Drol}a who express 

their fear to Duryodhana in punning speeches. Duryodhana's army 

is completely routed at the hand of Arjuna. In the last canto Arjuna 

politely addresses the heroes on the opposite side and the battle is 

brought to a close with nightfall. 
This short summary of the poem will prove the poet's deviation 

from the original in many respects. The central incident of die poem 

-the slaying oE Kicaka by Bhima-occupies one stanza only (Ill. 46).1-
Tbe poet has not paid attention to the narration of Bhima' s terrible 

conflict with Kicaka and his relatives and his ultimate deliverance of 

Draupadi from the hands of that evil-minded villain. The incident oE 

the stealing of Vica~a's cattle by the king of Trigarta has been omitted. 

So far as the struggle between the king of Matsyas and Duryodhana 

is concerned, the poet's treatment of the same totally lacks the narra­

~ive vigour o~ the original. Points of disagreement from the original 

tn some details are also to be noted. Instead of _being killed in the 

dancing hall, as in the original, Kicaka is described as stepping in the 
death-trap during his Hight from a room where he was to meet Drau­

paJi in accorJa~ce _wic~ previous arrangement. The poet all along 
shows greater 111cl1nat1011 to give more space to speeches wherein be 

wou~d get an opportunity of playing with words. Draupadi's speech 
applicable at the same tim k" • b d ' e to mg Virata and her hus an s occupies 
three fourth oE the tl • d . • • • l 

lit canto. This is the ouly canto m wlnc 1 

Slesa has been used Th £ 11 • . 1 l • • e O owing verses will reveal that tle_emp oy-

1 Atha pathi~u dhtto rathena frrcchrat 
P;thutara-gaurava-sanna tarak~rya / 

Drutam aktta bhuja-dvayena Bhimah 

Kadanam arer abasanna-tarakel).a/ / • 

KV., Ill. 46. 
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ment oE Sle~a in this context is appropriate and therefore adds charm 
to the composition. Draupadi piteously appeals to king Vira;a and 
Yudhi~;hira to save her from the hands of Kicaka; 1 

Visva-karmakrta rajfia jivata balinanyata!). / 

Tvaya kupatina tyakta sara9arµ karµ vrajamy aham// 

•O Vira~a, deserted by you, the powerful lord of the earth, the 
administrator of the whole world and a K~atriya having full confidence 
in Kicaka anJ others, whom shall I approach for shelter?' 

•O Yudhighira, left by you-an unworthy husband who has lost 
bis kingdom, who has been doing now all kinds of works and living 
on fC1'>d given by others, whom else shall I approach for protection?' 

Again she utters in a piteous voice to both king Vira~a and 
Bhima: 11 

Rak~opaye~u nipmJai). sthitasu vyasanodaye'lJ 
Madvidhasiipakaritvarµ tvadpi. 11adya katharµ bhajet/ /J 

•O Vira~a, why shquld not a person of your type, capable of 
protecting others, help me to-day as l am thrown in the midst of 
troubles?.' 

•O Bhima, when my life is in danger, why should a person of 
your type, expert in killing the wicked, act as a cook now?' 

The last canto composed in Yamaka contains Arjuna's speech to 

the heroes of the opposite party. Arjuna pays his respect first to 

Dror:ia9 

Ami pra9ama-prava9ena pujital), 
Pare9a sarva-k~i ti pad arer:ia val)/, 
Guro cire9adya marudbhir irital]. 
Patantu me miirdhar:ii pada-re9avai)./ / 

•O preceptor, may the dust of your feet, worshipped with great 
reverence by all great kings at the time of making obeisance to you 
and carried by the wind, fall on my head to-day after a long time.' 

I KV., III. 19. 
2 Ibid., Ill. 2 7. 
3 Ibid., V, 2. 
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In fact, the reconstruction of this well known plot with some 

appropriate modifications, characterised by richness of fancy and 

poetic genius, is not our poet's aimi on the contrary he is more 

concerned with verbal embellishment of his poetic theme. Manipula­

tion of language being his real motive, he has deliberately ignored 

characterisation, sentiment, style and lucid diction; but when com­

pared· with the Nalodaya or the Ragbava-na°ifadh'iya oE Haradatta Suri, 

literary exercise of this type in the Kicaka-vadha does not appear to 

be so much boring, as a little effort makes the verses intelligible to us. 

The K'icaka-vadba, wherein both Sle~a and Y amaka are used freely, 

should indeed occupy a high place in this class of factitious com posi­
tions which form a distinctive feature of later Sanskrit literiture. 
It is tr·ue that no attention is paid to the poetic possibilities of this 
slender theme, still it must be said to the credit of our author that 

these defects are compensated by the luxuriance of verbal embellish­

ment. By this alone the author claims merit and his work is one 
of the earliest authoritative examples of its kind. 



CHAPTER Ill 

Works on Legends of the l\1ababhiir11ta 

1. DRAMA 

Innumerable legends of the Mahabharata, if properly utilised, 

would have resulted in countless literary compositions, but Sanskrit 

writers took up only a few of them for different types of works which 

deserve discussion one by one in this section. The legends of 

lJu~yanta - Sakuntala, Pururavas- Urvasi, Tapati-Saqwarar:ia, Nab· 
Damayanti inspired many writers, 

A bhijfiana-sakrmtala 

Kalidasa, the most renowned poet of Sanskrit literature, is the 

author of three dramas-Malavikagnimitra, Vikramoruasiya and 

A bhijfiana-sakuntala. 0£ these, A bhijfiiina-sakuntala is the production 
of Kalidasa's mature hand. The theme of the play is based on the 

well known story of Du~yanta and Sahmtala narrated in the .Adi­
parvan of the Mahiibharata. 1- • Successful deviations from the original 

have lent additional charm to the play of Kalidasa, The story of the 

Mahabharata may be briefly summarised here. 

Once in course of hunting, king Du~yanta of the lunar dynasty 

arrives in hot haste in the penance grove of Ka9va in pursuit of a 

deer of the hermitage. In absence of Ka9va his adopted daughter 

Sakuntala renders due hospitality to the king who, highly captivated 

by Sakuntala' s beauty, feels inclined to gather some information abouc 

her identity, which however is disclosed to him by Sakuntala herself. 

Being earnestly courted by the king for marriage, Sakuntala agrees to 
the king's proposal only when the latter makes a promise to make her 

son his royal successor. They get married accordino- to the Gandharva 
0 

I MBH., I. 62-9. 
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rites but the kina afraid of Kanva's anger leaves the hermitage as , ::, . 
quickly as possible. On his return the sage comes to know everything, 

but instead of being disgusted at Sakuntala's bold conduct congratu­

lates her on her perfect choice. The king apprehending severe 

displeasure of the sage does not venture to send escorts to bring 

Sakuntala to his own capital. After a short period Sakuntala in the 

hermitage gives birth to a son, who is named Sarvadamana for his 

irresistible tendency to fight with the ferocious animals of the forest 

without tlie slightest fear since his childhood. The sage Ka9va after 

sometime sends Sakuntala to her husband's place with some of his 

disciples, but the king out of fear of public scandal does not want to 

accept Sakuntala as his legal wife. Highly enraged at the king's 

denial she makes several statements, the truth of which is immediately 

confirmed by a divine voice. The ki~g, then finding no other alter­

native, consents to declare her as his queen and also makes within a 

short time Sarvadamana his heir-apparent. 

Kalidasa has rightly modified this prosaic romantic story for his 

drama. He has changed the whole story in his own way for removing 

the drawbacks of the original. His innovations in this direction have 

ea_rned for his work world-wide appreciation. These points of deviation 

will be discussed in brief one by one, In the Mahabharata king 

D~~yanta enters the hermitage of Kal.).va alone leaving his whole 

retinue outside till his return, but in the drama his entry into the forest 

has been made as natural as possible. King Dusyanta bereft of his 
followers • h • f • d b • l • h tn ot pursuit O a deer enters the hermitage, an erng ug • 
ly charmed at the lovely surroundings of the penance grove proceeds 

further a~d further, and at last finds Sakuntala with her two friends 

engaged Ill "."atering the plants. Bashful Sakuntala, the adopted child 
of the hermitage h l d" b ·11· l h" . . , as 1er ra iant beauty all the more ri iant y s 111-

mg Ill that graceful • d fi d . . environment. The king is greatly amaze to n 
such divine beaut • 1 · Il • . Y 111 a morta maiden .. Kalidasa has taken a possible 
parns for creating Sak 1-• • • • Il unta a s two friends suitable to her m a respects. 
Sakuntala's birth and 1· • b h . tneage the kmg must know, ut ow can 
Sakuntala his would-be b "d b • · E b hf l , . n e, erng an embodunent o as u ness, 
unravel the mystertes connected with her birth? Her talkative com-
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panion PriyaqwaJa docs that task well. King Du~yanta's conversation 

with her two friends and the shy behaviour of Sakuntala have 

furthered the dramatic action of the first a_ct. Sakuntala's love for 

the king and her friends' detection of her changed feeling have been 

cleverly delincate<l by Kalidasa. Sakuntala's heartfdt desire to prolong 

her stay in the garden till the departure of the king has been given 

expression to by the poet in a befitting manner. The king's love for 

Sakuntala too has found superb expression at every • step. Unsophisti• 

cated Sakuntala's sudden change of feeling at the sight of the dis• 

tinguished stranger shows some inconsistency, as being an A~rama girl 

she cannot be expected to enter into the realm of forbiddel} thoughts ; 

but really speaking love knows no restrictions and the youthful 

impulses oE the hero to get what he wants throw off her shackles of 

reason and le~d her to an unavoidable path. A daughter oE a divine 
nymph as she is, she cannot resist the sudden onrush of passionate love 

in her. Such a love will truly culminate in marriage; but sometime 

must lapse for the depth of that love to reveal itself. 

So the poet, noticing the incongruity in Sakuntala's marriage in 

the original, has modified his own plot in a different manner. Kaf)va 's 
long absence from the hermitage prompt.,; the ascetics to approach 

king Pu~yanta for due protection from evil spirits hovering around 
with the intention of hampering the daily rites. The ki1~g gets an 

opportunity of sending back all his followers to the capital, and in a 

love-sick condition he engages himself in warding off the evil spirits 

from the hermitage. The love-sick condition of the hero and the 

heroine has· been nicely depicted in the second and third acts of the 

drama. Sakuntalii., on account of her sincere love for the king, readily 

agrees to accept him as her husband, but no string is attached to that 

marriage as we find it in the original. As a married woman should 

not stay for a long period in her father's house, so Kalidasa's Kai:iva 
makes no delay in sending Sakuntala to her husband' 5 place before the 
birth of Sarvadamana. .Kalidasa brings into display his faculty of 
imagination and power of description in the fourth act where Sakuntala 

•.s ~o p~rt with her associates including the trees, creepers, birds, beasts 
hvmg m the surrounding places of the hermitage. In the original 
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king Du~yanta, knowing fully well Sakuntala as his own married wife, 

does not waver in the least to denounce her in his court. Thus the 

king is lowered in estimation, but Kalidasa ingeniously brings in the 

episode oE Durvasas' curse. The king fails to remember Sakuntala, 

because Durvasas' curse that her husband would not remember her 

even when reminded of her without the ring of recognitioo has started 

functioning already. The king is not to blame. The sole cause of 

his forgetfulness lies in that curse. In the original, the king admits 

his marriage with Sakuntala only when he hears the divine voice, but 

Du~yanta's memory in Kalidasa's drama is revived at the sight oE the 

golden ring. Kalidasa has full confidence in the union oE souls, for 

mere physical union is fraught with various difficulties. The 

marriage of Du~yanta and Sakuntala takes place because of a love 

brought about by mere impulse-the impetuous love, which can 

shatter at any moment with the result that the severest suffering may 

be brought upon the hero and the heroine aEter the passing; away of 
the first phase f l • • _ . _ 0 t 1e emotion. Actually that happens too, so 
Kaltdasa wants t k • • AE ublic 0 ma e it a steadfast sentiment, ter P 
repudiation Saku t 1- • - - d tl e . n a a goes to the hermitage of Marica, an 1er 
a ltfe of hard • • b • • • f h austerittes rtngs to her view the £ra1lt1es o uman 
nature and creat • h l The . es tn er a hankering for a nobler ove, 
sight of the gold • l k. d . rmg on t 1e other hand overpowers the mg, an 
makes him full • • Tl b . . y conscious of the wrong done to his wife, 1en 

egu1s 111s repentan d • c • h" h l . ce an purtacauon, in consequence of w tc 1e 
attains moral excelle1 H" d ll trans[ d . . ~ce. ts physical love for Sakuntala is gra ua Y 

orme 111to spmtu l l T • l l whicl · . a ove. hus Kalidasa's contentton, t iat ove 
l is not confined onl h . b • can ff d . Y to t e physical beauty of human emgs 

a or unendmg blis d l . b exem IT d • s an 1app111ess in this sordid world, ha~ een 
P 1 le tn this d • l 

original is b • rama. Herein too the difference from t 1e 
. o v1ous. 

All these important d • . 
tbe Mababb- . eviatwns have changed the crude legend oE 

_ . arata tnto • • 
Kalidasa's dram . a powerful drama. Charactensat1on 10 

a is su b . • 
through the trial pe~ mdeed. The hero and the herotne 

• s and tr b l • l l d 
steadily raised to a l · 1 1 u ations oE life have been sow Y an 

11g 1er plane, The other characters of the drama 
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have been skilfully presented by the poet, The companions of the 

heroine-Priyaqwada and Anasiiya are extremely devoted to her. 

Their different modes of speaking and cheerful temperament further 

the plot of the drama in the very beginning. The jester Madhavya 

who does not like the king's love for a hermitage girl has been made 

to look at the whole affair trom a different angle; so no impediment 

to the rapid growth of love between the hero and the heroine 

comes from that direction. Some laughter-provoking remarks and 

conduct of the jester supply the comic element in the drama. The 

affectionate, kind-hearted ascetic Ka1_1va has been depicted in sharp 

contrast to the highly irritable Durvasas. Ka1_1va, in spite of his being 

an ascetic, expresses deep affection for his adopted daughter at the 

parting scene. With great difficulty he checks the How of tears and 

controls himself on the eve of her departure for her husband's place. 

Durvasas' curse on the innocent Sakuntala deeply engrossed in her 

husband's thought makes him appear terrible, although it should 

be borne in mind that such a curse is absolutely necessary for the 

purification of the hero and the heroine. 

Nature plays an important part in the works of Kalidasa. The 

varied beauties of nature do not escape his attention, and whenever 

he gets an opportunity to describe different aspects of nature, he 

uses it fully. The trees, the Rowers, the animals, the rivers are full 

of animation in Kalidasa's poetry. They are competent enough to 

share the weal and woe of human beings-this harmonising tone has 

been maintained all through his work. The calm and quiet 

atmosphere prevailing in . Marica' s hermitage adds special charm to 

the concluding portion of the drama. The poet's strono- visualisintr 
0 :::, 

faculty is a rare gift. Above all his touching simple language has 

assisted him greatly to win enviable success in the literary world. 

Unquestionable are the aptness and beauty of his skilful similes 

which are satisfactory vehicles for the expression of his thought. 

Kalidasa 's merits are so evident that it is needless to point them out 

one by one. Innumerable laudatory verses have been composed 

f~om time to time both by eastern and western critics to magnify 
b 1s excellent qualities. 

11 
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Vikramorvasiya 

The romantic story oE love between the king Pururavas and the 

celestial nymph Urvasi forms the main subject-matter of Kalidasa's 

well known drama Vikramorvasiya. This legend attained much 

popularity from olden days. Its frequent treatment in the lf.gveda,1 

Satapatha Brahma11-a,2 Vi~11-u-pura11-a,8 Bhagavata-pura11-a,4 Matsya­
puraf)a,5 Hari-varrisa6 and Katha-sarit-sagara7 of Somadeva shows 

intense eagerness oE these writers to give it a new shape in their 

works. The narration oE this love-legend in the Hari-va,psa, an 

appendix to the Mahabharata, and in an ordinary manner in the 

Sambhava-parvan oE the epic itself provides us with an opportunity 

oE discussing di£h:rt:nt vc:rsions df the story in different works. Love 

adventures of Puriiravas with Urvasi have, however, been recounted 

in an archaic manner in the Hari-vamsa. Similar treatment of the 

story is to be found in the Satapath~ Brahmar_ia too. Now we want 

t:o discuss the varied treatment oE this story in the ]f.gveda, Satapatha 
Brahma1Ja, Mahabharata and Vikramorvasiya. 
. The dialogue hymns of the Jj.gveda have acquired special 

unportance for their unmistakable influence on the gradual growth 

oE the epic and the drama. In the ]f.gveda X. 95 we find a most 

well known Sa111vada hymn recording a dialogue between Pururavas 
and U' ,_ I R fi • rvasi. n . g. I. 3 I. 4. Puriiravas is described for the rst time 
as a k. d l d k. Tl ., 111 • 1earte ing and intimate companion of the fire-god. 115 

love-legend is how d · l • R X • ever, not state m a c ear language m . v. • 95· 
There the mortal kin p - • l · · l di . g ururavas imp ores the d1v1ne nymp 1 repeate Y 
to make hun hap • b h f PY aga111 y er company She turns a dea ear to 
the pleadings oE p - ' • 

. urur~vas, and advis'!s him instead to go back to 
his own kingd • h . • 

om wit out brtnging about the premature destructIOn 
I ~gveda, X. 95. 
2 Satapatha Brahm V 

V. a9a, . 1-2 
3 1~9u-puriil)a, IV. 6_ • 
4 Bhagavata-puran IX .a, . 14. 
5 Matsya-pural)a, XXIV 
6 Hari-varp.sa, X. 26_ • • 

7 Katha-sarit-sagara, III III 4 . . -30 
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oE his own body. She, an embodiment of unsteadiness and in­

sincerity, replies cruelly to her lover: 1 - 3 

PuriiravalJ punar astarµ parehi durapana vata ivaham asmi. 

•Puriiravas, go home again, I am like a boisterous wind.' 

Parehy asta1p nahi mii9a mapalJ. 

•Go home, 0 fool, you have not won me.' 

On being informed of his wish of committing suicide in her 

absence, she does not hesitate to utter: 5 

Na vai strai~ani sakhyani santi sati-vFka1Jalp hrdayany eta. 

• Lasting friendship with women is not possible, their hearts are 

like those of hyenas.' 

In the S,ztapatha Brahma,:ia, some of the verses oE the ~gvcda 

have been quoted with some explanatory passages in prose. A 
perusal of this portion removes the obscurity of B.gvedic verses to 

some extent, and the reader can get a connected account of this love­

legend. But nothing is mentioned about their final reunion in the 

Satapatha Brahma,:ia. In the Sambhava-parvan of the Mahabharata 

the legend of Puriiravas has been given in a different manner. 

Puriiravas and Urvasi have been frequently mt::ntioned in different 

sections of the Mahabharata, but their relation as husband and wife 

has been briefly dealt with in the Adi-parvan of the Mahabharata."­

Ila is said to be the father and mother of Puriiravas. Puriiravas 

extends his supremacy over thirteen islands; and power-mad as he 

is, he, in bis conflict with the Brahma~as, steals all their wealth 

without paying any heed to their piteous cries. Urvasi gives birth 

to six sons, the eldest oE whom is Ayus. Separation of Purtiravas 

from Urvasi and the love-lorn condition of the king have not been 

touched upon in the Mahabharata. In this portion, however, some 

1 ]3.gveJa, X. XCV. 2 

2 Ibid .. X. XCV, 1 3. 
3 Ibid., X, XCV. 1 5 
4 MBH., I. LXX, 16-22. 
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light has been thrown on Puriiravas' character, but it does not permit 

us to form an estimate of U rvasi' s character .1 

Kalidasa's familiarity with the different versions of this popular 

legend can be clearly traced, but nothing can be stated definitely as 

to what particular version he utilised for the source of his drama. The 

remarkable construction of his plot bas made this popular love-story all 

the more interesting to readers. In order to heighten the dramatic 

effect of the play the poet bas spared no pains to introduce some 

notable changes. His conception of plot and characterisation show 

clear signs of departure from the versions of the ~gveda, the Satapatha 

Brahma1Ja and tbe Jl.1ahabharata. Urvasi' s rt5CLIC from the cruel 

clutches of the demon Kesin has been narrated in the first act in a 

befitting manner .. Charmed by tbe king's heroism and beauty• 

Urvasi falls in love with the king and with ,the help of a birch-le:if 

lett~~ sh~ makes the king cognisant of her feelings. The presence _of 

Ausinan, the first wife of Puriiravas, has ht!ped the poet to depict 

the sentiment of love from a comparative point of view. But for the 

presence of Ausinari the poet cculJ have expressed the passionate love 
of Puriir • • b f avas m an easy manner without meeting any o staclc rom 

any quarter; but bere the rivalry between Ausinari and Urvasi paves 

~he path for the rapid development 0 £ the plot. Ausinari is at first 
Jealous of l • l b f k. . . h 1 b d' . 1er rtva , ut a ter ta ing into consideratt0n er 1us an s 
happ1ne f · d ss per onus as a Hmdu lady the Priya-prasadana vrata, an 
e:xpresses l • 1 b" l "d • th 1er view t 1at no o Jection would be raised from 1er s1 e 111 

e case of h k" ' • Tl ' n t e mg s marriage with any other woman. 1e poets 
1arvellou d • • E l 

h . s ep1ct10n o t 1e proaress oE 1 e of the hero and the 
eroine • l b ov 

Wit 1 possible obstacles at every stage is highly commendable 
I In the V . 

with Ari·u ana-parvan the portion, clcalina with the meeting of Urv:isi 
. na after his acquisition of d • • b . • picture of l . . . 1vine weapons 111 heaven, gives us a true 

t Hs divine nymnh As A • ] 11 l selected r • an psaras 5hc 15 rcac y to a ow t 1e 
persons to • 1 I bl , . 

over a _ enioy 1er ova e company, but in case of failmc to win 
person, she doe 1 .· 

sincerity of 1 . s no~ 1es1t'.1tc ~o pronounce a curse on the person. lu-
1er character 1s o-Janno h d • I 1 chapt f a "" tn t e hymn of the Rave a as m t 1c 39t 1 

H . er O the Vana-parvan (MBH Ill . 66 • b Ur·vasi's curse cd 
and s·d ·• • xxx1x -7, • • as 1 dhantavaaish ) This • • l 

inter I· . . 0 . • passage 0 £ the Vana•parvan 1s, 1owevcr, 
po ated as It is omitted in the criti'c· l d" . 

•1 e it1on. 
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indeed. Bharata 's curse depriving her of her envious posmon 10 

heaven because of her sudden slip of tongue in the dramatic perfor­

mance Lak~mi-svayarpvara, a.ml the consequent favour of Indra allowing 

her to enjoy the company of Puriiravas as a token of friendship with 

this mortal king, who often helped him to fight with the demons, 

facilitate the union of lovers. Their short union soon culminates in 

tragic separation. The whole fourth act of the drama is concerned 

with a pathetic presentation of the lamentations of the king at the 

sudden disappearance of his beloved. The king mad with grief 

approaches every object in ardent eagerness for gathering information 

of his beloved. No distinction is made between the animate and 

inanimate objects by the king in his pathetic plight. The spectators 

cannot but sympathise with the king in his poignant distress, and at 

the same time stand spell-bound at this wonderful depiction of the 

sentiment of pathos by the poet. The tragic separation of the lovers 

should have produced the highest stage effect as a dramatic finish, but 

the laws of dramaturgy force the poet to effect their union with the 

help of the jewel Sangamar:iiya in the fourth act, and make Indra alter 

his word by allowing the lovers to enjoy highest felicity on this earth 
in the fifth act. Urvasi's son Ayus is secretly brought _up by a female 

ascetic because wich the sio-ht of the son's face will terminate the evil , t:> 

effects of the curse. The female ascetic after some time brings the 

son to Urvasi, but Indra's continued favour stands in the way of their 

immediate separation. The laws of dramaturgy are therefore followed 

at the cost of dramatic ii1terest; but elegant style, rich imageries, 

superb characterisation, novel situations, happy expressions, wonderful 

power to study human emotions put to our view distinctly the merits 

of the drama. The adamant Urvasi of the l].gveda and Satapatha 

Brahma'l}a has undergone a complete transformation in the hands of 

Kalidasa. The poet has not strictly followed the materials of the 

]J.gveda, Satapatha Brahma'l}a and the ll1ahabharata, but he has only 
taken the conception of Puriiravas' deep love for his drama. In order 

to heighten the dramatic charm, Urvasi has been made sincere and 

kind-hearted to the hero. The mixture of human and superhuman 

qualities is prominent in the character of this divine damsel. 
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T apati-saiywarai;ia 

The love-story of the Kuru king Sarµvara1~a and T apati, the 

daughter of the Sun-ood, is narrated to Arjuna in the .Adi-parvan of 
b l 

the Mahabharata to give him some idea about bis remote anceStors. 

Taking into consideration the dramatic possibilities oE the love-legend, 

Kulasekhara Yarman, the Kerala prince, Eelt inclined to dramatise it. 

The original story runs thus: 

Tapati, the highly beautiful and qualified daughter of the Sun­

god, far surpasses all other maidens of heaven in all respects. Her 

father, anxious for the selection of a suitable husband, fixes his choice 

on the Kuru king SaqwaraI).a, SarµvaraI).a, an earnest devotee of the Sun­

god, is popular among his rnbjects on account oE his benevolent bent 

of mind. Once while roaming on the mountain in course of hunting, 

he is exceedingly charmed at the sight 0£ an exquisitely bea11tiful girl. 

Eager_ to know her whereabouts he puts many questions to hc:r, but 

she disappears without replying to his words. In order to console • 

the mortified king, she appears again and advises the king to beg her 

of the Sun-god, The whole retinue of the king then comes in his 

search, but he allows one minister to stay by him and dismisses all 

other persons. Considering that his family preceptor Vasi~;ha can 

only render valuable assistance in this matter, he remembers him. 

~n the twelfth day Vasi~;ha on his appearance there assures the 

king that he will act as an intermediary in this matter. When 

aske~ for T apati of the Sun-god, the latter readily consents to the 
marriage oE h. d h • l 1 • K" ' . Is aug ter wit 1 t 1e Kuru king SarµvaraI).a. mg s 
excess1ve1·o f • T - · h. f 1· . . Y a ter gettmg apau as his wife makes 1m orget 11s 
admin1strat· d • D • · • d . lVe unes. urmg his absence, disorder and misery ue 
to Ean11ne pr ·1 • h. k. d •. l V ,. l . eva1 10 1s mg om. Thereupon his we1l-w1s 1er as1g 1a 
brings him b k h" k. d . bl. h ac to is mg om. His immediate steps to esta is 
peace and ord h l l • b" er t roug 1out the whole kingdom make us su Jects 
happy and carefree again. 

Several chanues as are :::, generally met with in Sanskrit dramas 

T apati-sarri,varai;ia. Childlessness of the king's a::e also seen in the 

I MBH., I. 160-3 
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first wife, the daughter of the king Salva, 

original, increases bis unhappiness day by day. 

god appears in his dream and tells him: 1 

87 

who is absent in the 

One night the Sun-

Dayitaip tava tanvangirµ Salva-rajasutam imam 

Avebi prasavapetarµ sarac ciita-latam iva. 

•Saqwarar;a ! Know this slimfigured lady who is your wife and the 

daughter of king Salva is issueless like the branch of a mango tree in 
autumn.' 

The king's unmindfulness and his conversation with the 

jester regarding the ear-ring, which is found dropped on a slab of 

stone and which has some words written on it, enable the queen to 

detect rnme wrong on the king's part. At the end of the first act 

she angrily leaves the stage, but neither her aggrieved feeling nor her 

n~tural rivalry engages the attention of the dramatist. Only in the 

c.:>ncluding portion of the drama we find a different picture of the 

queen; she is said to be eager to accord a fitting reception to the king 

and T apati with their son. In the second act the king, while 

hunting in Tapanav:rna, happens to have a close view of his lady-love 
T apati deeply engrossed in thought about him. The part her two 
companions, Menaka .nnd Rambha, play to facilitate her union with 
the king and console her in her love-sick condition reminds us 
of similar activities of Anasuya and Priyaipvada in the drama 

.d bhijiiana-sakuntala, but Kalidasa' s characterisation of the two 

companions of the heroine is of a higher order. In the original the 

king is instructed by the heroine herself to propiti1 te the Sun-god, 

but here her dear friend Menaka stresses the importance of the 
worship of the Sun-god for his ultimate union w:th the heroine. 

The family preceptor Vasigha's effort for the king's marriage with 

the heroine has not been elaborated in the drama ; it is mentioned 
in a few lines in the interlude. The dramatist has used amply 

supernatural elements in his drama. T apati gives birth to a son, 
but she is not given to understand anything about it by Rambha, 

who has been previously instructed by the Sun-god to remove the 

I :rs., I, 8 
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child for the well-being of the gods. The part played by the female 

night-ranger named Mohinika creates some handicap in the final 

reunion of the hero and the heroine, as it is necessary in the Vimar~a 

sandhi. This character is the poet's own creation. She had a 

hundred sons killed by king Sarµvarary.a ; so her spirit of vengeance 

has been glaringly portrayed. Although unsuccessful in her fir st 

attempt to befool the king, she succeeds in the last act of the drama 

for a short time in misleading the hero, heroine ·and her two 

friends. In the fifth act T apati is clcverl y called back in heaven by 

the .Sun-o-od with the ho[Je of divertino- Samvar:1na's attention to 
t, t, . • 

the administration of his kingdom. The sudden disa ppearancc of the 

heroine makes the king restless and sorrowful ; his bitter lamentation 

and earnest desire to have his beloved back remind us of the simibr 

longing of Puriiravas for the divine nymph Urvasi, of which it 

appears to be a weak imitation. Kalidasa has the unique power 

~f romanticising the natmal as well as the mythological world ; but 
10 Kulasekhara's han(I the introduction of the supernatural clement 

has not received a dramatic touch with the result that some scenes 

have become really grotesque. In the fourth act Mohinika' s false 
statement with regard to the love of G:iganamala, the daughter of 
the Gandharva king Citraratha, for Samvarana, fails to impress the k. ~ . . 

mg on account of its absurdity ; and herein coo dramatist's mod~ 

of presentation fails to keep up the interest of the readers. T 00 much 

emphasis on delineation of the erotic sentiment without keeping an 

eye on the general excellence of the drama reflects the culture and 

; ste 0_f the spectators of decadent days. In the last act of the drama, 

apau, Sa11warary.a, Rambba, Menaka-all of them misled by the 
female ni h d "d 1 • • 1· . g t-ranger ec1 e to commit suicide ; and t 11s ts p::cu tar 

m<leed and serves no useful dramatic purpose. According to the laws 
of dramaturgy h l • • d I f a appy cone us10n 1s desirable in a rama ; t 1ere ore 
the dramat1"st l • • . • some 10w creates interference in their mass sU1cide and 
effects their • • · f Unton 111 a manner that evokes no mterest. " he priest 

Vasigha, so prominent in the original, is brought on the stage in the 

end b~fore the king. In the original it is Vasi~~ha who supplying 

new inspiration to the mind of the king takes him back to the 
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capital; but in the drama the minister Vasumitra comes to take back 

the king to the kingdom in order to relieve the people from the 

terrible grip of famine. Sarpvaral)a's merciful attitude is shown even 

to the mischief-mono-er Mohinika who is released on his order. 
::, 

Many defects are found in Kulasekhara's play, specially poverty 

of dramatic invention and characterisation. Above all, an un­

pleasing diction both in prose and verse hinders his constructive 

ability. Similar remarks have already been made in our discussion 

on his Subhadra-dhanaiijaya. 

Rama Legend (Ramopakhyana) 

The Rama episode necessitates a detailed discussion here for rea­

sons to be stated below. Points of difference between the Rama 
episode of the Mahabharata and the story of the Ramaya1Ja require 

clarification for proving that the works concerned with the heroic 

activities of Rama have their source mainly 'in the epic Ramaya't}a, 
although agreement with the Mahabharata account of the Rama story 

in some works, though rare, cannot be overlooked. Many such works 
were written at a later <late; so the writers' familiarity with the 
stories of both the epics is not an impossibility. The insertion of this 
story has been made by some clever rhapsodise in an appropriate setting 
in the Vana-parvan of the Mahabharata. 1 Occasional rderences to 

this story are met with in other parvans also of the Mahabharata/' 
This Rama legend is narrated by the great sage Marka99eya to 

Yudhi~~hira to give him consolation in his forest life. Defeated m 

1 MBH., Ill. 258-75. Rama story has been related very briefly to 

Bhima by Hanumat in a previous chapter in the same parvan. (MBH., III, 

CXLVII. 28-38) 
2 Rama story is narrated in the Drox:ia-parvan in the section entitled 

,?oc_lasa-rajopakhyana in the vulgate edition, but this section has been entirely 
omitted in the Dro9a-parvan in the critical edition. It has been included in 
the .c;anti-parvan where Rann has been mentioned as a good administrator, 

under whose rule subjects lived very happily. (MBH,, XII. XXIX. 46-54) 

Raja dasarathirp caiva m~tarp susruma s~njayaf. 

Yo' nvakampata vai nityarp praja}:i putranivourasan/ / 
MBH., XII. XXIX. 46 • 

12 
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the game of dice, Yudhi~~hira has to spend his days in the calm and 

quiet regions oE the forest with his wife and brothers. Pleasures of 

royal life are denied to them for full thirteen years. Moreover the 

sweet remembrances of past life at times dishearten him, no~ for his 

own miseries but for the unending sufferings of his wife and brothers. 

Whenever he thinks of the taunting ridicule of the members present in 

the court after his discomfiture in the game of dice, he fails to suppress 

his grief in the inmost depth of his heart. Draupadi's indescribable 

insult at the hands of Dul:isasana and Jayadratha leads him to believe 

that no other person in this world suffered so terribly as he. Moved 

with pity the revered saint MarkaIJ.9eya gives a detailed description 

of Rama's tragic life to the PaIJ.9avas. Sita was abducted by the lord 

oE the night-rangers, but Rama's persistent efforts and indomitable 

energy enabled him to deliver Sita from that great tyrant. 

Similarly Yudhighira wit~ the help of his valiant brother Arjuna, 

who has then gone to a distant place to practise penance for the 

acquisition of divine weapons, will doubtless recover his lost pos1t1on 
in the near future. 

In the Vana-parvan we get a complete glimpse of the story oE 

the Ramaya1Ja. Rava9a, KumbhakanJa and Vibhi~ntJa practise severe 
austerities for a long time, in consequence of which Brahman is 

highly pleased and grants the boon they ask for. Arrangement for 

Rama's coronation, Manthara's advice to KaikeyI, Rama's departure 

E~r the forest, Dasaratha's death after Rama's departure, Sita's abduc-
tion by Rav n R- ' f • d h. • l · . a. a, ama s nen s tp wit 1 Sugriva, Hanumat' s Journey 
to Lanka to bring the news of Sita, construction of a strong bridge by 
monkeys fight between tl k d · R- ' ' . le mon eys an the ntght-rangers, ama s 
encounter with Rava9a and the latter's death at the hand of Rama 
Vibhisana's coronation R- , f l ' . . • ' 

. • : , ama s re usa to accept Sita, a d1v111e voice 
confirming the chastity f s- - R- • · · · di -

. _ _ _ , 0 tta, ama s arrival ·m the city of Ayo 1ya 
with Saa, Rama s coronation l ll b . d . 1 . . 1ave a een menuone m t us port10n 
of the Mahabharata. 

But there are also p • t E d"ff T . 0 111 s o 1 erence. he story centermg round 
the birth of Ravaq.a has been dealt with in detail in the Mahabharata. 
In the Ramayara Kaikasi is the mother of Raval).a, Kumbhakarq.a and 



CHAPTER THREE 91 

Vibhi~a1;a, whereas in the Rama story of the Mahabharata, Pu~potka;a 

is the mother of Rava9a and Kumbhakan)a and Malini oE Vibhi~al)a, 

In the Rama story of the Mahabharata no mention is made of the 

sacrifice performed by king Dasaratha for getting sons. Sita is the 

daughter of Tanaka, but that she is foun,d at the end of a plough is 

not referred to in the Rama episode, nor do we find the names of 

Sita' s sisters there. At the instruction of Brahman, all the gods beget 

heroic sons in the forms of monkeys who will help Rama considerably 

for the annihilation of the great demon Rava9a. A female Gandharva 

Dundubhi by name is born on this earth as Manthara, Kaikeyi is to 

get only one boon from king Dasaratha; and with the help of that 

boon she compels Rama to repair to the forest, and gets her own son 

Bharata crowned as king in his place. So far as the Aral)ya-ka99a 

is concerned, the Ramopakhyana does not follow faithfully the story 

of Valmiki. Rama's meeting with Viradha, Agastya and Sabad is 

conspicuous by its absence, Rama wants to establish friendship with 

Sugriva, but the latter does not ask the former to prove his physical 

strength by a display of his bravery. During her miserable existence 

in the city of La1i.ka, Sita is consoled frequently by a kind-hearted 
female night-rnnger named Trija~a, who informs her of the speedy 

arrival of Rama with Sugriva for her deliverance. She however admits 
that she has gathered this information from Avindhya: 1 

Avindhyo nama medhavi v~ddho rak~asa-pungaval:i/ 

Sa Ramasya hitanve~i ................. . 

•Avindhya who_ is old, intelligent and the best of the Rak~asas 

is really Rama's well-wisher.' 

Sita is assm·ed when she learns from Trijata that Ravat)a will not 

be able to do any harm to her on account of the curse oE Nalakubara, 

The Rama episode, strictly speaking, is an abridged form of the story 
of the Ramaya1Ja, It is natural, therefore, for the writer of the Rama 

episode to omit some matters at his own discretion. Rava1_1a's holding 

of a war council on the eve of battle, his attempt to frighten Sita by 

showing her the artificial severed head of Rama, and the encounter 

1 MBH., Ill. CCLXIV. 55 
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between Sugriva and Ravat;ia have not at all been mentioned m the 

Rama episode. When preparation for the construction of a bridge over 

the ocean is going on in full swing, the ocean appears before Rama 

in a dream and assures him of its full co-operation in the task he has 

undertaken. Here Rama is not shown as making a passage for the 

bridge by throwing an arrow over the ocean. KumbhakarQa offers 

strong resistance to Lak~max:ia but later on is killed by the latter in 

the battle-field. In the Ramaya,:ia Indrajit destroys an artificial image 

of Sita in front of Hanumat, and Rama hearina of the death of Sita 
0 

falls into a swoon; but this incident has been left out in the Rama 

episode of the Mahabharata. Hanumat does ~1ot bring the mountain 

full of medicinal plants for bringing Rama and Lik~maQa back to 

consciousness. By his magic power Ravana assumes the forms of 

Rama and Lak~max:ia in order to deceive the~n and creates false demons 

for their destruction; but the sagacious Rama suspecting a trick brings 

about his end by the application of Brahmastra. The vital point of 

difference between the two stories is to be found in the non-mention 

of Sita's ordeal of fire in the Rama episode ol the Mahabbarata}­
The wind-god there cannot bear the repudiation of Sita in the presence 

of _gods, monkeys and other respectable personages; so he himself 

~esttfies to the loyalty and chastity of Sita. Rama is repeatedly 

unplorecl to accept Sita by the wind.god and also by Dasaratha, who 

to~ becomes visible to Rama at that very moment. Rama com plies 

with their requests, and returns to Ayodhya with Sita. 

Scholars have discussed the question of the probable relationship 

between the Ramaya,:ia and the Rama episode of the ll1ahabharata. 
w_ eber has placed the following logical alternatives: -( 1) The 

~atnopa~byana is the source of the RamaymJa, ( 2) The Ramopakhyana 

is an epitome of the Ramaya,:ia but of a Ramayar;a more primitive 

than the epic in its present form. (3) The Ramopakhyana is an 
epitome of the Ra-ma-yan. a w1.tl1 so111e • bl d'ficat1' d nottcea e mo 1 , ons an 

. 1_ ~c cannot, however, ~ut a great stress on this point of difference, as 
this ~nc1~e11t of ordeal of fire 1s now known definitely to be a Southern inter­
polat1011 mto the text of the Ramaya9a. 
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changes. (4) The two poems might have been derived independently 

from a common source now lost to us. Sukthankar in his article 

entitled "The Rama episode and the Ramaym;a" _has stated that the 

alternatives worked out by \\l ebcr may be admitted, but the logical 

possibilities unfortunately do not carry us very far in historical 

investigations. As Weber has arrived at no definite conclusion for 

the solution of this problem, no great importance can be attached to 

his findings. Hopkins has, however, advanced the view that the 

Rama episode of the ivlahabharata has for its source some old Rama 

legend known to the people of that age. The broad points of 

difference between the Ramopakhyana and the Ramiiya1;ta, he says, 

urge us to follow such a line of argument ; but a careful consideration 

of the two stories has led others to express quire a different view. 

Jacobi in his work "Das Ramaya1;ta" attempted a correct solution of 

this problc:m. In the first place, he said that for the clarification of 

the allusions of the Rama episode, a knowledge of Valmiki's 

Ramaya1;ta is inevitable. The writer of the episode must have been 

familiar with the story of the Ramaya1:1a, otherwise he might 11ot have 

inserted some allusions in his own story. Secondly, Jacobi has taken 

great p.iins to prove the verbal similarity of the two stories in many 
places. He has shown some glaring parallelisms to prove chat the 

Rama episode of the Mahabharata is nothing but an abridged form 

of the Ramayar;a. Sukthankar has supported Jacobi whole-heartedly; 

and in order to give his conclusion greater weight, he has adduced 

eighty-six cases of verbal agreement in his article on che Rama episode 

and the Ramaya1;ta- In some of these cases the lines of the Ramayarza 
have been quoted, and in other places the lines have been altered by 

the use of synonymous words. Change of words is also noticeable in 

some cases. Moreover, the name of Valmiki and his epic have been 

mentioned in some places of tbe Mahabharata.I 

I 

The reference of the Ramayatza in :some parvans proves conclu-

B~u-~a IU,:n_ia _gu1_1a-slaghyo buddbi-sattva-balanvital.1/, 
Ramayai_ic tt-v1khyat.i):t Stlro vanara-pungaval:i / / 

MBH., III, CXL:VII. I I 
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sively that the writer of the Rama episode of the !11.ahabharata was 

particularly familiar with the story of the Ramayar;a. So there 

should be no hesitation in accepting it as an abridged form of the 

Riimiiyat;a. Wintcrnitz too holds a similar view. In his History 

of Indian Literature he says: "The Ramopakhyana of the Mahabharata 
is in all probability only a free abridged rendering of the Ramaya~ia 
and we may add of the Riimaya,:za in a very late form, fairly 

nearly approaching the present one. For to the author of the 

Ramopakhyana Rama is already Vi~r:iu become man,········· .. ·······"!. 

Books I and VII of the Ramiiyat;a for various reasons are regarded 

as later additions. In the rest of the book, that is, in books II to VI 

the main hero o( the story has been pictured as a mortal warrior; his 

wonderful heroic exploits earn him unstinted admiration from his 

friends and well-wishers; but none of them lays any stress on his 

~ivinity. No attempt to hold him as the highest divinity is made 
111 these portions. In later times Rama was no longer looked upon 

as a mortal warrior but as an incarnation of Visnu. Writers of books 

I and VII which are later additions could ~;ot avoid the influence 

~f such a religious idea and glorified Rama in chat light. Similar 
15 the case with the writer of the Rama episode 0 £ the Mahabharata. 
So • llle lllstances will not be out of place here.2 

Atha Dasarathir viro Ramo mahabala4/j 

Vi~9ur manuffa-riiper:ia cacara vasudham imam/ Ii 
. •The valiant and heroic Rama, the son of Dasaratha, 1s Vi~1JU 
incarnate and r l • l . • oams over t us eart 1 111 human form. 

Brah_man, when approached by gods for protection from the 
persecution f h d 1 d • 
I . 0 t e emons, conso ed them by saying that accor mg to 
11S ord v· ' ~ 
l er 1~r:iu would soon be horn as a human being for upholding 

t 1e cause of religion.s 

T ~d artham avatin;o' sau lllan niyogac caturbhujalJ'lJ 

V1~9ul~ praharataq1 sre~~hal~ sa karmaitat kari~yati / / 

I HIL., I. p. 501 

=~ MBH., III. CXLVII. 2 8 
3 Ibid.. III. CCLX. 5 
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•According to my direction the four-armed Vi~ry.u, the best oE warri­

ors, is born as a man on earth for that cause; he will do this work.' 

The Ramopakhy:ina of the 111ahabharata after a few lines on 

Rama's birth describes elaborately Rava9a's austere penance, receipt 

of boon from Brahman, his influential position and thereby puts a 

distinct picture of Ravana before the readers from the very beginning 
of the story. This pattern of treatment is followed to a certain extent 

in K~emendra's Ramayaria-maiijari where a marked peculiarity cannot 

escape our notice. In the very beginning of the Uttara-kai:i<:fa, he 

has given detailed information regarding the birth of Rava9a an,l his 

penance. Mo~tly works on the Rama story are concluded with the 

return of Rama to Ayodhya and his subsequent coronation, but the 

Ramayar;,a-manjart in imitation of book VII of the Ramayaty,a and 
Ramopakhy:ina of the Mahabharata continues the story with the narra­

tion of Ravar:ia 's birth and penance. In the A bhiteka-niifaka in obe­

dience to the orders of Rama, the ocean willingly divides itself into 

two parts to make a passage for his army without giving him any scope 
for throwing arrows for this purpose. A similar account of the ocean 
making passage for monkeys is found in the Ramopakhyana of the Maha­
bharata, but here nothing definite can be stated regarding its influence 
on the author of the A bhifeka-na~aka. Vasudeva of the 17th century 
composed the Rama-katha on the six kar:ic_las of Valrniki's Ramayar;,a. 

The influence of the Mahabharata is traceable here in the fact th:it a 
Gandharva woman Dundubhi by name was born as Manthara. Rama's 
transformation into Vi~r:iu pointed out already in the Rarnopakbyana is 
also obviously noticeable in Bhasa's A bhlseka-nataka 1. Ksemendra's 
Ramayaria-manjari3 and Somadeva'~ Katha-~arzt-sa~ara;\ but ~he authors 

I Manu?atyi riipam asthaya cakra-siirri.ga-gadiidharal:i/ 
Svay::up karn1p-bhiital;i san kiiryiirthi samupiigatal:t/ / 

AbN., IV. 14 

2 Devo Narayaryal;i sriman padma-niibho bibhur bhavan/ 
Svcccha-matra-samunmqo yasyay:up visva-sambhramah/ / 
Cariicarasya Hagararp tratararp jagatam api • 

S:Hphartararp ca paryante tviim abul:i kiira9arp tridha/ / 

RM., Uttara-kiinda I I 1.2 . . , 
3 Vi?9or avatatarii1pfo Rava9occhedanaya yal;i / KSS., IX. 1. 60 
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of all these works might have been influenced by books I and VII 

of the Ramaya'/Ja where Rama's divinity is repeatedly emphasised. 

It is not at all a matter of wonder that K~emendra, the author 

of the Bharata-mafijari and Somadeva who inserted, besides Rama 

legend, other stories of the Mahabharata in his Katha-sarit-sagara 

must have been familiar also with the divinity oE Rama oE the 

Ramopakhyana. In the Alarµkaravati Lambaka of the Katha-sarit-sagara, 

~n occasion similar to that of the Ramopakbyan:1 of the Mahabharata 
15 cre::ited for the narration of this story. There a Vidyadhara woman 

is found describing the story of Rama for the purpose of consoling 

the love-sick Nar::ivahana. 

2. KAVYA 

N aifadha-carita 

Several interesting legends of the Mahabharata have been renar­

rated in a novel form in later literatt{re. T O this group belongs 
the story f N I d D - • E • 1 • o a :1 an amayant1, which on account O 1ts appea mg 
characteristics has been amply utilised for the composition of dramas, 

Mahakavyas and Campu-kavyas. This story covering a large portion 
oE the V f l M - . • i ·1 I . an:1-parvan o t 1e ababharata discusses 111 c eta, t 1e 
~ragic vicissitudes of N ala's fortune1. As such later writers, taking 
into con • d . . "d . 

. . st erat1on tts wt e popularity and finding in 1t ample re-
quisites for r · · £ l . . a tterary compos1t1on, availed themselves o t 1e oppor-
tunity of d l • h • . 
Srihars isp ay1ng t eir poetic talent by accepting it as their theme • 

• a, the author of the Na· db ·c1 • l • tirn . tfa a-carita won wt e renown m 11s 
Kb:n1Ust after the composition of his Work on this legend. The 

• · ana-kbanda kb-d • 
valuable d" • • . • a ya ts another work of the poet containing 

1scuss1on on the doctr· ·1 h H" 
vast sch l h" tnes of Vedanta phi osop y. 1s 

0 ars 1P no doubt found -rr_ 
but this N . db . an outlet through d1rrerent works, 
I. az~a a-carzta made h • I . 
1terary • l E 1111 a popular figure not on y in 

c1rc es o the day but also d f . 
the recit • f among the people fan o hearing 

at1011 o such Mahakav . 
at the d f h yas. From some verses appearmg 

en o t e poem -
' we con1e to know that Snhar~a was 
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the son oE Srihira and Mamalladevi1 , and he was honoured by 
the king oE Kanyakubja2. The genuineness oE this statement 

is corroborated by Jaina Raj::;.sekhara Suri's Prabandba-kosa,1! where 

he is stated to have flourished under Vijayachandra and Jayachandra 

of Kanauj in the second halE of the 12th century. 
Durino- the exile of the Pandavas in the forest the great sage 

::, .. 
Vrhadasva comes to see them there. When Yudhi~~hira narrates 

to him their miserable life in the forest:, he is moved and in 
order to give them consolation in their acute distress, relates 

the story of Nala and Damayanti. Nala, king of Ni~adha, while 

once roaming in his own garden, catches a swan gracefully wandering 
there. This swan plays an important part in the love-affairs of 

Nala and DamayantI. He informs Nala of Damayanti's charming 
beauty and her strong love for Nala, and he again describes the 

notable qualities of Nala to Damayanti, the beautiful daughter of 
Bhima, the kinu- of Vidarbha. After a short period kino- Bhima makes ::, 0 

arrangements for a suayarrzuara ceremony to give his daughter a 
chance for choosing a suitable husband. With the intention of winning 
Damayanti, some gods approach Nala to make him agree to act 
as their messenger. Nab is now on the horns of a ~ilemma, 
but his goodness prom.pts him to fulfil the wish of gods. Be­
cause oE their previous knowledge oE Damayanti's love for 
Nab, the gods assume the form of Nala in the hall set apart 

I .Srihar~arp kaviraja-raji-mnklurHarpkara-hiral.1 sutam. 
Srihiral_1 su;mve jitenclriya-cayarp Mam.alla-dcvi ca yam/. 

NC., I. 145 
2 Tambiila-dvayam asanafi ca labhate yal.1 Kanyakubjdvarat/ 

Y a~1. sak~at kurnte samadhi~u paraf!1 Brahma promodar1:rnvam/ / 
Y at kavyaxp madhu-vaqi dhar~ita-paras tarke~u yasyoktayalJ 
Sri-Sri-haqa-kavel:t k,;til:t k,;timude tasyabhyudiyad iyam/ / 

NC., XXII. 155 
3 Piirvasyaiµ Vara1_1asyarp puri Govindacandro nama raja. 

13 

Tat putro J ayantacandral:t. Tasya rajfio bahavo viclvamsah. 
Tatraiko Hiranatna viprn~1. Tasya nandanah prajfia-c~kr;varti 
Srihar~a. Prabandha-kofa, XI. 1 52. • 
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for the svayar_avara ceremony, but highly satisfied to hear the laudatory 

verses recited by Damayant'i in their honour, they appear in 

their own forms. The marriage of Damayant'i with Nala is duly 

celebrated after she has placed her wedding garland on the neck 

of Nala ignoring completely the presence .of other reputed kings. 

Kali, however, getting exasperated at this happy and blissful life 

of Nala wants to throw him in dire troubles. At a game of 

dice Nala is defeated by his brother Pu~kara who soon takes 

possession of the whole kingdom. Under the influence of Kali 

Nala loses the power of right thinking and judgment. One day 

when his faithful wife is fast asleep in the dreadful forest, he 
forsakes her there without thin king of her possible difficulties. 

Both the husband and wife separated from each other spend days 

in sufferings that baffie description. Damayanti, after a futile and frantic 

search for her husband, takes shelter in the capital of the country 

named Cedi. King Nala, with his appearance unrecognisable owing 

to the bite of the snake Karko~aka in course of his aimless wandering, 

comes to the capital of king ~tuparr:ia, and there acts as his charioteer 

and cook. Damayant'i somehow manages to come back to her 
fath ' • l er s capita , and at the end they are united. 

This touchingly simple and popular story of the Mahabharata 
has been d I • l • N • db • I . ea t Wit 1 in an ornate language in the at~a a-car,ta. n 
tlus Mal -k- · · c d l 1a avya consisting O[ twenty-two cantos, we o not get t 1e 
w~ole account of Nala's life. The swan's effort to bring about the 
union of N l d D - • l D -h a a an amayanu, Nala's marriao-e wit 1 amayant1, 
. appy life of the lovers at the royal abode and appearance of Kali 
in the cit f N' dh f . . Y O 1~a a orm the subject-matter of che poem. The 
tragic incid f l , . ents o t 1e couple s life, which generally arouse popular 
syinpath h . 
h b Y • ave not been touched upon. This abrupt conclus10n 

as een oft 
S _6 en commented upon ; and in the opinion of some scholars 

ti arsa finish cl h" 
1 • e 1s poem, but the rest oE it is lost to us along with 

ot 1er works • . 
d . ment1oned 111 the epilogue stanzas. It must be frankly 

a mitted that t1 ·1 bl . • b le ava1 a e portion of the poem lacks the simple 
eauty of the or· • l f • d 1g111a story o the Mahabharata ; but JU ged by the 

standard E • d • . . 0 111 ustr~ous metncal composition highly appreciated at 
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that age, the poet is remarkably successful in presenting a part of 

the Nala story in the most elaborate kavya style full of decorative 
devices of different types. This simple story is recounted in the 

lvlahabharata in less than two hundred slokas, but Srihar~a's lengthy 

composition spreads over twenty-two cantos containing about two 

thousand and eight hundred verses. His descdptive tendency, 

discussion of philosophical doctrines including those of the Buddhists, 

Jainas, Carvakas, and above all, the irresistible urge of displaying 

skill in the manipulation of language are the main reasons for 

the inordinate length of his poem. How peculiar it is that for 

describing in detail the beauty of Damayanti from head to foot by 
Nala, the author's imao-ination runs wild in canto VII, the whole of 

0 

which is confined to this description. His inability to hold up 
the reins of imagination at the right moment has made his des­
cription ~n some places rather boring and monotonous. Damayanti's 
svayarpvar", which is a matter of few verses in the epic, extends 

over five long cantos in the poem. Verses describing N ala and 

the dissembling gods simultaneously display the poet's capacity for 
using the figure of speech Sle~a ; but without a commentary the 
meanings remain unintelligible. The whole of the seventeenth canto 
is devoted to a dry discussion of different philosophical doctrines. 
The poet is not at all interested in the smooth progress of the 
narrative ; on the contrary he seeks diversion in discussions which 
give him sufficient scope for displaying his technical skill or 

varied knowledge. 
One significant departure from the original draws our notice. 

This is the depktion of Nala's character in a different light in the 
poem. In the ll1ahabharata Nala accepts as his bounden duty the 
communication of the gods' intention to Damayanti, and g1ves it 
preference to his own interest, so he is satisfied by simply delivering 
the message ; but in the poetic composition, the failure of his 
111iss101~ causes serious mental conflict making him conscious 
that h1s honour is at stake. The poet has wide command over 
language, but his fondness for obsolete and uncommon words 
and the frequent use of Slesa rob his • • of lucidity . compos1t1011 
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and sometimes tax the patience of readers. The delineation of 

the love-affairs of Nala and DamayantI in the eighteenth canto 

gives the poet an opportunity to illustrate the principles oE 

lCiima-siistra. Despite his demerits, some oE which have been 111en­

tioned above, it cannot but he admitted that the poet is gifted 

with wide erudition, and his power of expression is vivid 3nd 

vigorous. He excels in artificial forms and if we take into con­
sideration the age and environs in which he was born and bred up, 

we may say without any hesitation that his place among the poets 

of the different times and climes is not altoocthcr insi(rnificant. b tJ 

The authorship oE this work.1 was at one time wrongly attributed 

to Kalidasa, but the treatment of the Nala story in this work docs 
l · · • d with 

Nalodaya 

not warrant us to accept t us view. A reader acqua1nte . 
Kalidasa's outstanding poetic qualities will never admit it to be his 

creation. This is now definitely known to be the work of the 

Kerala poet Vasudeva, sou of Ravi and contemporary of Kulasekh~ira 

Yarman. The poet has taken up the Nala episode for illustranng 

the figure of speech Yamaka. The attempt to use Ggures concen~ed 

merely with a play on words never makes a literary composiuon 
graceful. Such poets are inspired to show their skill in the use of 
wor~s and_ skilful construction of verses; but they do not take into 
cons1deratton that such composition w·11 • f l quire111ents , 1 not satls y t 1e re 
ot true poetry. 

_The _poe~ oE Nalodaya has retold the Nala 
bharata Ill lus work in f . 

Maha· 
story of the 

cl1a11gC• 
N l , . our cantos without any appreciable 

a as marriage with Dm1a - . ' l first T 'yanu is the subject-matter of t JC 

canto. he next canto unnecessarily d l . l l de of love· ff • · ea s wit 1 t 1e mo 
a airs m accordance • l l d lop· 
ment of the stor . b Wlt l t le rules of Kama-sastra. The eve d s· 

. . f l y is rought to a standstill by such unnecessary c 
mpuon o ave-affairs Tl h. stor}' 

• • le t ird canto again continues the 

1 This was sometimes rco d I h 5011 of 
l::>ar Ct as the ·k f R • I a t c 

Naraya1Ja and the author probably also of _wot o av1, ev • 
the Rak~asa-kavya. 
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b~ginning from Kali's intention to put Nala into trouble and ends 

wtth the narration of the couple's untold sufferings in the midst 

of the forest. The concludino- canto tells of the final reunion. One 
l . ~ 

t 1~11g_ can be said in favour of the poet that in order to illustrate bis 

~IHll tn the use of Yamakas, he has not followed the practice of 

unnecessary elaboration except in the second canto, The use of 

Yan1akas at places without marring the poetic beauty of a poem 

11lal~es it interesting, but when this verbal exercise is made cheaper 

by tts continuous occurrence in every verse, the work is bound to be 

unpleasant. The following verse is a happy illustration of Yamaka: 1 

Anuvrata samanana111 samanananda Bbimaja/ 

Tam Induna samanana1p samana-nandane vane// 

'The daughter of Bhima (Damayanti), united with respectable 

Nala having a face as beautiful as the Moon, enjoyed pleasures in tbe 

garden as lovely as Nandana-kanana.' 

But here the poet makes a laborious effort to describe Nala's adverse 

fortune with quadruple Yamaka in a single verse9 : 

So' tha sada roda-ratal; Pu~kara-vijico Nalal; sadaro daratalJ/ 

Vyajad darodaratal; sva-puriin niryaravan udarodaratal;// 

•Then Nala, conquered under some pretext by Pu~kara in the 

ga111e of dice, went out of his own large city in great agony with his 
wife out of fear.' 

Nalabhyudaya 

The colophon Varnanabhaua-Bara-kttau Nalabhyudaye at the e,~d 

of each canto makes it clear that Lhe Nalabhyudaya is a work by 

Va111ana Bhana Ba9a, the author of Sr,igara-bhiifa~ia, the Parvatz~ 

pari1Jaya and the Vemabhiipala-carita. He is also known as Abhinava 

Bhaga Ba1.1a as he spared no pains to imitate the prose style of Bhana 

Ba-9-a. In the beginning of his work V cmabhupala-carita3 he has stated 

1 NU., 11. 2.3. 
2. NU., Ill. 7. 

3 Ba1_1a-kaviudriid anyc ka1_1alJ khalu sarasa-gadya-sar,11_1i~u / 

Iti jagati rfi~lam ayaso Yatsakulo Vamauo' clhuna rnargi/ / 

~BC., I. 6 
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that 'it is the general opinion that Baz:ia only could write charming 

prose, but he himself is inclined to repudiate this false view. 

The poet Abhinavabaz:ia lived in the court of Vemabhiipala, the 

learned ruler of Trilinga country, who wrote the Srngara-d'ipika anJ 

the Sang:ta-c'intama1Ji. A copper-plate, dated 1448 in the name of 

the son of Vema, enables us to come to the conclusion that his father 

lived in the first half of the fifteenth century, and on this basis the 

date of our poet is to be determined. 

The only palm-leaf manuscript copy of the Nalabhyudaya, written 

in Malayalam characters, contains eight cantos and three slokas of the 

9th canto. Eight cantos have been published, but we do not get a 

complete picture of the Nala story from them. In the first canto 

the qualities and graceful appearances of both Nala and Damayanti 

have been described. Coming to know of each other's qualities they 

~re attracted. The second canto refers to the role played by the swan 
10 bringing about the union of the hero and the heroine. King 

Bhima's decision to make arrangement for the svayarp,vara ceremony 

at the sight of his daughter's love-sick condition forms the subject• 

'.natter of the third canto. The next canto states Damayant'i' s strong 

Intention to have Nala as her husband in spite of the earnest pleading 

for the gods by Nala, who has been selected by them to act as 

lllessenger. The following canto gives us an account of Damayanti's 
111<1rriage, after she has passed the crucial test of differentiating Nala 

fro 111 . other gods who come there assuming the shape of Nala ; and 
the ~txth canto contains a description of the lovers' dalliance. Nala's 
tragic turn oE fortune after his crushing d f · the game of dice 
culmin • . . e eat 111 , 
. ating 111 the pathetic desertion of D - · a lonely forest 
infested • h . amayanu l1l 

A Wit wild beasts, has been touch d ·. he seventh cant 
fter a lon d . e upon 111 t o. 

I g an frantic search Eor her h b d h nages to fi d 
s 1eltcr in h l S us an , s e 1na n 
d . t e pa ace of ubahu, king of C d" I l last canto N I a vised b h e 1. n t 1e a a, 

Y t e serpent Karkotaka wl d" 6. • 
serv· d • 10 tsfigures him by 1t1ng, accepts 

Ice un er the name of Bahuka • k. 
A dh - _ . ' 111 the palace of B,tupar1:,a, 1ng of 

yo ya. Damayanu, on coming b l , l 
• . . . ac t to her father s pa ace, sends 

men tn all • d1rect1ons rn search of her l b d Tl xisting • l 
1us an 1e e e1g 1t 

cantos therefore do not give us the story £ h fi • l ·100 o t e na reun • 
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This work of Va.manabha~p demonstrates no ingenuity in the 

manipulation of the plot and invention of incidents. Still its polished 
style, clear diction and melodious verses make his composition highly 
appealing to the readers. Avoidance of unnecessary descriptions and 

non-application of ornate language for showing mere skill in play on 
words account for the directness and clearness of the plot of this work. 

The poet Srihar~a has written lengthy canto after canto over this Nala 
story, but Vamanabha~ra all along keeps his eye on brevity. He 
lllentions some characteristics of a good composition in the very 
beginning of his Vemabhiip_ala-carita1, and there is no doubt that the 

present work possesses those characteristics. 

Sahrdayananda 

The Sahrdayanant a of KHr:iananda, a kayastha of the Kapiiijala 
family and Mahapatra to the king of Puri, is a poetical work of fif­
teen cantos on the entire story of Nala and Damayanti. At the end 

of every canto the poet refers to himself as Sandhivigrahika Maha­

patra. 2 His date cannot be later than the 14th century, as Visvanatha 
in his Sahitya-darpara mentions a verse from this work and describes 
the poet as Sandhivigrahika Mahapatra. Charming, intelligible and 
elegant verses of Kr~r:iananda have made his composition more interes­
ting to readers than the work of Srihar~a. The original story with 
slight deviation has been reproduced successfully in this work of 

K:!-"~I].ananda. 
The first canto opens with the praise of Virasena and Nala, and 

ends with the departure of Nala's father for forest life after handing 
over the kingdom to his worthy son. The next three cantos are 
devoted to the role of the swan to facilitate the union of king Nala 

1 Apa iva jagati vimala vaco rasaniyatarp dadhati/ 
Kavya-prapafica-stger ya miila[!l kavi-vidhaq·-Iokasya / /, 

Kavyarp hi kavi-varal}:ilp kanakam iva slaghya-var-9-a-sankalitam/. 
Durjana-jihva-jvalane tapta[!l pravibhati nirmalakaram/ / 

VBC., I. 3·4· 
2 Sri-sandhi-vigrahika-mahapatra-sri-kr~t?anancla-krtau 

Sahrdayanande mahakavye Nalacarite ............. • .. 
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with the princess Damayanti. Damayanti's lovely appearance and 

countless qualities are described before king Nala and the swan does 
the same thing before Damayanti, who in her love-sick condition 

offers her necklace to the swan for giving it to Nala, whose passionate 

yearning for his lady-love increases day by day. In the fifth canto 
we find Nala's readiness to attend the svayarpvara ceremony, but in 

the meantime he is requested to act as an emissary of the gods, and 
in the succeeding canto Damayanti is married to king N ala. In 

accordance with the rules of the Mahakavya the seventh canto gives a 

description of the summer season. The following two cantos deal 

with the trials and tribulations of Nala, who falls an easy prey to the 
evil designs of his brother Pu~kara, and is ultimately compelled to 
wander with his dear wife in the midst of a dense forest inhabited by 
ferocious beasts. The separation of Damayanti from king Nala takes 

place under peculiar circumstances in this work. Points of agreement 

with the story found in the Mahabharata are marked almost: through­

out, but in the matter of DJmayanti's parting with Nala the poet has 

followed his own imagination. In order to draw the notice of 
Damayanti, Kali and Ova.para assume the form of birds with golden 
wings. Nala in his attempt to get hold of them is carried to a 
distant region, antl thus fails to be united with his dear wife, who 

in utter despair and distress rends the whole atmosphere by bitte1· 
lamentations in the eleventh canto. In the origfoal story of the 
Mahabharata Dvapara is not shown as taking an active part in 
deceiving Nala and Damayanti. The remaining pare of the story 
without any remarkable modification has been recounted in the last 

four cantos. Damayanci manages to reach the capital of Vidarbha 
and then king Bhima sends men in all directions in search of Nala. 
~a~a, on the advice of the serpent Karko~aka who disfigures him by 
bitmg, comes to the capital of king Rtuparna to serve him as a 
charioteer. The last t £ l .' 1· h. l d"E" d I l . . par o t 1e story 1s s 1g t y mo 1 1e . n t 1e 
ongmal Nala on r • f h -, ' ece1pt o t e news of Damayantl s svaya,rivara 
ceremony to be held • • • l h h . . . again, 1s surpnsed great y and reac es t ere 
w1thm a short time with k" R b • h" N l comes mg . tupar9a; ut m t 1s work a a 
to know of Damayanti' s firm resolve to enter Eire. Damayanti is 
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assured of her reu111on with king Nala by a heavenly voice just 

before entering into the blazing fire. Being perturbed at this news, 

Nala arrives quickly at the capital of king Bhima, and getting back 

his own previous form after wearing the cloth given to him by the ser­

pent appears before Damayanti; and this paves the path for their 

ultimate reunion. The heroine's pangs of separation have become 

intolerable, she prefers death to lifelong .agony; her fateful decision 

stirs up her lover who tries to reach her place as quickly as possible. 

Thus the strong love of the hero and the heroine has been expressed 

by the introduction of this touching scene at the end of this work. 

The poet's unlabcured forceful composition characterised by clear 

diction, brevity and propriety makes a direct appeal.1 Moreover, 

the poem is free from the intrusion of verbal embellishments. Critics, 
however, will not find poetic gift of a high order in his work, although 

he claims the power of instilling literary pleasure in them by his 
title Sahrdayananda. 

N ala-vilasa 

Ramacandra Suri,2 who is believed to be the writer of a hundred 
works, composed a drama Nala-vilasa in seven acts on the popular 
story of Nala and Damayanti. He is not the dramatist to present the 
N ala episode in his drama in its original form; his work clearly reveals 

his inclination to reproduce the story with appreciable changes. An 

analysis of the Nala-vilasa will show novel rehandling of the plot. 

That king Nala will soon gain a charming lady as his wife has 

been cleverly hinted at in the first act through a dream dreamt by the 

king. The king to his utter surprise finds a jewel necklace on 
4 

I Anati-prasrte' bhital?, k·rsanau gaganagrasprsi dhfama-cakravale/. 
Nanrtul}. k~a9am unmadal}. sakekarp. nava•meghodaya•sari.kino mayiiraJ:i/ / 

SHA., XIII. 4· 

This verse describing a forest fire and its reaction on the peacocks proves 

Kr~r:iananda's power of writing in a language forceful and attractive at the 
same time. 

2 The date of Ramacandra Stui bas been mentioned in our discussion on 

his other drama •·Nirbhaya-bhima.'' 

14 
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his hand, which suddenly falls on the ground, but after a while that 
necklace shines again round his neck. Nala's union, separation and 
reunion, that is, the entire plot of the drama has been tactfully 
denoted by this dream. The dramatist has made an attempt to make 

the situation complicated by the introduction of a kapalika secretly 
striving to unite Damayanti with Citrasena, the king of Cedi. 

The kapalika's evil design is detected with the result that he 
is immediately imprisoned by king Nala. The king, with his heart 
full of passionate love at the sight of a portrait of Damayanti seized 
from the kapalika, sends his intimate friend Kalaharpsa and Makarika 
to supply Damayanti with first-hand information about himself. 
This important part, . however; is played by the swan in the 
Mahabharata. The author has all along tricJ to introduce the human 

element in his drama as far as possible. In the second act we hear 

of the success of Kalahaq-isa and Makarika in diverting the attention 

of Damayanti to Nala. They come back with Lambastani, the wi_Ee 
of kapalika Ghoraghoi:ta, who will induce the king of Vidarbha to 

offer his daughter to Nala. The third and fourth acts develop 
the subject-matter in the traditional manner. On the eve of her 
svayarpvara ceremony Damayanti, while worshipping the god of 

love in the adjacent garden, happens to meet king Nala who has his 

camp pitched in a nearby place. This previous acquaintance 
makes it easy for Damayanti to place her wedding garland on the 

neck of king Nala in the court hall packed by notable kings of 
diHerent provinces. In the original, Damayanti is much impressed 

at the sight of Nala approaching her as a messenger of gods. Being 
apprised of the bride's love for Nala, the gods appear in the form of 

Nala at the stately ceremonial of svayarpvara, and assume their own 

shapes only on being appeased highly by Damayanti. The dramatist 
employs, on the one hand, Kalaharpsa and Makarika to carry on 

matrimonial negotiations without bringing into prominence the part 

pl~yed _b! th_e swan, ~nd _on the other hand, he has totally done away 
with d1vme mtervenuon m human affairs by not bringing the gods 
in the svayarpvar" hall. This tendency of the dramatist to 
eliminate superhuman intrusion is also manifest in the modification 
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of another circumstance. In the Mahabharata, Kali's ill feeling to 

Nala is the main reason oE his indescribable sufferings after his 

marriage with Damayanti ; but here the malicious activities of the 

kapalika, the spy of Citrasena, cause his defeat in the game 

of dice with the prince Kiibara and throw him in the midst of 

unbounded miseries for a long period. Human beings in this world 

suffer under the influence of evil spirits-this is the deep-rooted 

belief of credulous people ; but a deep insight into worldly affairs 

makes it clear that for the fulfilment of evil motives and selfoh ends, 

man does not waver to enter into an ignominous conspiracy to put 

his opponent into unlimited trouble anyhow, The fourth act gives 

usual description of renowned rulers present in the svaya1?'1vara h:ill. 
Damayan ti's fateful decision to choose N ala as her husband has been 

highly acclaimed by all kings present there. Act V is devoted to the 
delineation of the sentiment of pathos. Providence smiles unnoticed 
in heaven, and the tremendous sufferings of the hero and the heroine 

commence. In the lonely forest king Nala is indirectly instructed 

to leave Damayanti, who is fast asleep, to her fate by an ascetic who 
is an ally oE that mischievous kapalika. That parting scene, echoing 
with Nala's remonstrances which indicate his excessive reluctance to 
desert his beloved, has been charmingly portrayed by the dramatist. 
From the sixth act we come to know that king Nala, with his figure 
deformed through the influence of· his father, renders his humble 

service as cook in the kitchen of Dadhiparrya, the king of Ayodhya. In 

the Mahabharata, Nala bit by the Karko~aka serpent loses his lovely 
form, and gradually repairs to the kingdom of ~tuparrya to accept 
service as a trainer of horses. A dramatic performance dominated 

by the depiction of the sentiment of pathos, that is, the device of an 
inset play on Damayanti' s miserable plight after her desertion in the 
forest, is arranged in the sixth act to arouse the feelings of Nala 
attending the performance with the king of Ayodhya. The act 

closes with an announcement oE Damayanti's svayarrzvara thus neces­
sitating the speedy arrival of Nala in the royal palace of Vidarbha 
for the final reunion. In the beginning of the seventh act, we 
find Damayanti's strong determination to enter fire on hearing a false 
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news about the demise of Nala from an ally of the kapalika, who is 

always intent on misleading the main characters. Nala's timely 

arrival in the capital of Vidarbha and his recovery of the original form 

only by remembering his father obliterate all apprehensions smoothly, 

and pave the path for the union of the hero and the heroine. 

Points of disagreement from the Mahabharata story are to be 

noted in Ramacandra's work in many respects. Some of the names 

have been slightly changed. Nala's father has been named as 

Ni~adha instead of Virasena and prince Kiibara is mentioned in place 

of the brother Pu~kara. The charioteer of B.tuparrya is known as 

Jivala, but in the drama a royal officer of Dadhiparr:ia is so named. In 

the epic Kali specially assists Pu~kara to defeat king Nala in the game 
of dice, but in the drama prince Kiibara acquires proficiency in the 

game because of training received from Ghoraghorya. N ala seeks refuge 

in the kingdom of B,tuparl).a and Damayanti in the palace of Subahu, 

the king of Cedi ; but in the drama Nala is said to have taken shelter 

with Dadhiparrya and Damayanti with B,tuparl).a. Damayanti, eating 

the Resh cooked by Nala disguised as Bahuka, comes to know of 

Nala's presence, but in the drama she learns the skill of the cook of 

Dadhipari:ia in Siiryapaka. She sends Kalaharp.sa and Makarika to 

study the mind of her husband who has come to see the dramatic 

performance. The dramatist's major innovation is demonstrated in the 

well-planned conspiracy laid against N ala by king Citrasena with 

the help of his spies Ghoragho9a and Lambodara, the former being 

the preceptor of the latter, to prevent the union of Damayanti with 

any king other - than Citrasena. An attempt is made to ,make 

this conspiracy successful even at the end of the drama. Besides these 

modifications, pathetic lamentation of Damayanti and her account of 

wanderings after her desertion by Nala have been greatly shortened 
to suit dramatic purpose. 

Ramacandra Suri has thus displayed distinctive dramatic genius 

by treating the story in his own way. No other dramatist or poet 

has introduced so many significant changes to remodel the story. 

Such fertile inventiveness coupled with felicity of expression 

and gift of phrasing results in a notable production ; but here 
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although the dramatist has endeavoured to write in a Vaidarbhi style 

characterised by a language not too difficult, his diction is yet lacking 

in vigour and loveliness, and stands in the way of an elegant rendering 
of the legend. 

N ala-caritra-niifaka 

Nilakal).~ha Dik~ita, a grandson of Appayya Dik~ita's brother, was 

born in l 61 3 A. D. This great scholar of high erudition and out­

standing ability served the Madura Nayakas in such capacities as 

prime-min ster, regent and adviser fo.r thirty-five years ; but at 

last being disgusted with the whimsical temperament of his • sove­

reign, he retired from service~ The sovereign, however, honoured 

the great scholar by a free aift of the villaoe Palamadai on the left 
0 0 . 

bank of the Tamrapar.i;ii, and here he spent the last part of his life 
in deep meditation. 

Nilakal).~ha Dik~ita wrote two major Mabakavyas-the Siva­
lilarrzaua in twenty-two cantos and Gangavatararza in eight cantos. 

His Nilakarzfha-vijaya-campu composed in 163 7 A. D. • won high 
appreciation in literary circle. His drama Nala-caritra-napaka, as the 
name signifies, relates the story of Nala and Damayanti. It is 
evident that writers utilising the story of Nala and Damayanti 
as the theme of their compositions are not prone to major modifica­

tions, the original being followed almost faithfully in most cases ; but 
as we have seen already in the case of the N a/a-viliisa of Ramacandra 

Suri that the dramatist has recast the whole story in a quite different 

way making it full of conflicts and counter conflicts. so also Nilaka.i;i~ha 
Dilt~ita, while touching the outlines of the Nala story, has considerably 

changed it by free play of imagination. It is a drama in six acts, 

the sixth act being unfinished in all manuscripts. The dramatist has 
stated ~he reason for selecting this story for the plot of his drama in 
the prologue.1 

1 Kala1p jctum upayau dvau kali-kalma~a-sa111plutam/ 
Katha va Ni~adhesasya Kasi va visva-pavani/ / 

NCN, I. 11. 
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In the first act king Nala draws a picture of a beautiful woman 

dreamt by him in front of Vidu~aka. The astrologer Satyacarya is 

then called there for an interpretation of his dream. The astrologer 

after a good deal of calculation makes this prediction that this woman 

will be the wife of the king, but serious impediments stand in the way. 

Unexpectedly the swan appears there with a letter from Damayanfi. 

The dream of the king is an innovation of the poet. 

The second act makes t,he stage ready for dramatic conflict and 

the chance of union decreases temporarily. The dramatist does not 

bring four gods on the scene ; he brings Indra only as a rival suitor. 

Indra, while coming towards the earth with his charioteer Matali to 

attend the svayarrivara ceremony, learns from his attendant 

Visvavasu that Damayanti is strongly attached to Nala and at this 

he grows c;!ejected. Damayanti too coming to know of Indra's 

fascination for her is greatly upset. Here we find a vivid depiction 

of serious mental conflict of Indra and Damayanti. 

The dramatist in the third act makes a wide display of his origina­

lity by uniting the hero and heroine in a different surrounding. The 

two goddesses Sarasvati and Savitri are eager for their union, and 

as such make proper arrangement for their first meeting in the garden 

adjoining the temple of Gauri. Damayanti' s friends are instructed 

to take Damayanti to the temple of Gauri for alleviating her mental 

agony, and king Nala also is advised to come there at a dme fixed 

previously. Goddess Sarasvati is happy to find both the hero and 

heroine in the temple of Gauri and places the hand of Damayanti on 

that of Nala in the presence of the deity. Vidu~aka then enters 

there with the news that Indra wants to meet Nala for acting as his 

messenger to Damayanti. 

The fourth act shows the helpless condition of Nala struggling 

hard to arrive at a quick decision for Indra's proposal. It is impossi­

ble for him to give up Damayanti and at the same time his mind 

is not strong enough to reject Indra's proposal outright. Hi:s 

hasty commitment for acting as Indra's messenger incurs the dis­

pleasure of goddess Savitri. Vidu~aka comes to his rescue with the 

information tba t Bhima, the king of Vidarbha, has expressed his desire 
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to give his daughter in marriage to Nala ignoring Indra. Nala wel­

comes this proposal, but dangers lie ahead of him. Indra suspects 

some duplicity in Nala's action and decides to punish him. 

The role of two goddesses Sarasvati and Savitri reminds us of 

similar activities of goddesses Bhagirathi and Earth in the uttara­

rama-carzta. InRuenc~ of Bhavabhiiti is distinct in fifth act too, 

where Damayanti' s bad dream, signifying the possibility of 
separation, unnerves king Nala looking lovingly at the face of his 

beloved sleeping by his side. Thts makes us remember similar 
situation narrated in the first act of the Uttara-rama-carita. Thus the 

stage is set ready for their impending separation. 

The s!xth act displays hostile attitude of Indra whose friendship 
with Pu~karalqa does not augur well for Nala. Tense situation 
prevails in the entire kingdom and the reason thereof cannot be 

accurately detected. The play ends here abruptly. 

The abrupt conclusion of the play is really a great handicap to its 
critical analysis. It is true that the dramatist has introduced modi­
fications for presenting the story in a new garb, but some drawbacks 
in the narration of the story cannot escape our attention. The first 
part of the drama demonstrates dramatist's willingness to alter the 
story profusely, but in the second part the story is dealt with in a 
very casual manner. The author has not described the svayarpvara 

ceremony, so the decision of king Bhima for selecting Nala as the 

husband of his daughter without giving a description of the svayarp­

vara ceremony, which occupies an important position in the original, 

is rather unusual. Indra's conspiracy with Pu~karak~a and Kali is not 
explicitly stated. Had the author been able to maintain the standard 
of his writing as seen in the first halE in subsequent portion too, his 
work would have been highly impressive, 

3. CAivfPO 

Nala-campu 

The widely known Campii-kavya asrnciated with the scory of Nala 
and Damayant'i is Nala-campu or Damayanti-katha 0 £ Trivikrama 
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Bhatta 1 also nicknamed Yamuna Trivikrama. From the Nausari ... 
inscription of the Ragrakiita king Indra III of 91 5 A.D., some 

information can be gathered regarding his date, as the writer of this 

inscription is none but our poet T rivikrama. 

In seven long ucchvasas the poet attempts to narrate the Nala 

story, but being a staunch supporter of verbal embellishment, his 

attention is diverted from the main story with the inevitable result 

that his work betrays faulty features of a laboured composition. The 

narration of the story proceeds at snail's pace ; and at the end we find 

that the poet is able to narrate the story up to Nala's secret presence 

in the palace of Vidarbha princess to place before her the case of 

gods. In the very beginning of his work, the poet has emphasised 
the idea of making a composition valuable by a wide display of 

astonishing feats of verbal jugglery. Thus the poet has expressed 

a desire to follow in the footsteps of his predecessors Ba9a and 

Subandhu who won wide recognition for their skill in the play on 

words. Rhetorical devices, precision and energy of phrasing, recondite 

vocabulary, volley of puns and inversions are fully utilised by them 

for expression of their thoughts ; but Trivikrama Bhana has not the 

ability to maintain such array of verbal tricks in his composition, 

which is rather overloaded with difficult compounds and long 
sentences. 

The first ucchvasa opens with a short account of the poet himself. 

So far as the narration of the story is concerned, the main object of 

this ucchvasa is to depict the attraction of the hero and the heroine 

for each other in glowing terms in a manner different from that of 

the epic. His imaginative touches side by side with_ word plays are 

obviously distinct in some portions of the work. The description 

of the Ni~adha country, king Nala and his minister Srutasila unknown 

in the epic has become rather dull. To maintain a true poetic 

atmosphere, he brings in the description of rainy season, but that too 

1 The poet is the son of Nemaditya and grandson of Sridhara. He has 

given some valuable information regarding his family in the beginning of his 

compos1t10n. 
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docs not ward off monotony. In the epic the swan plays a vital 

role in effecting the union of Nala and Damayanti, but here some 

preliminary steps are taken for developing that situation. Urged by 

a de~ire co kill a boar engaged in destroying the forest, the king in 

course of hunting speedily arrives there, where a traveller from the 

Deccan gives him some information about Damayanti. The latter 

too gathers knowledge about Nala in a like manner. The swan, 

however, becomes the most important figure in the second ucchvasa 

for his unusual eagerness to bring the two lovers closer and closer. 

The king happens to meet the swan in the forest where he comes 

attracted by the sweet music oE a kinnara pair. The king then 

learns a full history oE his beloved from the swan. That Damayanti 

was born through the grace oE Lord Siva is not mentioned in the epic; 

this novel idea regarding her birth is given perhaps to justify 

her innumerable divine virtues. In the succeeding ucchvasa the 

story does not develop much, as the dream of king Bhima and 

Priyangumafijari is dwelt upon in a lengthy ma1rner. This section is 

brought to a close with a description of the birth oE Damayanti. 

Similar divine grace responsible for the birth of Nala is also made 

known in the fourth ucchvasa, which closes with the departure of 

Virasena to forest after handing over the kingdom to Nala. Points 

of disagreement from the epic show the poet's tendency to deviate 

from the original at will. The role oE the swan is continued even 

in the fifth ucchvasa, where Nala is put to difficulty on account 

of the request of the gods to plead their cases before the heroine. Tbe 

prime minister Srutasila's effort to pacify the king's uneasiness in 

critical hours is the poet's own innovation. In the sixth ucchvasa, 

Damayanti's initiative in sending a letter by her messenger Pu~karak~a 

to king Nala for bringing him to KuQ4ina has some novelty in ir. 

That too is a figment oE our poet's imagination. King Nala has 

undertaken a very difficult task, and in order to comply with the 

request of the gods, he first sends his attendant Parvataka in the 

seventh ucchvasa to Damayanti, Delighted to hear the news _ that 

Damayanti is rather sad at the gods' interference in her marnage, 

king Nala approaches her and returns satisfied at her refusal to select 

15 
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any of the gods as her husband. Herein the story 1s abruptly 

concluded. 

4. SLESA-KA VY A 

Raghava-naifadhiya 

It is a poem of cwo cantos by Haradatta Suri. The stories oE Nala 

and Rama have been recounted in this work simultaneously by the 

poet with the help of the figure of speech Sle~a. From the conclu­

ding verses1 of the poem, we come to know that Haradatta Suri is the 

son of Jayasankara belonging to the race of Garga. Nothing can be 

gathered about his dace and provenance from those verses; but from 

his own commentary where Bhanoji Dik~ita is mentioned as Dik~ita, it 

appears that he could not have been earlier than the 17th century. 

The poet has narrated the two stories briefly in the first canto 

consisting of one hundred twenty-four verses. The poet has shown in­

genuity neither in the invention of the plot, nor in inserting imagin°a­

tive touches to enhance the poetic value of the work. With his atten­

tion solely engrossed in composing verses referring to two stories by a 

play on words, the poet has completely ignored the qualities of a good 

composmon. Such word-play, when displayed to absurd excesses, 

makes a composition highly boring to readers. Taking into 

consideration the deficiencies of such composition, the poet has 

finished l1is stories .in one canto and described the six seasons in 

the second canto. The addition of the second canto, so far 

as the narration of the two stories is concerned, serves no useful 

purpose. The poet has all along given his commentary to make the 

different meanings of his verses intelligible to readers. This being 

his own composition, he is really the proper person to explain his 

1 Gargar~i-vaf!)sa-tilako J ayasa6karakh yo 
J yotirvida.111 pra9ayak!·t 5ukavindra-ma11yal_1 / 
Adhyatmikavagati-santi-paraya9o'bbud 
Dharmopadesana-pa!Ur uaya-bodha a.sit// 

Tac siinur Haradatta ity amala-dhilJ ......... RN., II. 21-:a, 
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verses. One such verse showing his skill in the use of Slqa 1s cited 

here with his o,wn explanation.1• 

lty uktal} krta-hiitil!l sa nata-sutal!l tarµ niraik~iga/ 

Atmajayatata-har~al:i svaheya-dhrte~ svariipa-sampattim/ / 

•Thus said by Mandodari Ravar:ia, who was delighted for his 

confidence in his own victory on account of his possession of powerful 

weapons, looked at his son who was called, who bowed down to him 

and maintained his natural dignity.' (Ramayar:ia) 

•Thus said by Damayanti, Bhima delighted by his daughter looked 

at Nala who was called, who paid respect to him and who got back 

his natural appearance after wearing the fine cloth given by the 

serpent.' (Nala story). 

Some other minor works on the same story deserve our pass11Jg 

notice here. In VandarubhaHa's Uttara-nai1adha, a poem of sixteen 

cantos, we find an interesting description of Nala's later life. In the 

N ai1adha-carita, Srihar~a has not touched upon the last part of the 

story, so this Uttara-naifadha must be regarded as a sequel to Srihaqa's 

book. Vandarubha~~a is unmistakably influenced by Srihar~a's 

style, but he has succeeded in places in overshadowing the fame 

of his predecessor. The Nalananda-na;aka by Jivavivudha, Nala­

vari:zana kavya by Lak~mi'dhara, Nala-bhiimipala-rupaka, Nala­

vikrama-nafaka, Naladamayantiya-all these works are mentioned 

in the introduction of the drama Nala-vilasa published in Gaekwad's 

Oriental Series. The Nai1adhananda, a drama in seven acts, is 

believed to have been written by K~emisvara. Rajasekhara of the 

10th century did not miss the opportunity of utilising Nala story 

for composing his work N ala-ramayat;i"• There is another work 

Nalayani-carita by Naraya9a Bhatta. The poem Nala-yadava­

raghava-pa,:ujau'iya ~hows how far Sanskrit language can be twisted 
to narrate four stories through the same verse. 
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Works on Myths of the Mahabharata 

I, KAVYA 

[( umara-sam bhava 

Innumerable myths describing the power of the gods, their benign 

attitude to devotees, their enmity and hard struggle with the demons 

are found in different portions of the Mahabharata. One such myth 

recounting the birch of powerful Skanda and his success in killing 

Mahi~asura, the demon who struck terror in the minds of all gods, 

occurs in the Vana-parvan. The theme of Kalidasa's Kumara­
sambhava, a poem of seventeen cantos, has much in common with 

this pauranic myth. Kalidasa derives his plots from legendary and 

historical sources to reshape them by dint of his ever fertile fancy and 

poetic genius. In the ca~e of the Kumara-sambhava, re111arkable 

changes from the original theme c.annot escape our attention. This 

ancient myth is found in the different Pura9as,1 but here we shall 

keep ourselves confined to the .Mahabharata version. The seventeen 

cantos of the poem are known to exist, but it is almost universally 

regarded chat the last nine cantos are not Kalidasa's composition bm 
later additions by some enthusiastic writer to complete the theme 

with a description of the birth oE Skanda and the destruction of 

Taraka at his hands. Inferiority in poetic composilion, style and 

diction has led many to doubt the genuineness of these cantos. Some 

are unwilling to regard even the eighth canto as Kalidasa' s composition 

as the whole of it bas been devoted to the description of the amorous 

sports of adorable deities. Kalidasa, in their opinion, is not the poet 

to ind11lge in such inelegant description which has evoked strong 

criticism even from writers on poetics, But Kalidasa' s characteristic 

style and diction and Mallinatha's commentary up to the eighth canto 

1 Our poet may have _b:e~ influenced by the storJ. narrated in the Siva­
purai:ia, Brahma-puriit,Ja and Kal,ka-purai;ia. 
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ccmfirm the idea that the poem is composed in eight cantos. And it 

may be further stated that the title Kurnara-sambhava can also be 
suitably applied to Kalidasa's composition. The poem of the master 

artist perchance prompted some later writer to complete the story by 

the addition of the succeeding cantos. These cantos, however, give 

us the opportunity of a comparative analysis oE the contents oE the 

Kumara-sambhava and the myth of the Mahabharata. The avail­

ability of the present sequel, the authenticity of which has not yet 

been proved, makes it binding on us to discuss the myth of the 

Mahabharata in this part. 
In the Mahabharata1, Mahi~asura is said to have pers~cuted the 

gods Eor nothing. He receives a boon from Brahman on the strength 

of which he defies every one in the three worlds. When this demon 

is about to attack Lord Siva, he at that crucial moment remembers his 

own son Skanda, who at once makes his appearance and immediately 
overpowers the great demon by an admirable display of his valiance. 

Lord Indra embraces him and praises him highly for his enterprises. 

The story of Parvati's marriage with Siva is found in the different 

Pural}as, but it is very difficult to say what source is exactly used by 
the poet, To a poet of Kalidasa • s powers, the source of a work is of 
minor importance and his real genius consists in refashioning and 
altering the theme in a novel manner. The poet commences his 

composition• with a graphic description of the snowclad mountain 

Himalayas. The sage Narada informs the mountain that his 

daughter will be married to Siva in future. At that time tyranmes 

of Tarakasura in heaven embitter the minds of the gods who are 

ultimately compelled co approach Brahman for assistance. The son 

of Siva only will alleviate their distress. Knowing this, the gods 

advise cupid to arouse passion in the ascetic Siva. His attempt 
causes the intense wrath of Siva with the result that he has to pay the 
extreme penalty for his disobedience to Lord Siva whose wrath reduces 
him to ashes. Raci's heart-rending lamentation in the fourth canto 
stirs up deep sympathy of all readers in her agony chat baffles descrip• 

\ 

1 MBH .. III. 220-1 - . 
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tion. Later on Siva is highly pleased at the strong determination of 
Parvati to get him as her husband. Siva tests her in the guise of a 
Brahmal:).a and when she is able to stand the test, Lord Siva throws off 
his mask and expresses his desire to marry her. Their marriage is 
duly celebrated with great pomp and splendour in O~adhiprastha. 
After a ,short period the birth oE Skanda causes widespread rejoicing 
in heaven. The boy gradually grows up and at last Eulfils the divine 

mission by putting an end to the life of Taraka in a bitter fight against 

the demons. 
Thus we find how Kalidasa adds new colour and charm to this 

pauranic legend by changing it in a distinctive manner. His concep• 
tion and execution of plot in all his works are marvellous. The fact 

that Parvati is the daughter of mountain Himalayas stirs up his 
imaginative power to describe vividly its beauty, grandeur and serene 

atmosphere in a language lucid as well as brief in the very beginning 

of his poem. Kalidasa in this poem describes the activities of divine 

beings by investing them with human characteristics. Uma's severe 

penance without taking into consideration physical hardship reminds 

us of such strong determination also of well known mortal beings. 

The skilful description of the spring season and the earnest attempt of 
the god of love to arouse passion in Lord Siva in canto Ill, with the 

ulterior motive of liberating the gods from the oppressive bondage 0 £ 
demon Taraka by che birth of Skanda, is a fine example oE Kalidasa's 

poetic excellence. The simple fact that the gods approach Lord 
Brahman for the annihilation of the insolent demon gives him a 

chance of dwelling upon the doctrines oE Hindu philosophy in canto 
U. Rati's bitter lamentation after the destruction of the god oE love 

shows how adept Kalidasa is in delineating sentiment oE pathos too. 

The mode of conversation between Uma of strong determination and 

Siva in the guise of a Brahmacarin has been well conceived to reveal 

that true love triumphs ultimately leading to the union oE Siva and 

Uma to the best satisfaction ~f all gods anxious for the speedy destruc­

tion of Taraka. Kalidasa's creative imagination admirably sets the 

ground ready for the . union of lovers in a grace~ul language and 
polished style, but tlus grand standard oE imagery and style is totally 
lacking in the later portions o( the poem. 
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The field for the birth of Skanda is set after an elaborate descrip­

tion of the dalliance of lovers. Skanda's fight wich demons leading 

to his victory over Taraka is gone through in an unnecessarily lengthy 

language. It cannot be easily believed that a talented poet like Kali­
dasa, a votary of brief suggestive language, would deal with the rest 

of the story in an uninteresting manner. This is the reason which 

prompts a critic to question the genuineness of the last nine cantos. 

2. DRAMA 

Tripura-daha. 

As compared with the legends we find paucity of myths in the 

Mahabharata. Noteworthy compositions based on the myths of the 
Mahabharata are again very few. The myth relating co the destruc­

tion of three cities of the demons by all powerful Lord Siva gave 

impetus to some writers for a few literary compositions. Vatsaraja' s 

Tripura-daha belongs to this group of composition. It has been already 

mentioned in our discussion on the Kiratarjun'iya-vyayoga chat his 
excessive fondness for the rigid application of the laws of dramaturgy 
has made his works rather stereotyped and unimpressive. Moreover, 
che dramatise has not the ability to pour his fancy into a faultless 
mould. This work of feebler dramatic quali cy and character, there­

fore, does not evince sound literary taste. This peculiar mode of 

following the rules of dramaturgy is distinctly noticeable in the 

Tripura-daha, where the author has left no stone unturned to observe 

all the characteristics of that type of dramatic composition known as 
"Dima" .1 The dramatise is inclined to depart from the original only 

1 Mayendrajiila sa.tpgrama-krodhodbhrantadi-cegitail;l, 
Uparagais ca bhuyi~;ho Dimal~ Khyatetiv~ttaka9/ /, 
A11gi raudra-rasas tatra sarve 'ngani rasal~ puna9/1 

Catvaro •nka mata neha Vi~kambhaka-pravesakau/ / 
Nayaka deva-gandharva-yak~a-rak~o-mahoragal:i/. • 
Bhuta-preta-pisiicadyii ~09asatyantam uddhatal:i/ / 
Y~·ttayal: Kausiki-hina nirvimar~ii.s ca sandhayal:/ 
Diptal: syul~ ~ac,lrasiil! santa-hasya-srn gara-varjicall/J, 

.5D., VI. 259. 
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when be has to create situations for showing the specialities oE Dima. 

For his own purpose he has also omitted many details of the original 

as will be evident from a comparison oE the treatment of the plot in 

the Mahabharata and T,lpura-daha. 

The story of the Tripura-daha is narrated by Duryodhana to Salya, 

the king oE Madra, in the Karl)a-parvan of' the Mahabharata 1 for in­

ducing the latter to act as charioteer of Katl)a in the impending battle 

of Kuruk~etra. The vivid narration of the story exerts influence on 

the mind of Salya who ultimately agrees to be the charioteer oE Karl)a. 

The story runs thus-Tarakak~a, Kamalak~a and Vidyunmalin, the 
three insolent sons of Tarakasura, after pleasing Brahman by severe 

austerities demand a boon, through the influence oE which they will 
be killed by that deity only who will be able to raze to the ground 

their three cities with one arrow after a period of one thousand years. 

They have three invincible cities of gold, silver and iron constructed 

by Mayadanava. Three brothers, being the rulers of three cities, 

show their eagerness to give re[uge to thousands of demons who 

muster strong under their banner persecuting cruelly the dwellers of 

the three worlds. Through the grace o( the creator, one oE the de­

mons Hari by name manages to get possession oE a lake, the water oE 

which has the potentiality of revitalising with greater strength the 

de1nons wounded by weapons. Frightened at the unbounded strength 
oE the demons and disappointed at the same time at his inability to 

overthrow them with the help of his thunderbolt, Indra, followed by 

other depressed gods, approaches the creator with due reverence to 

make him specially conscious of this frightful danger. Indra is infor­

med that the only remedy of this critical danger lies in the hand 0 £ 
Mahadeva. On hearing of the brutal atrocities of chose mischieE­

makers, Lord Siva accedes to. the demands of the gods and urges them 
to construct a suitable chariot for him. The chariot is built with 

substantial 1naterials collected from different sources. After the con• 

struction oE such powerful chariot, the gods, at the request of Lord 

Siva to select a chariotee_r ~~tonger than him, implore creator Brahman 

to shoulder this rr.sponsibthty • Lord Mahadeva Eulfils the long cheri-

_1 MBH., ym. 24. 
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shed desire of the gods by destroying the demons outright in a man­

ner as previously demanded by them. 

The Tripura-daha of Vatsaraja seeks to relate this well known myth 

of the Mahabharata in four acts. Narada, the ardent devotee of Lord 

Vi~9,u, unknown in the original has been conceived to play an impor­

tant role in this dramatic composition. The dramatist has taken all 

possible care to portray a true picture of this sage who is ever fond of 

picking a quarrel between two groups or two persons. The first act 
commences with an exchange of words between Narada and Rahu, thus 

giving the author a good chance to hold before the spectators the char­

acter of Narada in its true colour. Deeply enraged at the arrogance 

of bodiless Rahu, Narada in a hurry enters the conference of the gods, 

where a vital attempt is being made by all the gods to induce Lord Siva 

to render valuable assistance for the speedy annihilation of ferocious de­

mons. A verse full of vigour, uttered by Narada, is sufficient to evoke 

the wrath of Lord Siva, in consequence of which he angrily expresses 

his desire to make heaven free from danger for the well-being 

of gods. By designing this meeting of the gods in the first act 

of his dramatic composition, the author gets an opportunity of bring­
ing on the stage such gods as Indra, Agni, Yama, Vayu, Varur:ia, 

Kubera, B;-haspati etc, all of whom support the move for taking 
necessary action against the demons urgently. The entrance of the 

goddess earth with the serpent Se~a for her deliverance from the 

tyranny of demons upsets Lord Si~a all the more. Dharma and 

Himalaya too come to attend the conference for formulating a plan for 

the destruction of demon-,. In order to observe the characteristic of 

Dima that there should be sixteen haughty characters, the author in 

the first act has brought as many characters as possible and demons­

trated their wrathful attitude to demons. In the original prominence 
is shown to Indra, the leader of the deputation, but in the Tripura­

daha, Indra's prominence has been overshadowed by other characters 
present there. Another deviation is to be noted in the fact that in the 

drama the gods approached Siva directly without first consulting the 
creator. At the close of the first act Narada is instructed by Siva to 

see the creator and Vi~9-u on whose approval the demons would be 
killed. In the second act, the dramatist seeks to create an intricate 

16 
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situation by deceiving both Siva and Brahman with the help of a demon 
assuming the shape of a false Narada; but this device has been adopted 

by the dramatist not for enhancing the dramatic significance of the situa• 

tion but rather for adhering to the rules of dramaturgy that activities 
involving delusion, art of magic, war, bewildering movements due to 

anger must be shown in a Dima. Vi~i:iu avoids an unhappy situation 

by detecting the evil motive of the demons soon and overpowers them 

by deep darkness, when they are ready to enter the city of Indra. In 
the third act, some indication of the ultimate destruction of 

the cities made of iron and silver 1s given. Three brothers 
arc named here as Sarvatapa, Siiryatapa and Candratapa. The 

first attack on the iron and silver cities was repelled however by 
Siiryatapa and Candratapa. Kartikeya expresses his strong desire to 

fight with Sarvatapa who, considering the young age of the adversary, 

refuses to measure his strength with him. In anticipation of the im­

minent downfall of the demons a deep gloom fills his mind; but he 

finds some solace and consolation at the sudden appearance of tbeir 

preceptor Bhargava on the spot. Kartikeya is prevented from fighting 

with the demons by Narada at the end of the third act. In the original 

Kartikcya's intense enthusiasm to participate in the coming warfare is 

not mentioned at all. In the fourth act Bhargava, the preceptor oE 
demons, scents danger ahead and exhibits his eagerness to avert the 

impending calamity by performing some auspicious rites. Siva with 
Brahman as charioteer is ready to destroy the three cities with one 
arrow. Bhargava, in order to create some confusion in the minds of 

gods, brings into view another group of three cities; but the destruc­

tion of demons being imminent, they misunderstand this good design 
of Bhargava and destroy them with their own arrows. A bewildered 

person in danger forgets everything, and this is quite true of Sarvatapa 

who does not hesitate to curse his preceptor even at that critical 

moment. At last the decisive hour for the destruction of demons 

comes and the gods are extremely jubilant at the downfall of their 

enemies. The arrangement of events in the fourth act is more 

satisfactory having been depicted with appreciable dramatic 'interest 

and glitter of technical skill. The manner the dramatist handles the 

event of creation of a false group of three cities and consequent 
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nervousness of demons at their sight is creditable i:ndeed. At places 

he is really able to show signs of originality, but this characteristic, 

without getting any chance of possible manifestation, is cramped 

under the pressure of his excessive enthusiasm to follow strictly the 

rules of dramaturgy. It is clear from the aforesaid discussion that 

he has departed from the original in several places only to exemplify 

the canons of dramaturgy; and in this process wherever it has been 

possible for him to show dramatic genius, he has done that in spite 

of this intention. 

Some other compositions dealing with this well-known myth 

deserve mention here. The Trepura-daha by Ravisiinu, the Tripura­
dahana by Narayar:ia Bha~~a. the Tripura-dahana by Vasudeva and an 

upariipaka entitled T ripura-mardana are some other works whose 

literary worth is negligible, and as such they do not call for detailed 

discussion. Nrsirµha-raya, the father of Anandaraya makhin, wrote 

a campii-kavya under the caption Tripura-vzjaya-campu. 
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Legends of the Mahabharata 'in other Works 

Katha-sarit-sagara 

N umcrous popular tales are collected in the 1 1th century metrical 

adaptations of the Brhatkatha. The original Brhatkatha of Gui:ia.9hya 
'is lost to us, but the two Kashmirian versions namely, the Brhatkatha­

manjari1 of the polymath K~emendra and the Katha-sarit-sagara'A of 
Somadeva assist us to form some idea about the original Brhatkatha. 

Here we are to confine our attention to the Mahabharata legends that 
have crept in the Katha-sarit-sagara in the course of the progress of 

other stories. Stories of Sunda Upasunda,~ Pururavas and Urvasi, 

Nala and Damayanti and some other moral stories have found their 

way in this collection of popular tales. It is useless to note down 

points of agreement and disagreement of all those stories in detail 
as they, being nothing but inset stories, have been narrated with re­

markable brevity. This work uses the device of placing stories within 

a long story. Stories of Sunda and Upasunda,~ Pururavas and Urvasi,8 

Kunti and Durvasas11 are inserted cleverly within the famous legend 

oE Udayana and Vasavadatta. 
The epic background oE the Sunda and U pasunda story is recalled 

by the trouble-monger Narada, who wants to point out the evils of 
the company of women to the king of Vatsa ready to start for the 
village of Lavai:iaka with his beloved wife Vasavadatta. The poet 

creditably finishes the story in six verses only, and the measured words 

of these six verses arc sufficient for the portrayal of the vivid picture 

of the two demons who are power-mad and licentious too. In an age 

1 Ed. Sivadatta and Parah, NSP., Bombay. 1901. 
2 Ed. Durgaprasad and Parah. NSP .• Bombay, 1889 (reprinted 1903, 1915 

etc.) 
3 MBH., I. 201-4. 
4 KSS .• III. I. 135-40. 
5 KSS .• IIF. III. 4-30. 
6 KSS .• II. II. 36-42, 
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when ornate language and verbal complexities dominated the wmmgs 

of an author, such pictorial narration in simple language deserves high 
praise. 

The story of Kunti and Durvasas is told in connection with the 

advke of Padmavati's mother to her daughter to behave with Vasava­

datta in a polite manner. as divine persons often loiter on the surface 

of this earth in disguised forms. Durvasas• wrathful temper and 

consequent pacification due to Kunti's agreement to place the bot pot 
of sweet rice on her back are related by seven verses only. These few 

words paint a glowing picture of the angry sage, and at the same time 
bring into relief Kunti's extraordinary forbearance for which she is 

able to satisfy the whimsical demand of her guest. The story of 

offering sweet rice to the sage is our poet's own innovation, no such 

story to support Kunti's patience and bring into prominence at the 
same time the irascible temperament of this ever angry ascetic is 

found in the epic. There the daughter of Kuntibhoja is mentioned 

to have received a lucky boon from this sage by rendering him 

hospitality. 
The poet gets a chance of introducing the story of Puriiravas and 

Urvasi in connection with the king Udayana"s narration of the 

pangs of separation to his dear relatives and intimate officials after the 
recovery of his kingdom and marriage with Padmavati. Here, of 

course, the poet takes greater space for dwelling upon this familiar 

legend and gives us more information than that provided in the epic. 

No special attempt is made in the epic for a connected account of the 

story which 1s dealt with partially in the section of genealogy. Urvasi' s 

attraction for the king, Vi~r_m's favour for her union with the king 

who was a devotee of the same deity, the curse of separation by 
T umburu insulted by Puriiravas in the court of the gods who were 
enjoying the dance of Rambha, the separated couple's distressful 
existence and the final reunion through the grace of Vi~l).U satisfied by 
the king"s penance-this is the summary of the story as given in the 
Katha.saiie-sagara. In the epic only Urvasi's marriage with Puriiravas 
and the names of her sons are mentioned. Jc is probable chat 

the author of the Kaehii-saiit•siigara must have drawn up from some 
other sources. 
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A complete account of the Nala story1 is given by the Brahmal}-a 
named Sumanas co the princess Bandhumati passing anxious days in 

the absence of her husband. The poet here is not guided by the 
standard of brevity as in other stories, for he has not hesitated to touch 
upon all the details. Marked difference from the epic story is not 
noticeable; some names have been slightly changed. The w"ind-god 

is also mentioned here as desirous of getting Damayanti as his wife; 

so the princess in the wedding hall finds not five persons hut six 
having similar appearance like Nala. Kali and Dvapara together were 

on the lookout for an opportunity to throw N ala in dire distress after 
his marriage with Damayanti. Nala accepted service in the kingdom 
oE ~tuparl}-a as a cook under the name of Hrasvavahu. 

Paficatantra 

Some didactic stones of the epic are found in the Paficatantra­

the most well known collection of beast-fables. Countless fables with 
gnomic stanzas are put together in a systematic manner in this work. 

There is no certainty how far these gnomic stanzas are original, 

because some oE them are found in the epics and elsewhere. That the 

great epic which has exerted tremendous influence on various sides of 

Sanskrit literature, may influence the writer oE the Paficatantra also, is 
not a matter oE wonder at all. The original Paficatantra, which must 
have existed long before 570 A.D. when the Pahlavi version was 
made, is not available. The mode of inserting gnomic stanzas in the 
prose narrative has been current since the time of the Brahma'l)as and the 
Tatakas, so we cannot state with certainty whether the author selected 

these stories from the epic or from the floating gnomic literature oE that 
age. The presence oE a Eew epic stories in the PancafJantra, however, 
gives us a chance oE discussing their treatment in both the places. 

The story of king Sibi's munificence and generosity is conspicuous 

by its frequent occurrence in the Mahabharata. In the Vana-parvan, 

a part of the story up to the intervention of Narada, who brings to an 

end the undesirable dispute between two K.iatriya kings Sibi: and 

Suhotra by declaring king Sibi's superiority in emphatic terms, is 

narrated. Bue in the same parvan the real story of testing Sibi is 

1 KSS,, IX. ~I. ;i37•4_i_6. 
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described previously under the title Syena-kapoti1• Prominence of this 

story becomes clear from its remention in the Anusasana-parvan where 

occurs the same version of the story with the king's name as 

V~~adarbha. The same story with slight variations appears in the 

Pancatantr" under the caption "Mahatmanab Siber upakhyanam''. 

There Indra takes the form of a pigeon and Dharma of a hawk. The 

chief objective of the insertion of this story here is nothing but to 

magnify the virtue of protecting a refugee at any cost. 
In the Santi-parvan. Bhi~ma lying on his bed of arrows recounts 

many tales in order to impart moral lessons to persons standing by his 

bedside. Sakunopakhyana~ is the story of three fish, one of which 

due to his procrastination is compelled to court death despite the good 

advice of the intelligent one. This epic story is found in the section 

• Mitra-bheda' of the Paiicatantra. The fish Dirghasiitrin is named 

there as Y adbhavi~ya. He is so named for his habit of depending 

on the future. In the epic, Pratyutpannamati on account of his 

intelligence and presence of mind is able to save himself by jumping 

from the net; but in the Paiicatantra, both Anagatavidhata and 

Pratyutpannamati scenting danger ahead escape from the pond in time. 
Evils of procrastination are pointed out by this story. The idea that 
a man's failure to rise to the occasion brings about his destruction is 

expressed by several verses. 
The H;tonadesa~ which is current mainlv in Bengal is a work by 

C. ✓ 

Narayar;ia, who was patronised by Dhavalacandra, and who must have 

lived before 1373 A.D.; as this date is mentioned in one of the 

manuscripts of the work. Numerous stories- of the Pancatantra have 

been recounted with omission and alteration in this work which 

consists of four books. In the section entitled Sandhi, the story of 

Sunda and Upasunda is touched upon in brief, but in spite of this 

brevity difference from the epic story in point of narration cannot be 
ignored. A lengthy account of demons' bravery and their fearlessne~s 
in the whole world due to a boon received from Brahman, and their 

• ·h·l • b f h • 1 • the beautiful ult!mate anni 1 at1on ecause o t e1r strong ust to enJoy 

l MBH., Ill. l 30-1. 2 MBH .. XII. 1 35· 
dl • d • I d" b • • ll dited ihe better 3 Repeate y prmte m n ia, ut not yet crltlca y e • 

known edition is by P. Peterson, BSS., 1887. 
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lady Tilottama alone is found in the .Adi-parvan. In the Hitopadesa, 

they are stated to have received a boon from Mahadeva. In a gust of 

anger, Mahadeva agrees to hand over Parvati to them, and in 
accordance with the advice of an old Brahmar:ia to enjoy the goddess 

after defeating the other in point of strength, they fight each other and 

ultimately die. Despite these variations, the story surely contains a 

reAection of the Sundopasunda story of the epic. The lesson that 

persons equally strong must make truce with each other is sought to 

be taught by this story. 

Some Minor Works 

Besides the works mentioned and discussed m preceding 

chapters, there are other numerous compositions connected with the 
story element of the Mahabharata. These works being of mediocre 

type failed to make a strong impression on the mind of readers, still 

their poetic value, so far as the influence of the Mahabharata on 

Sanskrit literature is concerned, should have proper recognition m 

Ii terary circles. 
The Arjuna-carita is a mahakavya by Anandavardhana and as its 

name signifies, it deals with' the heroic activities of Arjuna The 

Kashmirian polymath K~emendra wrote a drama Citra-bharata by 

name. The Hara-keli of the Cahamana king, Visaladeva Vigraharaja 

of Sakambhari (Sambhar), describes the conflict between Mahadeva 
and Arjuna, but the entire poem is not available; only a portion of 
it is preserved in a stone inscription at Ajmere. A drama Bhima­

parakrama by Vyasa Mok~aditya is mentioned in the introductory 

portion of the Partha-p_arakrama. Ramadeva Vyasa patronised by 

Haihay princes of the Kalacuri: branch of Rayapura wrote the 
Subhadra-pari'f}ayana in the first half of the fifteenth century. The 

Bharata-campu was written by Rajacii9ama9i Dik~ita, the son of 

Srinivasa Dik~ita and Kamak~i Devi towards the end of the sixteenth 

century. The Pa'f}rf.avabhyudaya consisting of two acts deals with 

the birth of the Pa99avas and Svaya'f!'J,vara of Draupadi. The drama 

Pa1Jefavananda is mentioned by Kumaka and Abhinavagupta in their 

works. The Partha-vijaya, a drama by Trilocana, and the Subhadra• 

hararza-prabandha by Naraya9a BhaHa are some other similar works. 
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CHAPTER I 

KAVYA 

In the preceding chapters of Book I, it is made clear that the 

writers influenced by the Mahabharata utilised the heterogeneous 

clements of the epic in their compositions in different ways showing 
varieties in many respects ; but a broad point of their difference from 

the writers influenced by the other epic lies in the fact that mostly 

wt...·ks based on the Ramaya,:ia cover the entire story of the epic with­

out much variation. Of course there are compositions dealing with 

a part of the Rama story, but they are very few in number; therefore 

all poetical compositions dealing either with the entire story oE the 

Ramaya,:za or a part of the main story are to be discussed in the first 

chapter, and similarly all dramatic compositions are to be put together 

in the second chapter. 

Raghu-varrz,sa 

Kalidasa 's Raghu-varrz.sa stands unparalleled in the realm of 
Mahakavyas dealing with the Rama story. In keeping with the tide, 
Raghu is made the central figure in the earlier part of the poem, but 

Rama's activities are narrated with artistic force and skill in the later 
part of the work. This work is not, however, exclusively concerned 

with the Rama story; for it gives an interesting account of kings 

belonging to the solar dynasty-Dilipa, Raghu, Aja, Dasaratha, Rama 

and twenty-four other kings-the last king mentioned being Agnivarr:ia. 

The account of the solar race is found in narrative form in various 

Purai:ias as well as in Valmiki's Ramaya,:za. The chronology oE kings 
mentioned in the Raghu-vaiµsa does not tally with that of the 

Ramayar:ia, on the contrary it bears resemblance to the account 

presented in the Vi~r:iu•ptuar:ia and Vayu-purai:ia, The reference to 
earlier masters1 in canto I of the Raghu-varrz,sa probably indicates 
Kalidasa 's knowledge of the Purai:ias. For the portion of his work 
dealing with Rama, Kalidasa has depended solely on the Ramiiya,:za, 

1 Athavii k~ta•vagdvare varpse' smin piirva-siiribhil:i /, 
RV., I. 4}. 
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but he has remodelled the story in his own way, choosing and 

discarding matter to suit his own literary purpose. 
The first three cantos are devoted to the 11arrat'1011 of king Dil"ipa's 

childlessness, his attendance on the divine cow Nandin'i, birth of 

Raghu through Nandin'i's grace and Dil'ipa's horse-sacrifice. The next 

five cantos give an account of Raghu's conquest of different countries, 

the performance of Visvajit sacrifice, attainment of money from 

Kubera for satisfying Kautsa, Aja's marriage with lndumati and her 

tragic end. Kalidasa's source of this portion is not exactly known 

to us, still his mode of narration with picturesque brevity and artistic 

skill displays his novel presentation of the theme. He follows 

Valmiki's Ramaya,:ia from canto IX where king. Dasaratha, dumb­

founded and grieved at the unexpected death of the hermit's son by 

his arrow, is cursed by the sorrow-stricken blind parents in whose 

presence dies their son. In the Ramaya1Ja the blind parents were 

taken by Dasaratha near the dead body in the forest, but here the 

poet heightens the tragic effect by making the boy breathe his last 

in the very presence of his parents. Canto X narrates Rama's birth 

as an incarnation of Vi~i:iu after the performance of Putre~~i sacrifice 

by Dasaratha. In the Ramayai:za the gods approach Brahman first 

with an ardent appeal to annihilate the persecuting Rava9a. Brahman 

advises them to implore Vi~r:iu for a speedy remedy; but our poet has 

done away with this indirect approach and made the gods appear 

straight before Vigm who gives them assurance about killing Rava9a 

in near future. In canto XI the poet gives a detailed account of 

Rama's heroic exploits in the vicinity of the hermitage of Visvamitra 

and his marriage with Sita, but the poet with a marvellous ingenuity 

a~d br~vity practically finishes the whole story up to the death of 

Rava9a in canto XII. Slight variation from the epic in the recounting 

of the- crow story (XII. 2 1-2 3) and burial of Viradha1 is introduced 

1 Taip vini~pi~ya Kakutsthau pura du~ayati sthalim/. 
Gandhenasucina ceti vasudhayarp. nicakhnatul;/ / 

RV., XII. 30. 
In the Raghu-varp.sa Rama and Lak~ma9a, killing the demon Viradha, bury 

him immediately thinking that the whole forest region will be polluted by the 
foul smell of his corpse ~ but in the Ramaya9a he is buried alive. 
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Ill this poem. In course of his aerial journey rn canto Xlll, sweet 

memories of forest life as well as the sorrowful reminiscences of intense 

agony after his separation from Sita appear before his mind's eye, 

and he points out these places of interest to Sita with a heart overflow­

ing with love. The poet here makes a full use of his marvellous 

power of romantic description which, really speaking, discloses Rama's 

strong love for Sita. These past reminiscences of early happiness 

and sorrow heighten by contrast the tragic dfect of separation in the 

next canto where Rama, as a king, performs his royal duty by 

banishing beloved Sita from his capital for the satisfaction of his 

subjects who spread a scand::ll about her chastity. The last portion 

of the Rama story forms the subject-matter of canto XV, where Sica 

enters the nether world in the very presence of Rama who also leaves 

the world soon after the accomplishment of his mission. The remaining 

cantos present uninteresting pictures of some of the unknown descen­

dants of Rama, of which Kusa's dream in canto XVI and Agnivarr:ia's 

sad turn of fate in canto XIX keep up the literary interest to some 

extent; but the poet's abrupt conclusion of the work cannot escape the 

notice of a casual reader even. 
Valmiki's narration is marked by simplicity of language, but 

Kalidasa's excellent presentation of the same is characterised by high 

wrought imageries, polished style, elegant diction, subtlety of 

expression and ingenious embellishment. He never aims at over­

elaboration,' above all his restraint in description, sense of proportion 

and moderation enable him to present vivid pictures of the old 

narrative. 

Setu-bandha 

Literary efforts for composing kavyas even in Prakrit language won 

approbation in early ages. Several such works reveal how distinguished 

writers like Pravarasena, Rajasekhara ar.d others utilised melodious 

Prakrit language for their valuable compositions. The Mahara~~ri 

Prakrit, as is evident from the Kavyadarsa 1 of Dar::i<;lin, was mainly 

used for writing poems. Pravarasena's Setu-bandha, Hala's Sattasai, 
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Vakpatira.ja's Gau4a-vaha and Rajasekhara's Karpura-manjar"i arc some 

noteworthy compositions in Prakrit. Of these, Pravarasena 's Scttt­

bandha is connected with the story of the Ramayai:ia and as such a 

brief discussion on the work is being held here. He is a pioneer in 

this direction and was emulated by Ha.la, Vakpatira.ja and others. 

The work of Pravarasena is also known as Dahamuhavaha and 

Ravai:iavaha. It does not narrate the entire story of the Ramaya1Ja, 

but deals with the main topics of the La11ka-ka.1:9a. The aforesaid 

tides clearly explain the theme of this epic poem which contains a 

description of the bridge and slaying of Ravai:i,a. Earliest references 

to this Prakrit Mahaka.vya are found in the Kavyadarsa1 of Da99in 

and Har~a-carita2 of Bat)-a, so these references lead us to establish the 

view that this epic poem was composed before the seventh century 

A.D. The connection of this epic with Kalidasa 's narne streng­

thens the belief that it was composed most probably in the fifth 

century A. D. le is often held chat this epic poem was composed to 

commemorate the construction of a bridge of boats in Srinagar by king 

Pravarasena of Kashmir, but too much importance cannot be attached 

to this view for wane of sufficient proofs. The colophon8 runnino-
::, 

at the end of each canto in the Bombay edition gives rise to an im-

pression that Pravarasena II of the Vaka~aka dynasty wrote this epic 

poem, and he was fortunate enough to receive the valuable help of 

Kalida.sa in his literary venture. 

The poem consists of fifteen cantos and the poet, white narrating 

the story of the Lanka-kaq.sfa, has overlooked the details of the original 

and in order to maintain the nature of a Mabakavya introduced long 

description of different objects in strict conformity with the rules of 
theories on poetry. 

In canto I which contains a description of autumn and the Malaya 

mountain, Rama, surrounded by valiant monkeys, reaches the sea­

shore, The vast ocean with billows lashing on the shore greets them, 

but the monkeys get frightened at the thought how they will be able 

1 Sagarat siikti-ratnanatp Setu-bandhadi yanmayam/ /. KD., I. 34½. 
2 Kirtit Pravarasenasya prayata kumudojjvala/, 

Sagarasya paratp paratp kapi-seneva setuna //. HC., I. 1 5. 
3 Iya siri Pavarasel}a-viraiyc Kalidasa-kaye Dahamuhavahe mahakavve ..... 
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to cross it to reach Lanka. Throughout the whole second canto, the 

glory of the ocean captivates the imagination of tlie poet, whose deep 

knowledge of maritime matters is recorded here. The highly spirited 

speech of Sugriva for putting new inspiration and energy in the minds 

of frightened monkeys for the destruction of their enemy by giving 

up despondency in canto III is marked by literary excellence of the 

highest order. Sugriva's speech is followed by that of Jambuvat, who 

instils new inspiration in the monkeys in canto IV, and the poet 

utilises his sound knowledge of political philosophy through this 

animated speech of Jambuvat. In canto V the ocean struck with the 

arrows of Rama is agitated to a degree, as a result of which it is ablaze 

with rising Aames. The construction of the bridge is ordered by Rama 

in canto VI and monkeys with due allegiance to him carry out the 
order by engaging themselves in that heavy task in canto VII; but 

preliminary failures cause their depression. The construction of the 

bridge is completed with proper connection between Malaya mountain 

of India and Suvela of Ceylon in canto VIII. The subsequent two 

cantos give the poet the opportunity of describing Suvda mountain, 

sports of women and nightfall. The story is again resumed in canto 

XI with the showing of false head of Rama to Sica, whose piteous 

lamentation at that terrible sight can be appropriately compared with 

that of Rati in the Kumara-sambhava. Trija;a's consolation in affec­

tionate language cannot console her. Pravarasena's poetic ability 

blended with imaginative touches finds full expression in this canto. 

The poet devotes next four cantos to the narration of the fierce battle 

between the two combatant troops and the ultimate destruction of 

Ravar:ia at the hand of Rama. The poem is brought to a conclusion 

with a description of the coronation of VibhI~a9-a and return of Rama 

to Ayodhya. 
In order to measure the success of Pravarasena in literary sphere, 

his own verse1 in canto I regarding the possible effects of a good com-

I The verse, if rendered into Sanskrit turns thus-

Parivardhate Vijfianaip sambhavyate yasal:i arjyante gur/al:i/, 
Srf1yatc supuru$a-caritaip kiip tat yena na haranti kavyalapal;/ /, 

51311 ,, I. _I 0, 
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position is to be taken into consideration. He states in that verse 

that there are many advantages of a good kavya. Special knowledge 

is gained, fame is attained, acquisition oE virtues is made possible and 

the reader becomes familiar with the career of great men. There is 

no such thing in a good poetical composition which does not attract 

the mind of the reader. This remark, however, is partially true in the 

case oi his own composition. The summary oE the poem shows 

clearly that only a small portion of the Ramaya1J,a story is narrated 

here, but this narration is replete with different charming descriptions 

demonstrating his poetic talent, varied knowledge and inventive 

genius. The detailed description of ocean, mountain, autumn and 
nightfall reveals his power of close observation of nature and at the 

same time brings into view bis knowledge of Indian mythology and 

philosophy. His power of characterisation is brought to light through 

the speeches of Sugriva, Sita and Trija~a. Upama, Yamaka, Riipaka­

all these alarp.karas are profusely used. His novelty and original 

approach to the composition of an epic poem in Prakrit language, 

although modelled on artificial Sanskrit kavya, have won him due 

recognition in literary circles, and his association with world famous 
Kalidasa has enhanced the literary value of his work too. 

BhaHi-kavya 

The BhaHi-kavya which is otherwise known as the Ravatza-vadha 

is named after its author Bhatti. The concluding verse1 oE the poem 

«Kavyam idarri vihitarri maya Valabhyam" enables us to come to the 

conclusion that he composed this poem in Valabbi under king 

Si:idharasena. But since four kings of this name ruled at Valabhi, 

it is very difficult to determine when Bha~~i flourished. The last 

king ruled till 651 A.D., so it is generally believed that Bhatti wrote 

his poem before that date. Bha~ti is often identified with Vatsabha~~i 

of Mandasore inscription on the ground of similarity between the 

verses of inscription and the description of autumn in the BhaHi-kavya; 

I Kavyam idarp vihitarp maya Valabhyam 

Sridharasena-narcndra-palitayamf BK., XXII. 35. 
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but this identification is wholly absurd in view of some grammatical 

mistakes in the inscription. 

The BhaHi-kavya which narrates the whole story of the Ramiiya,:ia 

up to Rama's return from Lanka and coronation was composed mainly 

for the purpose of illustrating the rules of grammar and figures of 

speech; so it is called by Mallinatha an Udiiharara-kiivya. A minute 

study of the whole poem convinces us about the remarkable success 

of our author in this direction. The composition of a Mahakavya 

requires great talent, excellent command over language, perfect skill 

in delineation of characters and power of description. Our poet has 

amply used his genius in making his own composition a ~1abakavya. 

This poem consists of twenty-two cantos in four sections, namely, 

Prakirna-kanda, Adhikara-kanda, Prasanna-kanda and Tinanta-kanda. . . . . . . . . . 
The Prakir9a-ka1J9a which is concerned with the illustration oE 

miscellaneous rules of Pa9ini's grammar narrates the stery up to the 

abduction of Sita. The Adhikara-kar:ic;Ia, which describes the sLOry 

up to the punishment of Hanumat at the hand of demons after the 

destruction of Asoka garden, exemplifies different suffixes, rules of 

Atmanepada, Parasmaipada, ~atva and ~atva-vidhanas. The Prasanna­
kar:i9a which continues the story up to the construction of the bridge 
is concerned with exemplifying figures oE speech. The remaining 
portion of the story is covered by the Tinant:a-ka-99a connected with 

illustration of tenses and moods. It is true that a reader versed 

deeply in grammar will find this poem worth-reading; but if a person 

for want of profound proficiency in grammar makes an attempt to 

study it as a poem without paying any attention to the purpose for 

which it is composed, he will soon face disappointment. The poet 

himself has stated at the end of his composition that his work is a 

source 0£ deep delight to the learned only1• 

Truly this work cannot be ranked with the Raghu-varpsa and the 

Kumiira-sambhava of Kalidasa; but we must make some allowance 

1 Dipa-tulyal~ prabandho' yarp. sabda-lak~al)a•cak~u~am/ 
Hastamar~a ivandhanarp. bhaved vyakarai:iad ~te'f / 
Vyakhyagamyam idarp kavyam utsava~ sudhiyam alam/ 
Hata durmedhasas casmin vidvat-priyataya maya/ / 

BK., XXII. 33-4. 

18 
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for the purpose for which the author is inspired to write this poem. 
Occasional flashes of grammatical genius and excellent arrangement 
of the theme for illustrating the rules of grammar bear eloquent 
testimony to the poet's success in his purpose. Literary excellence and 
poetic beauty cannot be expected in a composition suffering from 
this restricted outlook!! Bue it can hardly be denied that at places 
the poet has written highly charming verses, wherein the grammatical 
motive has been overshadowed by poetic charm. The second canto 
describes Sita in a language both ornate and impressive: 1 

HiraJ].mayi salalateva jangama cyuta diva}:i sthasnur ivacira-prabhaf. 
Sasanka-kanter adhidevatakrtil:i suta dade tasya sutaya Maithili/ / 

'To his son was betrothed his daughter Maithili who looked like 
the twig of a tree, golden and moving, like the lightning fallen from 
the sky but steady, and like the presiding deity of the moon's 

beauty.' 
Such verses clearly prove that he could have displayed his poetic' 

genius more perfectly, had he not been all along guided by bis 
professed motive. He has no freedom of phraseology as he has to 
use words important from the grammatical point of view~ Such 
strained labour for continued _search of appropriate words has to a 
certain extent robbed the work of its poetic value, but among authors 
of such artificial composition, Bha;;i undoubtedly stands foremost. 

lanaki-haratJa 

Kumaradasa in his Janaki-hara'JJa related the story of the Ramaya[).a 
up to the abduction oE Sita in twenty-five cantos. Kalidasa was held 
in high esteem by Kumaradasa, who without the slightest hesitation 
borrowed ideas and phrases from the Raghu-va,risa. This was the 
reason why a legend regarding Kumara<lasa's .. intimate friendship with 

Kalidasa was current for a long time. He is known as Komara 
' Natha-kumara, Kumara-datta and Bha;;a-kumara and therefore 

doubtfully identified with Kumara Dhatusena, a king of Ceylon, 

who flourished in the beginning oE the sixth century A,D. From 

1 BK., II. 47. 
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direct ref~rence to Kumaradasa in Rajasekhara's Kauya.m'imii,risa, 1 

we come to know that he attained popularity as a poet in the 10th 

century A.D. Citations from Janak'i-hararia are met with in different 

anthologies too, but the full text of the book was not available for a 

long time. Tbe major portion of the poem, that is, up to canto 

fifteen has been recovered from a Sinhalese Sanna (paraphrase) of 

Rajasundara. The non-availability of the original text is a great 

handicap to a proper estimation of the poet as well as his composition; 
but no other alternative being left for the recovery of the original, 

the usefulness of the Sinhalese Sanna cannot be ignored. That the 

poem was composed in twenty-five cantos is known from the colophon 

preserved in the Sanna. The colophon further states the name of 

the author and the poem and cites the last stanza of canto XXV. 

Points of deviation from the epic story in Kumaradasa's work are 

negligible. For adding charm to his composition he has brought in 

some beautiful. poetic descriptions. His poem opens with a picture­

sque description of Ayodhya. The first canto also gives an account 

of Dasaratha and his heroic deeds. It closes with the curse of the 
hermit whose son meets death at the hand of king Dasaratha. The 
inRuence of Kalidasa on Kumaradasa is distincdy revealed in the 
second canto where the poet makes the depressed gods approach Vigiu 
for help who, moved with pity, promises to assume human form for 

bringing an end to the persecution of Rava9a. The description of 

spring and the king's sport with his wives in the artificial pond in 

the royal garden in canto III reminds one of similar verses of Kalidasa. 

From canto IV we come to know that king Dasaratha gets four son·s 

by performing the sacrifice known as Putra-kamegi, and when they 

grow up, Visvamitra approaches king Dasaratha for seeking the help 

of Rama and Lak~ma9a to remove disturbances to sacrifice. The 
female demon Ta9aka is put to death by Rama after his arrival in the 
forest. Canto V gives a description of the peaceful life of the dwellers 

1 Y ato Medhavirudra-kumaradasadayo jatyandhal; kavayal; sriiyante 

Kavya-mimarpsa. GOS, p. I 2 • 

In the Suk.ti-muktavali, J alha1_1a quotes this verse 0 £ Rajasekhara : -
Janaki-hara1_1aip kartmp Raghu-va111sc sthite sati/, 

Kavil:i Kumaradasas ca Rava9as ca yadi k~amalJ/ / SM .• IY. 76. 
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of the hermitage and the destruction of thousands of Rak~a·sas at the 

hand of Rama. We get a marvellous description of the city of 

Mithila in canto VI where Rama accompanied by Visvamitra comes, 

and is chosen as son-in-law by king Janaka after his success rn 

breaking the bow of Siva. Canto VII is concerned with the narration 

of the love-sick condition of the hero and the heroine and their 
marriage, and the following canto gives an account of their dalliance 

after marriage. In canto IX Parasurama suffers defeat at the hand of 

Rama and canto X describes Rama's departure to the forest, where 

Rama sends back Bharata in spite of his repeated requests for return 
and expresses his strong determination to live in the forest. This 
canto concludes with the abduction of Janaki. Dasaratha's lecture 
on duties of a king to Rama in the first part of this canto is to be 

noted. Canto XI treats of the fight between Jatayu and Raval)a, 

death of Jatayu and the following canto narrates Rama's preparation 

with the monkey-chief for the deliverance of Sita. Twelfth and 

thirteenth cantos contain description of autumn and rainy seasons. 
Kumaradasa's composition ~s characterised by elegant simplicity, 

wealth of description, vigorous narration and subtlety of expression. 
The subject-matter treated in the BhaHi-kavya and Janak, haratJa is 
practically the same, but Bha~ti's grammatical motive stands in the 

way of an elegant composition. It is true that Kumaradasa had no such 
motive in view, but his enthusiasm to make his work similar to that 

0£ Kalidasa has hampered the spontaneity of his composition. His 
admirers do not hesitate to rank him with Kalidasa, but that does 

/ 

not appear to be a correct appraisal of his poetic ability. But when 

we say this, we must not forget that he enjoys quite a respectable 
status as a writer of Sanskrit verses. Had he not been inspired by an 
ardent desire to follow in the footsteps of Kalidasa, he would have 

been able to show his individuality and originality. The standard of 

high composition and the mode of achieving that standard were before 
him, but he could not take advantage of that properly. 0£ course his 

poem does not exhibit the extravagance of later Mahakavyas. His 

gift of pointed phrasing, lively expression, simple diction, metrical 
skill and above all, want of any deliberate attempt to expand his 
subject-matter with the conventional kavya embellishments have 



CHAPTER ONE 141 

lifted his poetry from the dead level of the commonplace and the 
conventional. 

Rama-carita 

Abhinanda, the author of the e~tensive poem Rama-carita, is Lhe 

son of Satananda, and is to be distinguished from GaucJa Abhinanda 

who is profusely quoted in the anthologies. Abhinanda attaimd such 

celebrity for his charming composition and vigorous style that refer­

ences and citations are found in many notable works of later date. 

The Sadukti-kar1J,amrta and Sukti-muktavali1 are the two well known 

anthologies where about twenty-five verses are attributed to Abhinanda, 

although only four of them are found in the Rama-cariia. SocJ9hala, 
who flourished in the first half of the eleventh century A. D., praises 
Abhinanda for his singular poetic talent in che introductory verses of 

his campu-kavya Udaya-sundari-katba 2 • The K'irti-kaumudi3 of Some­

svaradeva, who flourished in the middle of the thirteenth century 

A. D., speaks highly of the merits of Abhinanda; and Ujjvaladatta in 

his V1J,adi-sutra-11rtti4 quotes several verses from the Rama-carita. In the 

I Saduk ti-k.1rl)amrta-II. 748. ; 
,. ,. -V. 100.; 

Siikti-muktavali-141a. ; 

.. 
2 Sr~~arµ tad atra yuvaraja- naresvaret}a 

Rama-carica-11. 84. 
,. ,, -XV. 67. 

Rama-carita-11. 99. 
,. ., -11. 98 . 

Yad du~karaiµ kim api yena giral) sriyas ca/ 
Pratyayanarp sphutam akari nije kavindram 
Eka,sane samupavesayatabhinandam/ / 

Udaya-sundari-katha, 95. 

3 Somesvara mentions the name of Abhinanda in this verse where he 
wrongly states the superiority of Yasovira to other renowned poets. 

Na l\•lagbal) slaghyate kaiscin nabhinando' bbinandyatef 
Ni~phalal} Kalidaso'pi yasovirasya sannidhau'J / 

Kirti-kaumudi, P. 3 

4 U11adi-sutra-vrtti-l. 2.; Rama-carita-XIII. 86. 

" " -I. ,, ,, -X. 2. 

.. " ,, -IV. 117.; ,, •• -XVIII. 85. 
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c:leventh century A. D. Bhoja profusely but anonymously quotes verses 
from the: poem. From all these references it is clear that Abhinanda 

attained high renown during the five centuries from the eleventh to 

the fifteenth. In the 36th canto1 of his work Abhinanda mentions his 

patron king Haravar~a Yuvaraja, son oE Vikramasila, but the identity 

of this king with Devapala, the sor. oE Dharmapala of Gauc;la cannot 

be convincingly established for want of proper evidence. Relying 

on this identity some scholars are inclined to £ix the date oE Abhinanda 

in the earlier half oE the 9th century A. D., as king Devapala became 

famous in the second half of the 9th century A. D. 
Abhinanda's Rama-carita consisting of forty cantos is to be termed 

a Mahakavya, in as much as it fulfils most of the conditions laid down 
in the definition of Mahakavya of Da99in. In spite of his adherence to 

the rules, he does not forsake his independent imagination and origi­

nality. Like other Rama-kavyas it does not begin with an account oE 

king Dasaratha and the birth of his sons ; instead it commences its 

plot with Rama's great anxiety regarding the necessary steps to be 
taken for the rescue of Sita. He eagerly awaits the arrival of Sugriva 

whom he intends to send to Lanka afcer the rainy season for bringing 

the news of Si'ta. His departure from the original is obvious in 

many portions of his work. In the Ramayara Sugriva's fidelity and 
devotion to Rama are unparalleled, but in the Rama-carita Rama re• 
fuses to take his help for bringing the news of Sita in view of his 

possible reluctance. The poet says that Sugriva himself comes to serve 
Ram~ after some delay. Rama, annoyed with him, does not rely much 

on his help and at times treats him as a servant. In the Rama-carita, 

Rama send_s as tokens a ring, an anklet and an upper garment through 

Hanumat in order to console Sita; but in the Ramaya,:za Hanumat 

I J ~ya~i jaganti bhramanti kirtya saha Haravar~a-m;pa-sasina~1 / 
Srras1 kttii krta-vidyail;t krtir iyam arya-vilasasya/ / 

Riima-carita, XXXVI. 86. 
Palanvayambuja•vanaika-virocanaya 

T as~nai namo'stu yuvaraja-naresvaraya'/ 
Ko~1-pradana•gha~itojjvala-kirti-rniirtih. 
Y cnamaratva-padaviiµ gamito'bhinan~lal)f/ 

Ibid, XXXVI. 88. 
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takes only the ring as a token. In the Rama-carita ordinary monkey­

soldiers are first sent in search of Sita; but on their failure the 

chiefs of the army including A11gada start searching for Sita. Being 

thirsty near the Vindhya mountain they want to enter a cave at the 

entrance of which slept a demon. There Hanumat is surprised by 

a female monkey trying to allure him. That monkey soon assumes 

the form of a charming lady, and leaves the place only when 

Svaya.q,prabha, the mistress of the cave, makes her appearance there. 

This episode is not found in the Ramaya1Ja. The account given by 

Svaya.q,prabha for making the cave her abode differs from that of the 

Ramiiya1Ja. In the Rama-carita Angada's loyalty to Sugriva 1s 

clearly exhibited; but in the Ramaya,;a Hanumat's influence prevents 

Angada from doing any harm to Sugriva. In the poem Angada 

expresses his ability to cross the ocean; and in order to comply 
with the request of Jambuvat allows Hanumat to do so; but in the 

Ramaya'l}-a Angada plainly states that he has not the ability to cross 

the ocean. In the poem Vibhi~al}a as a great philosopher admonishes 

Sugriva for lamenting over the loss of Rama and his army under the 

influence of Nagapasa of lndrajit; but in the Ramaya1Ja Sugriva plays 
the role of a philosopher for consoling Vibhi~al}a mortified exceedingly 
at the loss of the Rak~asa dynasty. In the Rama-carita the colours of 
the four creepers brought for the revival of the whole army destroyed 

by the Brahmastra of Indrajit are mentioned, but the Ramaya'l'}a makes 

no mention of colour. 

In this extensive Mahakavya, the story proceeds very slowly and 

interruption is frequently caused by the conventional descriptions of 
city, ocean, mountains, sunrise and moonrise. The first ten cantos 

narrate the story up to the search of Sita by the monkeys and 

Hanumat's acceptance of tokens. The following ten cantos slowly 
take the story to the incident of Sita's meeting with Hanumat. The 

next sixteen cantos give a full description of the war between the 

monkeys and the Rak~asas and conclude with the destruction of 
Kumbha and Nikumbha. 

The last four cantos have two definite recensions.1 The authorship 

1 A-A MS. copy in the Govt. Orient. MSS Library, Madras contains 
cantos 1-40 by Abhinanda. The 40th canto is incomplete. B-A MS in the 
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of one is attributed to Abhinanda and another to a less known author 
Bhimakavi by name. These last four cantos narrate the conElict oE 

Rama with Indrajit and RavaI]a and their ultimate destruction at the 
hand of Rama. The first supplement differs considerably Erom the 

preceding cantos in style and handling oE the plot; so the authorship 

of Abhinanda is highly doubtful. Bhimakavi in the second supple­
ment, 1 however, states that the work was leEt incomplete and the task 

of completion devolved upon him. He is conscious oE his poetic 

ability and speaks highly of his own composition in a verse11 at the 

end of each canto in the second supplement. 

Ramaya,:ia-manjari 

The Kashmirian polymath K~emendra of the eleventh century 
made an abridgement of the Ramaya,:ia story in seven kal).gas under 

th~ title Ramaya1;1a-manjari. His extreme fondness for shortening the 

e~ic stories and also other ancient works has been pointed out in our 

discussion on the Bharata-manjari. His departure Erom the original, 

as regards content and structure, is almost negligible in this work. 

Here we are to consider his mode of compressing the epic story as a 

measure of his poetical achievement. 
The Bala-kai;:i9a begins with the story oE ~~yasrnga and closes with 

the marriage of Dasaratha's sons. He closes his Ayodhy:i-kal).ga with 
the death oE Dasaratha, but in the original, we find chat the closure of 
the ka[).ga is effected with the entrance 0 £ Rama into Dal).gaka forest. 

The succeeding incidents up to the arrival of Rama and Lak~ma[).a at 
the lake of Pampa after the abduction oE Sita are covered by the 
Aranya k- d .K d • E · - a9. a. ~emen ra narrates up co the crossing o the ocean 

library of th O • • 6 b • l e riental Institute, Baroda contains cantos 1-3 Y Ablu11:rn1 a 
and a rec • f en5ion o cantos 37-40 by Bhim k • I. a av1. 
D I - tl .srimad Abhinanda-kiivye kayastha-jnati-kula-tilakena mah:u-µ sri-

evapala-tanayena l ' - Bh· k - - • ' I 
h ma 1aqi sn- 1ma- rtau sarga-catustayyaiµ catvarsqisatt,101:1} 

sarga .. • • • 

2 Na madhuraqi madhu phalgu ca phanitaiµ 
Rasapara na sitapi sudha mudha/ 
Adhara eva nava-pramadadharo 
Lasati Bhima-kavel:,i kavita-rase"J / 
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by Hanumat in the Ki~kindhya-kar:i4a, but the topic is included in the 
original in the Sundara-ka9-9a, which recounts in detail Hanumat's 
meeting with !vfainaka and Snrasa on his way to Lanka through the 
ocean. To maintain the form of a kavya the author brings in the 

description of spring, rainy season and autumn in the Arar:iya-kar:i<;la 

and Ki~kindhya-kar:ic_la. Mere narration of events without a break 
creates monotony and makes a composition boring; in order to avoid 

that defect K~emendra provides relief to readers through the descrip­
tion of seasons. The Y uddha-ka1:u:Ja of the Ramaya!J,a-manjaii 

concludes with the destruction of Ravar:ia, but in the original the 
lamentation of Rava9-a's wives, Vibhi~ar:ia's coronation, Sidi's ordeal 
and union of Rama with Bharata are inserted in this portion, whereas all 

those events find their way in the work of K~emendra in the Uttara­
kar:ic:Ia. The remaining incidents including Sita's entrance into the 
nether region, and the passing away of Rama and his brothers have 
been recounted in the Uttara-kanda. Ksemendra's characteristic . . . 
diction and mode of narration dominate the whole composition. 
Simplicity of language and simplification of the whole story will 
encourage readers to go through the book. By reading other 
compositions based on the epic story, a full view of the contents 
oE the Ramayar:ia cannot be formed, but in spite of his abridgement, 
K~emendra has exhibited a special aptitude by serving this purpose. 
The following verses reveal the simplicity of his composition and use 
of appropriate similes: 1, ~ 

Raja ced dharma-maryadaf!l lobhad utkramya vartate / 
Unmulopaplavenaital]. sarvatha nihata}:i praja}:i/ /. 

•If a king out of avarice transgresses the principles of religion, 
all his subjects then are fully ruined by a revolution which brings 
destruction along with it.' 

Tata}:t p~p!ta_ P_aulastyaq. srasta•sayaka-karmukal}/ 
Kftta}:t S1ta-nikare1}a krakaceneva padapal?-/ / 

I RM .. I_I. 276. 
2 Ibid .• VI. 1296. 

19 
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•Then Paulastya with his bow and arrow slackened fell down 

like a tree cut by an axe' as if pierced by the insult done to Sita.' 

/anaki-pari'l}aya 

The /anak,-pari'l}aya is a poem in eight cantos by Cakrakavi, 1 

the son of Lokanatha and AmLa. Information about his parents is 

gathered from the last verse of each can to : -

Yarri sunurri janayambabhuva mahitalJ sri-LokanathalJ sudhii) /, 

Khyatarri Cakrakavirri sati-samudayail:i sammanitambabhidha/ / 

•Lokanatha, a man of renown and vast learning, and Amba who 

was respected by chaste ladies, gave birth to a son who came to be 

known as Cakrakavi.' 

The last verses of the fifth and seventh cantos tell us that he 

composed two other kavyas-the Rukmi1fi-pari'l}aya2 and the Parvati­

pari'l}aya.3. The Draupadi-pari'l}aya is his another work and an 

informative discussion on the same has been made in a preceding chap­

ter dealing with works concerned with the episodes of the Mahabharata 

story. The present work, as its name signifies, deals with a part of 

the epic story i.e. up to the arrival of Rama in the city of Ayodhya 

after his marriage with Sita. After paying due homage to his prede­

cessors, the poet commences his work with a description of the city of 

Ayodhya and her ruler. Canto II contains verses in praise of Vi~l}.u and 

a description of Ravar:ia's tyranny. At the end of this ~anto we find, 
a divine person appears after the completion of Putrq;1 sacrifice with 

a pot of milk and rice bdore Dasaratha who is directed to distribute 

it among his wives. The third canto narrates the birth of four sons 
and the march of Rama and Lak~n'la9a with Visvamitra for destroying 

the demons. The next two cantos tell us about the death of Ta9aka, 

1 The author appears to have lived in the 17th century. 
2 Sargo'sau Janakatmaja-pari9aye navye tadiye maha-

kavye carui:i-i Ruk.mi9-i-pari9-aya-bhratary abhflt paficamal:i / / 

JP., V. 71½. 
3 Sargo'sau Mithiladhirajatanuja-pal)igrahe tan maha-

kavye carui:ii Parvati-parir:iaya-bhratary abhiit saptama~1/ / 

Jb;d., YII. 80½. 
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arrival of Rama and Lak~maq.a in the city of Mithila and the breaking 
of Siva's bow by Rama. The story of Ganga's descent on earth is 

recounted by Visvamitra to Rama and Lak~maq.a on their way to 
Mithila. Dasaratha's arrival and the marriage of his sons form the 

subject-matter of the sixth and seventh cantos. The last canto winds 
up with Parasurama's encounter with Rama. 

The theme of the poem exhibits no departure from the original~ 
Elegant and imaginative touches make a composition worth-reading, 
but in this work no attempt is made by the poet to demonstrate his 
fertility of imagination. His descriptions are not of a high standard; 

and above all, his stereotyped poetic diction makes his composition 
unattracuve. 



CHAPTER TWO 

DRAMA 

The Pratima-nataka 

As compared with the Mahabharata plays ascribed to Bhasa, the 

two well known Ramayar,a plays-the Pratima-nataka and the 

'A.bh,~eka-nataka are larger in extent, and as such evince in a greater 

degree the poet's remarkable skill in introducing innovations in every 

act. In the Pratima-na~aka, an attempt has been made to dramatise 
in seven acts the entire story of the Ramayar,a beginning with the 
abandonment of the consecration of Rama at Kaikeyi' s demand, and 

ending with the return of Rama to Ayodhya after fourteen years. 

The plot of the whole drama can be made distinct by a clarification 

of the points of departure from the original. 

In the first act, all arrangements for Rama's coronation are stopped 

at the intervention of Kaikeyi demanding Rama's exile in the forest 

for full fourteen years. In this act the valkala incident has been 

invented by the poet to explain the proverb that coming events cast 

their shadows before. Sitii, out of fun, puts on a bark dress brnught 

by one of her maid-servants from the theatre-hall just before the 

coronation of Rama. This incident foreshadows the impending 

departure of Rama dressed in bark garment with Lak~mat;ia and Sita. 

The cancellation order of consecration is communicated by Rama himself 
later on to Sita, who then realises the far-reaching implication of the 

hark dress she has just put on out of curiosity. Dasaratha's poignant 
grief on :.ccount of Rama's exile in the forest for fourteen years is 

portrayed strikingly in the second act, which demonstrates the poet's 
admirable power of delineating a situation full of pathos. The third 

act i~ concerned with the statue-gallery. This act has a bearing on 

the tide of the play and bears a distinctive mark of the poet's creat­

ing faculty and delicate handling of the situation. Bharata, perturbed 

and unnerved at the news of the serious illness of his father, rushes 

back from his maternal uncle's house to Ayodhya; but the gravity 

of the situation lies in the fact that the charioteer, knowing everything 
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about the sad incidents oE the capital. gives evasive answers to the 
queries of prince Bharata who is being brought back to Ayodhya 

practically for the coronation. The closely guarded secret of the 

charioteer is very skilfully disclosed and dramatically conveyed 

to the prince on his entry to the statue-gallery, where the 

marble statues of dead kings of Ik~vaku clan, namely Dilipa, Raghu, 

Aja and Dasaratha are carefully preserved. At the sight oE 
Dasaratha's statue, he loses his balance of mind and does not want 

co hear anything about the statue of his father; but the temple­

keeper unravels the whole mystery centering round the statue-gallery. 

From the point of dramatic technique, the third act is the pivot of 

the whole drama. It closes with the departure of Bharata to the 

forest for bringing back Rama to the capital. Delineation of character 

is the main motive of the poet in the fourth act, where we 

find not much action but Bharata' s sacrificing spirit and noble 

purpose which raise his character to an elevated plane. The incident 

of Sita's abduction has been painted m a different manner 

in the fifth act. Rama, intent on observing some rites concerning 

the departed spirit of his father, happens to meet Raval)a 
who comes there in disguise. He attracts Rama by his profound 
knowledge of the Sastras and advises him to offer the flesh of some 
wonderful deer of the Himalayas to satisfy his manes. Rava9a, by 

his magic power, brings to Rama's view such a de:er in whose pursuit 

Rama leaves the hermitage, and the abduction of Sita takes place with• 

out any interruption from any quarter. Lak~ma9a has all along been 
kept away from this incident in the drama. The whole sixth act has 

been arranged on a novel plan. From Sumantra, Bharata learns of 
Sita's abduction, and with a heavy heart takes to task his mother for 

whose greed all these undesirable calamities are taking place. Kaikeyi's 
explanation that Dasaratha died as a result of a curse, and that her 

slip of tongue in saying fourteen years instead of fourteen days 
has caused Rama's long exile, satisfies somehow Bharata who then 
without delay marches against Raval)a with a huge army. In the 
Ramaya'J}a Bharata is not informed of Sita's abduction, and does not 
proceed to assist Rama in his fight with Ravana. The innovations of 
the last act are noteworthy. After the destr~ction of Rava9-a, Rama 
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returns to the hermitage where takes place his coronation lll the 

presence of Bharata, his mothers, citizens of Ayodhya, Vibhip1Ja and 

Sugr'iva. All of them, later on, start for Ayodhya for celebrating the 

ceremony on a grand scale. 

Bhasa's sympathy for the fallen and persecuted is distinct in this 

drama too. The poet has deviated from the original in painting the 

character of Kaikeyi. She has been an object of public calumny, but 

she has patiently tolerated everything for her husband's honour. For 

the fulfilment of the curse on Dasaratha she has to ask for Rama's 
J 

exile under the pretext of a dowry (Sulka) promised to her by king 

Dasaratha in place of two original boons. She wants to send Rama 

into exile not out of greed for the kingdom, but knowing vety well 

that the king is doomed to die of sorrow for his son, she, for the 

operation of the curse, chalks out such a plan as will avert the death 

of Rama. She feels inspired to carry out her plan, as it is supported 

by well known sages like Vasigha, Vamadeva and others. Kaikeyi is 

delighted to participate in Rama's coronation in the forest, and 

expresses her desire to see it gone over again in the capital. The 

nobility of her motive is misunderstood, and her explanation of the 

position does not satisfy all; although at last it convinces Bharata. 

The poet has made her the very embodiment of true patience, 

for the silence with which she bears the in~ulting terms used to her 

by near and dear ones is surprising indeed. Her dying husband in 

utte~ frustration of hopes and intense agony accuses destiny oE not 

making her a tigress of the forest\ and it is her own son Bharata, 

who on meeting her after his long sojourn abuses her rudely, reEuses 

to address her as mother and states before all that her presence bet­

wee~his other mothers Kausalya and Sumitra is condemnable3 • 

oble aspects of Bharaca' s character also arrest our attention. 

Bhar~ta's self-sacrifice; striking fidelity to Rama strono- sense of justice 
are g1 • • ' 0 

ven expression to 111 touching language by the dramatist. The 

1 Anapatya vayam Ramah putro' nyasy 1 _ 1 / _ _ • . • a ma 11pate 1 
Vane vyaghn ca Ka1keyi tvaya kim n k m? // PN 8 _ , _ , . . a ~·tarp tray.i . •• Ir. • 

2 :Mama matus ca matus ca madhyastha tvam na sobhase/ 

Ganga-yamunayor madhye ku-nadiva prav~sita/ / Ibid., 111. 13. 
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following verse reveals touchingly Bharata's mental anguish at the news 
oE his father's death and brother's exile: 1 

Ayodhyam a~avibhutarp. pitra bhratra ca varjitam/ 

Pipasarto' nudhavami k~i9-a-toyarp. nadim !Va// 

•Like a thirsty man rushing to a river the water of which is dried 

up, I am proceeding towards Ayodhya which has turned into a forest, 
as it is deserted by my father and brother.' 

A bhifeka-nii/aka 

Events beginning from Sugriva's coronation after the death of 
Valin at the hand of Rama, and ending with the consecration of Rama 
on his return to Ayodhya after fourteen years of exile have been 

dramatised in six acts in the other Ramiiyarza play A bhifeka-niifaka. 

In the Pratima-niifaka the poet's striking departure from the epic story 
is highly prominent in every act, but in the A bhifeka-nii;aka he has 

followed the Ramiiyarza story only with slight omissions and altera­

tions. The drama is so named, because it is concerned with the 
consecration of Sugriva, Vibhi~a9--a and Rama. 

The poet's sympathy for the fallen kings and warriors on the verge 
of ruin is exhibited in most of his plays. Sympathetic characterisation of 
Valin and Rava9--a in this play draws our attention from the very be­
ginning. In the first act Valin, disregarding the earnest entreaties of 
his dear wife, rushes desperately to fight his brother Sugriva, but after 

a vain struggle he is treacherously killed by Rama. No satisfactory ex­
planation of Rama's conduct is offered here. Valin's statement prior to 
his death proves that he is not liable to punishment; although at the 
close of the act the dramatist makes him utter.Bbavatii darzef,itatviid 

vigata-piipo' harrz nanu. •Being punished by you, I am really sinless.' 
Valin's seeming satisfaction for meeting death at the hand of 
Raghava does not at all keep back from our view the wrong stand 

oE Rama. The fact that the monkey-chief has been killed for no 
fault on his part is quite prominent here. The second and third acts 
faithfully follow the original, and give a picture of Sica in captivity, 
Hanumat's meeting with Sica, Hanumat's heroic activities in the city 

I_ PN .. III. IO. 
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of Lanka and banishment of Vibhi~al]-a for sympathising with the 

enemy. The touch of the poet's inventive genius is to be seen in the 

fourth act in the manner of crossing the ocean. In the Ramiiyai-;a, 
the monkeys throwing stones in the sea continually construct a bridge 

for making their passage to Lanka, but here god Varur:ia, out of deep 

reverence for Vi~r:iu born as Rama on earth, gives passage to Rama 

and his soldiers by dividing the water into two parts-E~a marga~, 
prayiitu bhaviin. This bears resemblance to the episode of Vasudeva' s 

crossing the Y amuna in the Bala-carita. In the fifth act there is a fine 

depiction of Ravar:ia's character. True, he is the haughty king of the 

demons, and always ready to ill-treat his subordinates and fulfil his desire 

by adopting wrong course ; but he has a soft corner too in his heart, 

he is not devoid of affection. His heart-rending lamentation at the 

passing away of his beloved son Indrajit stirs up the feelings of all 

~eaders. lndrajit has been killed by an ordinary human being-that 

is beyond the range of his belief : 1 

DevalJ. sendra jita yena daityas capi parari.mukhal;/, 

lndrajit so'pi samare manu~el).a nihanyate/ / 

. •That lndrajit too, who has conquered gods including Indra and 
driven back all the demons, is killed by a man in the battle-field ! ' 

~ pset greatly at this critical moment, he feels a strong inclination 

fto k_1ll that captive lady who is the sole cause of destruction of his 
a1n1ly and I. d Tl . , • . [ cmg om. 1e sixth act describes Rama S U11100 With Sita 

a ter the deatl f R- d • dr 1 0 aval]-a an Rama's consequent coronat10n. In this 
aina Rama h 11 l b • as a a ong een identified with Visnu/1 and he does 

not accept s- - . . • 
; ita tn the last act until the fire-god certifies in the follow-
,ng manner : ~ 

Imam bhagav t- L k - • ·- / • a 11!1 a ~nuqi Janihi J anakatmapm 
Sa bhavanta - - , • -// •K m anuprapta manusim tanum asr1ta 

h nfow, th is daughter of Janaka is • g~ddess Laksmi. , Assuming 
uman orm h l • 

. . ~ ~ las come to you.' 
Their divinity is h . . -not emp as1sed Ill the Pratima-napaka. 

I ABN., Y. 12. 

2 Manusam rii - h-
Sva • • - pam ~t aya cakra-sarJ:\ga-gadadharal: / 
lb .;af!l kara9a-bhutal} sal} karyarthi samupagatal:/./, Ibid., IV. 14. 

3 I •• VI. 29. 
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11,1_ ahavira-carita 

It is a matter. of great satisfaction that Bhavabhiiti has given 
valuable information regarding himself and his family in the prologues 
to his three plays, but no clue as to his date can be had from these 
portions. It is stated therein that he belonged to a religious and learned 
Brahma9-a family of the Kasyapa gotra, whose members were followers 
and teachers of the Taittir'iya branch of the Black Yajurveda. They 
had the surname of Udumbara and dwelt in Padmapura, apparently 
in Vidarbha. He was the grandson of Bha;~a Gopala and son of 
Nilaka9-1;ha and Jatukar9-i. He won the title Srika9-~ha. He acquired 
proficiency in grammar, rhetoric, logic and other branches of learning, 

and wide knowledge in the Vedas, U pani~ads, Saqikhya and Yoga. 
His works of course bear testimony to his varied knowledge. All 
his plays were enacted during the festival held in honour of Lord 
Kalapriyanatha, normally identified with Mahakala of Ujjayini. 

The Kashmirian poet Kahla9-a states that Bhavabhuti and Vakpa­

tiraja-the author of the huge Prakrit poem Gaut]avaha were patronised 
by king Yasovarm.an of Kanyakubja.1 No reference to patronage by 
any king is, however, traceable in the plays of Bhavabhiiti; on the 
contrary it is evident from his own statement2 that he failed to secure 
recognition during his lifetime and cherished high hopes for wide 
popularity in future. The poem Gaurjavaha was composed in about 
736 A.D. before Yasovarman's defeat by king Lalitaditya of Kashmir, 
so it is probable that Bhavabhuti flourished in the last part of the 
seventh or the first part of the eighth century. His posteriority to 
Kalidasa and Bar:ia is certain. Bhavabhuti is praised by Rajasekhara in 

1 Kavir Vakpatiraja-sri-Bhavabhutyadi-seviral:i / 
Jito yayau yafovarma tad gm:ia-stuti-vanditam/ / 

Rajatarallgi9i, IV. I 45· 
2 Y c nama kecid iha nal:i prathayanty avajfiam 

Jananti tc kicn api tan pratil nai~a yatnal]-/_ 
Utpatsyatc'sti mama ko'pi samanadharma 

Kalo hy ayaqi niravaclhir vipula, ca P!"thivi/ /. Malati-rnadhava. I. 6. 
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the Bala-ramaya,y,a1 and anonymous citation from his works is found in 

the Kavyalarrkara2 of Vamana; so these references help us fix the 

lower limit of his date. 

The early history of Rama beginning from his arrival in the 

hermitage of Visvamitra with Lak~ma9a, and ending with his return 

from Lanka and his coronation is dramatised in seven acts in the 

Mahav"ira-carita. In keeping with the title of the play which ~ignifies 

the dramatist's intention to portray the valorous activities of the hero, 

the dramatist in his work has dealt mostly with those episodes as 

throw a Hood of light on the warlike deeds of Rama. He has no doubt 

collected materials for his play from the Ramayai::za, but the account 

which he gives oE the life and deeds of Rama exhibits marked dif. 

ference from the epic story. He has changed the epic narrative to 

suit the purpose of his drama, and these judicious changes and 

innovations give evidence of his constructive ability and inventive 

genius. In both the dramas relating to the history of Rama's life, he 

has bravely deviated from the well known epic story, the changes in 

which are generally disliked by ordinary people; but it should be 

borne in mind that all these points of deviation are greatly influenced 
by dramatic consideration. 

From the very onset of the play, strong emphasis has been laid 
on Raval).a's imminent conflict with Rama. A messenger named 

Sarvamaya comes from Raval}a to the hermitage of Visvam:tra and 

makes a proposal for offering Si:ta to Rava9a in the presence of 

Visvamitra, Kusadhvaja, Rama and Sita. Signs of mutual attraction 

oE Ra~a and Sita are revealed prior to his entry and indirect answers 

are g1ve1~ to the proposal of Rava9a. Breaking of Siva's bow by 

Rama entitles him to gain Sita as his wife, and this news compels the 

messenger to leave the place to communicate to Raval}a the failure 

I 

2 

Babhiiva valmika-bhavalJ kavilJ pura 
Tat~l:i prapede bhuvi bhatrme,nhatam/, 
Stl11talJ punar yo Bhavabhnti-rekhaya 

Sa vartate samprati RajasekharalJ / I BR., I. 1 6. 

Kavyalarpkara-I, 2 • 1 2 ; Mahavi~a-carita-1. 54. 

,, ,, -IV. 3. 6 • Uttara-rama-carita-1. 38. 
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of bis mission, and we find that the seed of the dramatic conHict 1s 

sown in this defeat of Rava9a as a suitor. The second act makes us 

cognisant of the shrewd diplomacy of Ravar:ia's valiant minister 

Malyavat who, after hearing of the death of Ta~aka, Subahu and 

Marica and the acquisition of divine weapons by Rama, starts cherish­

ing doubt as to the fruitfulness of his plans, still he takes steps to 

execute his policies with a seemingly cheerful mind. Rava9a's exaspera­

tion at the unexpected death of his brave followers and rejection of his 

proposal inspires to immediate action Malyavat who very deftly 

actuates Parasurama to fight his rival Rama. As in the original story, 

Rama does not meet this angry sage on his return journey to Ayodhya 

after his marriage. Parasurama although charmed at the stately 

appearance of Rama cannot give up his motive of extirpating the 

K~atriyas even after an exchange of hot words with Satananda, 

Visvamitra anJ others in the capital extending over the whole third 

act. Parasurama 's discomfiture at the hand of Rama instigates 

Malyavat to take recourse to another scheme in the fourth act. 

Surpa9al~ ha in the disguise of the maid-servant Manthara is sent to 

Lak~ma9a in the capital with a letter expressing Kaikeyi's intention 

of sending Rama to the forest for fourteen years and making Bharata 

king in his place by virtue of two boons promised to her by king 

Dasaratha. The scheme succeeds and Rama, accompanied by Sita 

and Lak~ma9a, sets out for the forest without paying any heed to the 

entreaties of his well-wishers, and his mind is exceedingly delighted 

at the thought of killing the demons disturbing the sacrifices of the 

sages. The interlude of the fifth act gives us the news of Sica' s 

abduction through the conversation between Sampati and Ja~ayu and 

later on, Vibhi~ar:ia's alliance with Rama is announced through a letter 

delivered by the female ascetic Sramal)a to Rama. Overjoyed at 

Sita's forceful captivity, Malyavat in the meantime forms a conspiracy 

with Valin who exposes Rama's duplicity in fighting against him. 

Valin's death leads angry Ravar:ia in the sixth act to measure his 

strength with Rama in a direct combat. Through the grace of the 

sage Agastya, Rama endowed with divine vision comes to know of 

future events and becomes ready for the speedy destruction of the 

demons. The seventh act describes Raval)a's death, Sica's rescue, 
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confirmation of her chastity by the fire-god and Rama's coronation. 

Rama and Sita are highly blessed by Indra, Brahman, Mahesvara and 

Dasaratba who come from heaven to rejoice at this happy turn 

of event. 
These innovations are introduced with the sole object of placing 

before the audience a well knit and consistent plot, but a weak con­

ception of the dramatic conflict side by side has not enabled the poet 

to reveal the full dramatic utility of so many changes. Astute 

Malyavat's failure as a statesman should have been depicted more 

realistically. Rama's success in every case through divine grace 

completely overshadows that aged deft politician, whose well planned 

policies fail to bear any fruit in an unrealistic atmosphere. For a 

quick and direct appeal to spectators the dramatic conAict, therefore, 
should have been handled with greater dramatic sense and skill. 

Besides chis, Bhavabhiiti' s usual lack of moderation and restraint, 

descriptive prose passages, emotional stanzas, alliterative phrases, long 
compounds in most cases hamper dramatic action and make the 

whole play an uninteresting one. The exchange of hot words bet­

ween Parasurama on the one hand, Janak.a, Dasaracha, Rama and 

their well-wishers on the other, extends over two acts and thus 
becomes monotonous and unimpressive to readers. The dramatist 

has not paid proper attention to characterisation coo. All the 

characters are rather mediocre. The Mahav"ir;z-carita being his 
earlier work reveals some deficiencies, most of which have remarkably 
disappeared in his mature composition. 

U ttara-rama-carita 

The Uttara-rama-carita of Bhavabhuti seeks to dramatise in seven 

acts with considerable alteration the activities of Rama's later life 

extending from the banishment of Sita to the final reunion. The 

interest of the drama centres chiefly round the fine delineation of the 

sentiment of pathos. The treatment of the subject-matter here is 

defective from the point of dramatic action at places, but it being the 

product of the poet's mature genius shows marked signs of improve­

ment in dramatic technique, characterisation, depiction of sentiment, 

analysis of the emotions of the human mind and description of the 
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sublime grandeur of nature. Its majestic and sublime poetry feasts 

and enraptures our mind, and often makes us forget its deficiency in 

action. Bhavabhuti has written altogether three dramas, but we can 

form a true conception about his literary characteristics by reading 

tbis drama alone. 

The dramatist has derived his plot from the Ramayatza ; but he 

has reshaped the epic story in a novel manner for his own dramatic 

purpose. Signs of departure from the original and innovations are mani­

fest in almost every act of the drama. The idea of the picture-gallery 

in the first act dominates wholly the mind of the poet, who takes great 

delight in portraying vividly the scenes of forest-life. This conception 

of the picture-show is most probably borrowed from Kalidasa's Raghu• 

va1psa, where in the fourteenth canto it is mentioned in a verse1 that 
Rama and Sita are highly pleased to see the pictures of their forest•life. 

That simple idea has been amplified in the first act with fine descrip­

tions of their early life, wedding ceremony and forest residence 

coupled with the portrayal of refined sentiments and unlimited 

pleasures of the happy family consisting of Rama, Lak~mal).a and Sita. 

The idea, that coming events cast their shadows before, is exemplified 
distinctly in this scene by appropriate references to the probability 
of separation in the near future and the cruel decision of Rama to 
send Sita into exile for the satisfaction of his subjects. The subtle 

expression of this idea just after the grand descriptions of the sweet 

pleasures of a happy home heightens the dramatic effect and offers the 

poet ample scope for the perfect delineation of the sentiment of 

pathos, to which he has really subordinated other side interests of 
the drama. Departure from the epic story on minor points in the 

play cannot be lost sight of• In the drama Sita is stated to have 

been banished in the advanced stage of pregnancy, so that after 

the departure of Lak~mar.;ia she, overpowered with labour pam, 

I Tayor yatha•prarthitam iudriyarthan 

Ascdu~oJ:i sadmasu citravatsu/ 

Praptani duJ:ikhany api Da1_1c_lake~u 

Saficintyamanani sukhany abhuvan/ / RV., XIV . .z5. 
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throws herself on the water of the Ganga where she gives birth to 

twins who are taken charge oE by goddess Bbagirathi and goddess 

Earth, whereas in the Ramaya1J,a she, being banished in the primary 

stage of her pregnancy, is seen crying by Val miki who with the 

help of his disciples brings her to the hermitage where she gives 

birth to Ku.fa and Lava a few months after. This minor change 

reveals the benevolent attitude of the two goddesses whose sincere 

efforts to effect the reunion of Rama and Sita in the last act are no 

less admirable. Another point of departure from the epic story in 

the first act is to be met with in the timing of Satrughna's expedition 

against the demon Lava9a. In the Ramayat;ia some time aEter the 

banishment oE S'ita, Satrughna is asked to slay the demon Lava1:1a, 

and on bis onward march he spends one night in Valmiki's hermitage 

where Sita has been residing at that time; but in the drama almost 

simultaneous occurrence of the two incidents is referred to. Rama's 

sorrow is full to the brim at the time of Sita' s banishment, so in 

order to rouse up the martial spirit and heroism of Rama, the news 

of Lava1:1a's persecution is introduced just at the proper time. Rama, 

being conscious of his royal duties, at once decides to send Satrughna 

to assassinate the demon. 

The second act opens with the interview of the female ascetic 

Atreyi with the forest deity Vasant'i. The friendly conversation 

of the two supplies the readers with valuable information regarding 

the intelligence of Kusa and Lava, who are studying wiEh Valmiki, 

and the probable visit of Rama to the Paficavat"i forest to kill the 

Sudra ascetic Sambiika. The next point of divergence is found in 

the event oE the beheading oE the Sudra ascetic~ In the Ramayat;ia 
Rama, being advised by Narada, kills the Sudra ascetic some days 

after the departure oE Satrughna in order to bring back to life the 

dead child oE a Brahma1:ia; but in the drama about twelve years after 

the exile of Sica, Rama revisits Janasthana for killing the Siidra 

ascetic. Bhavabhuti has taken all possible care to show that Rama's 

love for Sita remains unabated in spite of such a long difference 

of time. The familiar surroundings of the Paficavati forest are Eull 

of old reminiscences, and as such Rama fails to control his grieE and 

tears as well, though he is of calm disposition by nature. The poet 
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will show their final reunion and with this motive m view he never 

misses an opportunity to exhibit their mutual fidelity and strong 

love for each other. In the second act his grand description oE the 

sublime and majestic beauty of hills and wild scenes of nature knows 

no parallel in Sanskrit literature. Bhavabhiiti's descriptive power is 

demonstrated at its best here. The fertility of the poet's reproduc­

tive imagination is skilfully displayed in the third act, where Sita's 

invisible presence in a spirit form is well conceived by the poet for 

masterly depiction of the sentiment of pathos. The act is wanting 

in action, but the dramatist succeeds in making up that deficiency by 

a thorough analysis of the workings of the human mind and subtle 

portrayal of the different phases, through which real love and its 

emotions pass in different conditions. Rama's longing for Sita, heart­

rending lamentations, intense agony of separation enable us to have 

a peep into the poet's motive of idealising conjugal love through the 

purifying influence of sorrow. That situation has become drama­

tically impressive by the presence of Sita in a spirit-form. Sita, 

although grieved at her husband's conduct, forgets her sorrow and 

resentment at. the sight of her pale bereaved husband lamenting 

bitterly in the old familiar surroundings of Da.c:i9ak::i. and PaficavatI. 

With a loving heart she resents the cruel words of her dear friend 

Vasanti rebuking Rama for banishing innocent Sita at the instigation 

of his subjects, and readily wants to caress her husband whenever he 

falls in a swoon out of profound deep-rooted sorrow. Even a long 

period of separation has not hindered in the least the spontaneous 

flow of love in their heart. The artistic and dramatic handling of 

this scene has paved the path for the final reunion of the hero and 

the heroine in the last act. In the fourth act Bhavabhiiti brings to­

gether in the hermitage of Valmiki sage Janaka, Kausalya, Vasigha and 

Arundhati-all of whom are highly surprised at the sight of Lava, and 

a faint hope as to the existence of the offspring of Rama rises in their 

minds. We hear nothing of this meeting either in the RamayatJa, 

or in the Padma-purtitJa. This is absolutely the product of the poet's 
imagination. 

The Vidiipka's character is conspicuous by its absence in the 
U ttara-rama-carita, but the dramatist has dexterously com pen sated 
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that defect by introducing a laughter-provoking conversation between 

Saudhataki and -Bhal)gayana in the interlude of the fourth act. 

The idea of a duel between Lava and Candraketu is also found in 

the Padma-pura,:za, which gives an elaborate account of the fight 

between Lava and Kusa on the one and Satrughna and Pu~kala, the 

son of Bharata on the other hand. In the Riimiiya,:za nothing is 

mentioned regarding the strained relation between the guards of the 

sacrificial horse and twin brothers. The poet has handled the situation 

in a new manner by making Lava and Candraketu fight against 

each other, 

Bhavabhuti's indebtedness to Kalidasa is manifest in many places 

of the Uttara-riima-carita, but it is admitted on all hands tha: 

Bhavabhuti has the rare ability of assimilating the borrowed ideas anti 

presenting them in a new garb to enhance artistic and dramatic effect. 

The recognition scene of the sixth act bears close resemblance to the 

seventh act of the A bbijniina-sakuntala where Du~yanta recognises his 

son. The major point of divergence from the Ramiiya1Ja is noticeable 

in the final reunion of Sita with Rama in the last act, It is true that 

dramatic convention does not allow a tragic end, but the poet's hand­

ling of the theme from the very beginning proves that he has turned 

a real tragedy into a real comedy of union not only in strict adherence 

to dramatic rules, but also in conformity with his desire to present 

it as a natural culmination of the prolonged sorrows of separated life 

described in the foregoing acts. By the enactment of a miniature play 
011 the happenings of Sita' s life after her exile, Bhavabhiiti brings 

about their final reunion and herein he has exemplified dramatic 
technique of the highest order. 

From the point of characterisation Bhavabhiiti's departure from 

~he ~pie story cannot be overlooked. The divinity of Rama and Sita 

is highly emphasised in hooks I and VII of the Riimaya1}a, but 

Bhavabhuti' s Rama and Sita have been humanised, they share the joys 

and sorrows of life like ordinary human beings. The dramatist's 

portrayal_ of Ram~'s character both in his private and public capacities 

shows hts creative power at its best. His Sita is an embodiment 

of woman! y love and self-abnegation; repeated trials bring out in 

brighter relief the unswerving truth of her character. 
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Kundamala 

The Kundamala is a drama in six acts by Dhira-(or Vira-)naga. 

Tbe author is a c1t1zen of ~\raralpura which cannot be identified 

till now with any known place. His posteriority to Bhavabhiiti is 

certain, as the latter's remarkable inHuence is traceable in his concep­

tion of Chaya-Sita and final union. Saradacanaya in his Bhava­

prakasa1 mentions the work, and verses from this work are found in 

the Sahitya-darpa?J.cg of Visvanatha and Srngara-prakasa of Bhojadeva. 

The subject-matter of the work is similar to that of the Uttara­

rama-carita of Bhavabhiiti. The first act opens with the banishment 

of Sica who is deserted by Lalqma9a in the forest infested by wild 

animals. The shocking news of exile is communicated to Sica by 

the dejected Lalqanar:ia there and Sica, overpowered with deep grief 

and finding no ocher alternative, submits meekly to her lot. Finding 

her in that pitiable plight, the great sage Valmiki takes her to his 

own hermitage. The interlude to the second act gives us information 

about the birth of Kusa and Lava :rnd the performance of Asvamedha 

sacrifice by Ramacandra in the vicinity of Valmiki's hermitage. 

Then follows a conversation between Vedavati and Sita in which 

the latter gives vent to her deep grief of separation from Rama. 
The significance of the title is explained through the events of the 

third act where Rama, while loitering in a melancholy mood with 
Lak!}mar:ia on the bank of the Gomati, notices a garland of Kunda 

flowers floating on the water. From a minute observation of the 

artistic mode of the wreathing of the garland, he comes 

to the conclusion that this ts wreathed by Sita and she is 

living surely in a nearby locality. Then they gradually come near 

the hermitage of Valmiki. At that time Sita, invisible to men 

through the grace of Valmiki, is engaged in plucking flowers there. 

Now she gets a golden opportunity of knowing the heart of Rama 

lamenting bitterly for Sita. In the fourth act the author strikes 

a note of poignant pathos by describing Rama's intense grief at the 

I Kundamalatra susliga sandhi-pancaka-sarpyuta/. 

Bhava-prakasa, VIII. 2 3}. 
2 KM., I. 2 with prose ; SD., VI. 36. 
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1• f 1 f N the lake of the sight of the old fami tar scenes o t 1e orest. ear_ 
hermitage Rama feels the presence of Sita, but gives way to utter 

despair when he does not find her. At the end of this act Rama is 

led to believe by the jester that the celestial nymph Tilottama has 

deluded him in the forest by imitating Sita's activities. The sight of 

Kusa and Lava in the fifth act fills Rama's mind with doubt and he 

cannot attain mental equanimity, until his belief that they are Sita's 

sons is confirmed. In the sixth act Kusa and Lava describe the 

story of tbe Ramayat;ia in simple verses up to the desertion of Sita. 
Valmiki then brings to Rama's court Sita who has to testify to her 

chastity and is then accepted by Rama. 
The story of the Ramaya1Ja has been related without any signi­

ficant modification in this work. In order to explain the title, the 

poet has brought in the episode of the garland of Kunda flowers. 

He has tried to exhibit some originality by the episode of the alleged 

imitation of Tilottama, but that serves no useful dramatic purpose. 

~xcessive love of form and expression invariably leads to a correspond­
ing neglect of content and theme, but no such tendency is found in 

the author of the ICunda-mala. His narration of the theme in simple 
language has made his work worth-reading. 

Ascarya-cucjama1Ji 

The Ascarya-cucjama,:ii of Saktibhadra,1 who belongs to South 
India is a dram • • b • • f _ • a m seven acts on the epic story eginn111g rom 
S~rpal)akha's appearance before Lak~mal)a in the forest and ending 

with t~e fire-ordeal of Sita. Sal<tibhadra's date cannot properly be 
ascercamed As d l . . . . • a rama, t 1e wotk 1s not impressive at all. The 
title refers t l • l . 

. . . 0 t 1e crest-Jewe by which Sita is recognised, but 
this 111c1dent l • l • . 

b. las no specia importance in the narration of the 
su Ject-matter. 

The poet has adopted 1 cl • f . . 
b • . . t le ev1ce of creating con usmg situation by 

nng1110• to light the 1 • 
-11 To l f" nagtc art of the demons who change form at 

WI • ie lrst two acts d "b , . 
L I ·H . escri e Surpal)akha s passionate love for 

a <smana. er d1sappoi t . 
• • n ment caused by insult at lus hand has 

1 Saktibhadra is believed t h fl . . 
• 0 ave ounshed 1n the 9th century A.O. 
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been used as one of the motives of conflict. The poet exhibits his 

inventiveness in the third act by slight modification of the epic story. 

After the departure of Rama to catch the golden deer alive, Raval).a 

enters the Paficavad forest wich his charioteer and .Sul·paQ.akha. 

Ravarya and the charioteer assume the forms of Rama and Lak~ma1;a 

respectively, and Raval).a takes away Sita telling her that they should 

ac once proceed to help Bharata in his danger according to the 

instruction of the ascetics of the forest. Surpa9-akba in the form of 

Sita misleads Rama, who looks at the flying Sita in the sky but 

wrongly takes her to be Maya Sita. Through irony of fate, Sita too 

forms a wrong impression about Rama standing on the ground and 

submissively proceeds with Rava9-a. Mari:ca in the form. of Rama 

tries to delude Lak~mal).a, but this delusion does not last long as 

Siirpa1pkha is forced to disclose everything. J a~ayu' s interference 

does not save Sita who is carried to Lanka in the fourth act. 

lntedude to the fifth act relates Mandodari's dream about the 

impending calamity of the Rak~asa race, and in the act proper, a 

minister makes Ravarya conscious of the critical s1tuat10n. But the 

latter shows no interest in it, and he professes instead his passionate 
love for Sita. The sixth act brings to Sica Hanumat who offers ·the 

wonder-ring of Rama and accepts the miraculous crest-jewel of 
Sica as a token of recognition. The last act refers to Ravarya's 

destruction and the fire-ordeal of Sita. 

It is true that the poet has not been able to demonstrate construc­

tive ability of a high order and integrity of imagination in his play; 

still his lucidity of diction in verses and prose passages will tempt 

readers to go through his book. Bhavabhiiti's influence is traceable 

in the conception of the central feud between Rama and Raval).a. As 

in the dramas ascribed to Bhasa, here also we find the line in the 

prologue: - "Ki1:1- nu khalu mayi vz7napana-vyagre sabda iva 

sruyate" and Schapana in place of Prascavana. Of course the peculiar 

dramatic technique of plays attributed to Bhasa is shared by almost 

all South Indian plays. le has been claimed that Saktibhadra is also 

the author of the Abhi~eka and the Pratima, but no importance can 

be attached to that suggestion for want of adequate proofs. 
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Anargha-raghava 

The prologue1 of the play gives us some definite information 

regarding the poet's lineage. The poet is the son of T a'.1 tumati and 

Vardhamana of Maudgalya gotra. The dace of Muran cannot be 

determined with certainty. Mankhaka in his Srzkaty,tha-carita2 and 

Ratnakara in his Hara-vijaya3 refer to Murari as a dramatist, and some 

verses from Anargha-raghava are also cited in che Dasariipaka.4! From 

these references, either the end of the ninth or the beginning of the 

cemh century may be fixed as his approximate date. While describ­

ing Rama's aerial journey on way back to Ayodhya, Mura.ti describes 

many famous places and along with them, he specifically mentions 

Mahi~mati as the capital of Kalacuri kings. Therefore it is surmised 

that our playwright must have been patronised by some king of 
that dynasty. 

The Anargha-raghava seeks to dramatise the entire story of the 

Ramaya1)a in seven acts, The poet has a high opinion about his own 

com~osition, for which reason he calls his drama Anargha-raghava 
and 111 the prologue he does not hesitate to describe himself as Bala­

Valn:i_ki.5 In the long prologue he has spoken highly of his own 

erudition, but a thorough study of this unusually lengthy drama does 

1 A sti Maudgalya-gotra-sambhavasya mahiikaver BhaHasri-vardhamana• 
tanujanmanas Tantumati-nandanasya Mura.rel] lqtir abhi11ava1n Anargha­
raghavam nama natakam . . . 

2 Prakram.iir h i~ha-vakrimno Mura.rim anudhavatal} /. 
Sri-rajasekhara-giro nibi yasyokti-sampadam/ { 

Srikal);ha-carita, XXV. 74. 
3 A~~e kunapka ivottama-nayakasya 

~asarp kavir vyadhita yasya Murarir ittham/ 
A~- k , 

ranca- rtsna-bhuvanah kva gatah d • 
nath H" • ,. • . sa a1tya-

o 1rar:iyakas1puli saha bandhubhir val:/./, 

H I Hara-vijaya, XXXVIII. 68. 
ere t le word 'Mur- ·, v· . f 

, - . k , an me.in~ 1~1:u, still the ment10n o words 'anka' 
uata a and 'Mur- ·•. • l 

f • an 111 a 5111 g c verse creates an impression that Ratnakara 
re ers to the dramatist M - - 1 urari 1ere, 

4 Anargha-raghava llI 2 . 0 , _ 
A . ' • 1 • asarupaka, II. 2. 

5 sya ht Maudgalya c B 1 _ - - · _ _ _ narp ra 1mar~1r:iam anvaya-murdhany asya Muran-
namadheyasya Bala-valmiker - • . · d" · vanmayam amrta-vmdu-n1~yan 1 kandalayat, 
kautukarp me. • 
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not perm.it a reader to form a similar opinion regarding the poet's 

scholarship and mode of composition for reasons stated below. 
The story of the Ramaya'!Ja is dealt with in the whole drama 

without any notable modification. In the first act Visvamitra 

approaches king Dasaratha for seeking his permission to take Rama 

and Lak~mal).a to his hermitage to ward off the demons. Dasaratha 

at the end of the first act reluctantly parts with his dear sons. In the 

beginning of the second act which is rather long, the two pupils of 

Visvamitra-Sunal:isepa and Pasumedra relate the history of Valin, 
Raval).a, Hanumat and Ta9aka. This is followed by a description of 

the hermitage, its dwellers, noon and the sunset by Rama and 

Lak~mar:ia who have already entered the stage. After Rama's fight 

with Ta9aka, a proposal for a visit to the city of Mithila is made by 

Visvamitra. The act closes with a grand description of the city of 

Mithila and her ruler. In the third and fourth acts the poet's 

intention to imitate Bhavabhiiti is distinct, but his treatment of 

Raval).a's feud and Malyavat's conspiracy lacks dramatic vigour, and 

as such serves no useful dramatic purpose. The fourth act closes 

with the encounter of Parasurama with Rama who politely exchanges 
words with his antagonist. It is worthy of notice that Parasurama 
does not come here at the instigation of Malyavat which he does in 
Bhavabhiiti"s drama. The fifth act is concerned with the description 
of Rama"s marvellous and heroic deeds, Sita's abduction and Rama's 
lamentation. The act is brought to a conclusion with Valin's death 

and Sugriva's coronation. In the sixth act we find an indirect 

reference to the construction of the bridge, Raval).a's discomfiture and 

death by persons carrying on conversation on the stage. In the 

seventh act the poet lets loose the reins of his imagination, and 

composes innumerable verses to describe the aerial journey of 

Rama on his way back to Ayodhya and in doing all this, he pays 

scant heed to dramatic action. By composing one hundred and fifty 
two verses in the last act he really satisfies his poetic fervour at the 
cost of dramatic excellence. 

For want of drarnatic action Murari's composition does not elicit 
praise from readers. His poetic inspiration is genuine and it would 

have been better had he composed a Mabakavya without attempting 
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to dramatise the story of the Ramayat;ia. His monologue, dialogues, 

characterisation, delineation of sentiment speak_ of his moderate 

dramatic power. He 1:-ails to exhibit restraint in useless elaboration 

oE the incidents through verses. At places his verses are characterised 

by inherent melody oE words producing musical cadence; but really 

speaking as a whole he does not, like Bhavabhiiti, possess the rare gift 

of producing sound effects by a delicate adjustment oE word and sense. 

It is held that Bhavabhuti' s Mahav"ira-carita and Malati-madhava 
give rise to monotony, for the dramatist seems to be fond of making 

his compositions inordinately lengthy. but compared with them, 

thc·monotony caused by Murari's Anargha-raghava containing five 

hundred and forty stanzas in seven acts with prominent defects is 

far greater and as such it can never claim the highest appreciation of 
readers. 

Bala-ramayat;ia 

The whole story of the Ramayar;a up to Rama's coronation has 

been loosely dramatised in ten acts in the Bala-ramayat,:ia by 

Rajasekhara whose wdting amply bears the marks of a decadent 

period. In a long prologue containing twenty verses, he gives an 

account of himself and his erudition, 1 A close analysis of the whole 

play containing about seven hundred and eighty stanzas will reveal 

that his treatment oE the epic theme, despite some innovations shown 

on the lines of Bhavabhuti, lacks dramatic vigour. The progress of 

the story is often interrupted by bis strong zeal to compose descriptive 

and sentimental verses. The dimension of his drama and the 

feeble handling oE the plot are in themselves discouraging. 

The first act opens with a conversation between Suna~sepa and 
a Raksasa disguis d • · l h . • ' e as an ascetic, who mforms us t 1at t e person 
havmg the a~ility to break Siva's bow will get Sita as wife. On 
account of his passionat l f 5- - R- M" 1 ·1-e ove or 1ta avana comes to 1t 11 a to 
fulfil the condition of • Tl .' · d: d • E R-marriage. us mis 1recte passion o avana 
has been made the real cause of conflict between him and Rama, ai~d 

this departure reveals the author's imitation of Bhavabhiiti. The 

1 Maharagra-cu4amat:ier akala-j aladasya caturtho daurdukil:i Silavati­
siinur upiidhyaya-sri-rajasekhara ity aparyaptarp bahµmanena. 
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dramatist has failed to draw an impressive picture of Rava1~a as rival 

to Rama. His passionate longing for Sita has been unnecessarily 

elaborated upon in the second act, and Parasurama frankly refuses 

to help this licentious fellow. The interlude of the third act narrates 

Rama's bravery in warding off demons and also Raval).a's disappoint­

ment for not getting Sita as his wife through the conversation 

between two birds Citrasikhal).9a and Suvega. Act III proper shows 

the staging of the drama •Sita svaya1:ivara1:za' in Raval).a's palace and 

this device of an inset play is again borrowed from Bhavabhuti. 
Bhavabhuti's influence is again reflected in the author's conception 

of Malyavat' s conspiracy, but here he effects the banishment of Rama 

with the help of Manthara and demons disguised as Kaikeyi and 

Dasaratha. The fourth act recounts Rama's encounter with 

Parasurama, and the following act shows the poet's novelty in devi­

sing entertainment for Raval).a by means of puppets dressed up as 

Sita with speaking parrots inside. While dealing with Malyavat's 

diplomacy, the dramatist uses again this device of showing the 

severed head of a speaking puppet resembling the face of Sica to 

strike terror into the hearts of enemies. Rajasekhara unsuccessfully 

imitates Kalidasa in describing Rama's pangs of separation, and 
in his ardent appeal to all creatures to give him the information of 
his beloved. Rava9a's death occurs in act IX and the poet narrates 

the aerial journey of Rama and his party in about one hundred 

verses in the last act like Murari. Rajasekhara' s excessive attention 

to description and composition of long verses specially in Sragdhara 

and Sardula-vikri9ita metres has done a great hann to his play. For 

want of dramatic action his work bears no dramatic charm, and as 

such it has not won the approbation of readers. 

Jl1ahanataka or Hanuman•nataka . . 
The Mahanataka, also known as Hanuman-nataka, is to be called 

a drama for its having the word nataka attached to ic; but really 

speaking it reveals very few characteristics of a drama. This huge 

work gives a full picture of almost the entire story of the Ramaya1Ja 

practically in verses, most of which are freely plagiarised from the 
existing works on the same epic story. Two chief recensions of the 
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work are found. The West Indian recension compiled by Damocbra 

Misra in fourteen acts is known as Hanuman-nafaka; and the East 

Indian redacted by Madhusiidana Misra in ten acts is styled 111.aha­

nataka. The work exhibits most oE the irregular features and 
peculiarities oE the decadent period oE Sanskrit drama and its 

authorship is yet undetermined. Both the recensions however make a 

bold attempt to attribute the authorship to the mythical Hanumat, the 

faithful follower oE Rama. In the Prarocana verse of the Malia­

na~aka of Madhusudana Misra it is stated-"Valmzker upadesata~ 

suayam aho vakta Hanuman kap,f '. At the end of every act oE 

the same recension the authorship oE legendary Hanumat is confirmed 

by such lines as "efa srila-Hanumata viracite sriman Mahanatake". 

There is some speculation regarding the priority oE Damodara Misra's 

recension. Most prc.bably there existed an essential nucleus centering 

which t~e~e two huge recensions developed by the addition oE verses 

from existing works on the Ramayarza. The earlier recension might 

have come into existence during the reign oE Bhoja oE Ohara, with 

':hose name is associated the recovery oE this anonymous composi­
tion by learned commentators. 

The first act of Madhusiidana Misra's recension co\lers the epic 
story up to the marriage 0 £ Rama with Sita with the only innovation 
marked by th S k l • 1 . . e presence of Ravat].a's messenger au~ a a 1n t 1e court 
of M1th1la to communicate his lord's message to Janaka. Parasurama's 
encounter with R- • . . , · l f aina terminatmg m Rama s v1ctory over t 1e armer 
forms the sub1• t · 1 d · l . . ec -rnatter ot the second act, wluch cone u es wit 1 a 
descnption oE • l . . 
b h . . con1uga happiness of Rama and Sica. This 1s followed 

Y t eir tragic se • . Tl l 
E . paration m forest-life in the next act. 1e usua 

course o epic stor • - - . . 
awa b R- . Y ts narrated in the following acts. Sita 1s carried 

Y Y avana 1n s • f · - • l h" d a d R- , • ptte o the mterference oE Jatayu m t 1e t 1r act, 
n arna s heart.re d. • . . . . 

minat . . n 111g lamentation for his dear wife, and md1scr1-
e questioning to . . l"k £ 

11 h anunate and inanimate objects a 1 e or her ews cover t e fourth . . . _ 
H , d act ending with Rama's Eriendslup with Suguva. anumat s a venturous . . . . _ 
t • f b •d llleet1ng with Sita burnmg of Lanka, cons-ruction o a rt ge over th • . . 
• h f II • e ocean are narrated m an ordmary manner m t e o owrng two acts I 
f R- • 11 act VII Angada comes to the court 

o ava9a as a messenger, hut the lord oE the demons turns a deaE 
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eat to bis warnings. Mandodar'i too advises him to give up Sita, 

but he tries instead to frighten the captive lady by showing her the 

severed head of Rama. 1n act IX occurs the death of Ravana after 

fierce battle of Laii.ka ; and here takes place Sita's ordeal oE fire also, 

out of which she comes out unhurt and her chastity is confirmed by 

the gods. The last act describes Sita's banishment during her preg­

nancy in the vicinity of Valmiki's hermitage and passing away of 

Rama and Lak~ma9a. 
The author of the work shows no intention of adhering to the 

rules of a drama. Stage directions so prominent in a dramatic 

composition arc wanting here. No appropriate dialogue is found ; 

the mode of conversation in verse is not attractive at all. The 

work is concerned with a panoramic description of epic events without 

dramatic motive or action. The author would have attained greater 

success, had he attempted to put the whole matter in the form of a 

kavya. Of course this, being a composition of the decadent period, 

betokens the general features of an irregular drama. Taking into 

consideration the popular taste of the period, the author shows 

preference to narration and recitation in this semi-dramatic composi­
tion. The importance of dialogue and action so necessary in a drama 
has been ignored. Prose passages which we find in some acts are 
totally negligible in comparison with stanzas. At places prose por. 

tions more difficult than those of Bhavabhiiti from the point of 
intelligibility hamper frequently the progress of the story. In the 

fourth act while describing the lamentation of Rama, the author 

writes a prose passage consisting of thirty three lines at a stretch 

where long compounds, some covering nine lines, some ten lines, 

are used. Such portions remind us of Ba9a's Kadambar, and 

Harfa-carha. The author has unsuccessfully tried to imitate Bbava­
bhiiti's style. His alliterative verses lack the forceful construction 
of Bhavabhuti, in whose alliteration sound and sense go hand in hand. 

The author has unhesitatingly borrowed verses verbatim from Bhava• 
bhiiti. For instance, cu,fa-cumbita-kankapatram1- and iyatf1 gehe 

Lakfmir2 are taken from the Uttara-rama-carita: -

I MN .. II. 3 ; URC .• lY. 20, 

2 MN., IV. 28 ; URC., I. 39. 
22 
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Ciiga-cumbita-kankapatram abhitas tiii:iI-dvayarp pp~hato . 

Bhasma-snigdha-pavitra-lafichanam uro dhatte tvaca111 rauravim /. 

Maufijya mekhalaya niyantritam adhovasas ca mafiji~~hikam 

Pai:iau karmukam ak~a-siitra-valaya111 da-99a111 para111 paippalam'f / 

•On both sides oE his back ara two quivers of arrows, the feathers 

oE the Kanka birds at the ends oE which are touched by the tuf:: 

oE his hair, his breast has holy and lovely marks of ashes, he lus put 

on the hide of the Ruru deer, his lower garment dyed with Mafijigha 

is tied by a girdle made of Murba grass, he has in his hand a bow, 

a rosary of beads and a staff of the Pippala tree.' 

Iya111 gehe Lak~mir iyam amfta-varttir nayanayor 

Asav asyal]. sparso vapu~i vahulas candana-rasalJ/ 

Aya111 ka9~he balm}:t sisira-ma.sf-90 mauktika-saralJ 

Kim asya na preyo yadi param asahyas cu virahal:i/ / 

•She is the very goddess of wealth in my house, she is like a 

brush of nectar to my eyes, her touch is like a thick sandal paste co 

my body, this hand of hers on my neck is like a cool and even string 

of pearls. Everything belonging co her is highly dear to me, buc 
separation from her is intolerable.' 

Prasanna-raghava 

. Th_e traditional narrative of the Ramaya7Ja is adopted for drJmati­

sation i~ seven acts in the Prasanna-raghava by Jayadeva, the son 

oE Sumitra and Mahadcva of Kaundinya p·otra. The author is to be 

distinguished from other Jayadeva~ • well 0 known in literary history by 
the personal ace • • . . 

• ount given 1n the prologue.1 Tlus Jayadeva 1s cer-
tamly the auchor f k 

b O a wor on rhetoric known as Candraloka; and most pro ably he . . . 
acquired the tnle oE Piyii~avar~a for l11s sweet and 

I Kavindrah kaund·, l 
_. _·. • • 1 iya} sa eva Jayadevah srJ.vanayor/1 Athas1J attthyam I • "h • • 

• na ttm 1 a Mahadeva-tanayab/ / 
Laksmanasyeva yasy- S . • · 

_ • • asya unutra-kuk~i-janmana9 / 
Ramacaudra-padambh • bl • 

0 1e 1ra111aJ bhrnga.yate mana9/ /, 

PRG., I. 14-15. 
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fluent style.1 Some information regarding his personal history can be 

gathered from the book, but no definite conclusion about his date can 

be ascertained either by internal or external evidence. 

The dramatist's attempt to introduce innovations in his work has 

not met with appreciable success, as the literary effect of the whole 

play is marred by his weak dramatic technique and workmanship. 

Artistic effect always centres round dramatic action. Changes are, 

therefore, brought in generally not only for creating a novel 

atmosphere, but also for maintaining unity of action and proper 

characterisation. A general analysis of the play act by act will 

reveal distinctly the deficiencies of the composition. In the first act 

aEter an unusually long prologue Dalbhyayana, the disciple oE Yajfia­

valkya, informs the audience of the earnest desire of king Janaka to 

offer his daughter to a worthy man, but his speech punctuated by the 

conversation of the bees which he pretends to hear is rather clumsy, 

and betrays a lack of dramatic sense. Then a long and boring descrip­

tion of kings present in the svaya'?"vara ceremony oE Sita betrays the 

dramatist's tendency to imitate Kalidasa and Srihar~a; but mere 

imitation of Kalidasa without his characteristic sense of proportion 
and appropriately charming phrases demonstrates his feeble handling 
oE a situation. The presence oE Bai:ia demon in the svaya,rivara 
ceremony exhibits a deviation from the original. Such innovation is 

generally introduced for dramatic effect, but here we see that Bai:ia 

demon is brought on the stage only as an arrogant rival to Ravai:i,a. 

Incidents of the second act are put in a new setting which bears the 

distinct mark of Kalidasa's influence. Like Du~yanta and Sakuntala, 

the dramatist allows Rama and Sita to meet each other before their 

marriage in the temple of Ca~9ika, in consequence of which they 

pick up close intimacy within a shore time. The author has 

utilised this scene for showing his capacity of delineating the senti­

ment oE love; as it has no direct bearing on the incidents 

narrated in the succeeding act. In the A bhijnana-sakuntala the 
masterly description of the first meeting of the hero and the heroine 

t Candralokam ayarp. svayarp. vitanute Piyu~avar~al_i krtil 

Canddiloka, I. 2, 
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keeps up the smooth flow of the narrative in the next act, but here no 
such attempt is made by the dramatist. The third act give; a simple 
account of Sita's marriage with Rama after the breaking of Siva's bow 
without any departure from the original. In the fourth act the stage 
is set for the unavoidable conflict between Rama and Parasurama, and 
the latter after an exchange of hot words finds no other alternative but 

to recognise the supremacy of his rival. In the fifch act a major 
portion of the narrative is reproduced in a charming manner. The 

five river goddesses assemble in one place with the ocean and 

discuss with deep interest the vicissitudes of Rama's fortune. The 
spectators are informed of the sojourn of Rama, his encounter with 
the Rak~asas, abduction oE Sita and Sugri\'a's accession to the throne of 
Ki~kindhya from their conversation. The dramatist's novel method 

of presentation in this portion is remarkable indeed, buc the whoie 

effect has lost its point by a mere narration of past events by 
different personages. Rama's intensity of grief at the loss of Sita 

in the following act is touchingly expressed by his strong appeal to 
inanimate objects, birds, animals to give him the news of Sita; and 

that poignant a6ony of separation subsides to a certain extent when, 
by a Vidyadhara adept in magic, he is shown the events of La11ka 

including Sita' s ordeal of fire which proves her chastity and loyalty 
to Rama. Moreover, the conversion of burning coal into pearls 
is the poet's novel idea to produce direct proof of Sica's chastity. 

The last act gives an account of Ravai:ia's death and the aerial journey 

of Rama and party. In the end several verses describing evening, 
darkness, moonrise, moonlight, morning, sunrise etc. unnecessarily 
extend the composition without serving any dramatic purpose, and 
as such they reveal distinctly the poet's lack of sense of proportion. 

. The dra~natist' s attention to language to describe properly 
different . feelmgs is to be appreciated. Soft and soothing expressions 
are used m case oE delineation ol the sentiment of love, and again 

sharp lengthy phrases are profusely applied for describing the anger 

~f Pa~asurama or heroic sentiment. Similar sense of appropriateness 
m ~ofnt of language is noticeable also in the depiction of the 
sentiment of pathos. 
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Dutangada 

The Dutangada oE Subhata narrates in four scenes the embassy 

oE Angada. From the prologue1 we come to know that the play was 
produced at the court oE Tribhuvanapala, who seems to be the 

Caulukya prince oE that name who ruled at Anhilvad at about 1242-

43 A.D. The play was acted during the Spring festival arranged 

to commemorate the restoration of the Siva temple oE Devapattana in 
Kathiawad by the deceased king Kumarapala. In the prologue the 

Dutangada is mentioned as a Chiyi-nataka, but really speaking, no 

special characteristics oE shadow-play are found in this composition. 

The Chaya-nataka in the sense oE shadow-play was not known to 

Sanskrit Theorists, and as such its existence in olden days is 
exceedingly doubtful. Verses from known and unknown Rama­
dramas have been inserted into this book; 9 for this reason it may be 

said that the technical term Chaya-nataka has been used in the sense 
oE adaptation or borrowing (chaya). 

Rama in the first scene encourages Angada to go to Lanka for 

demanding the restoration oE Sita; and A11gada expresses his willing­
ness to do it in boastful language. RavaJ].a in the second scene does 
not pay heed to the salutary advices of Vibhi~al}a, Mandodari and 
Malyavat, all oE whom try their best to dissuade him for incurring the 
displeasure of Rama. In the third scene Rava9a tries to deceive 
Angada by showing the love oE Maya Sica for the lord of the demons; 

but his efforts are not crowned with success, as Angada detects his 

duplicity and angrily leaves the stage with threats. The last scene 
aives us information regarding the death of Ravana and Rama's 
0 • 

victory by means of conversation between the Gandharvas. 

! Y ad ad ya vasantotsave deva-sri-kumiirapiila-devasya ya triiyaxp. pad a• 

vaky:a-prama.r;ia-piirangatena mahiik.avinii sri-subha~ena vinirmitaxp. Dutiingadarµ 
niima chiiyii-ni~akam abhinetavyam, 

2 Yerses from Bhavabhuti, Riijasekhara and Hitopadesa are found in this 
work. The dramatist himself has admitted at the end of his work that he has 
borrowed verses freely from other compositions. 

Svanirmitarµ kiiicana gadya-padya-bandhaxp. kiyat priiktana-sat• 
kavindrailJ/ 

Proktarµ g~hitvii praviracyate sma rasii4hyam etat Subha~ena nii~yam/ /. 
DAN., I. 56. 
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Tbe theme is well chosen and dramatised within a short compass 

with some touch of originality. Ravar:ia's motive of deluding Ai'igada 

by bringing Maya Sita on the stage and showing her love for the 

lord oE Lanka is the only innovation oE the poet in this play. The 

want oE dramatic action and proneness to narration-the prominent 

defects oE the dramas oE an irregular type are also noticeable in this 

play. Its utility for dramatic performance on the occasion of a 

festival is to be recognised, but in spite oE its self-description as a 

Chaya-na~aka, we cannot regard it as a shadow-play. 

U nmatta-raghava 

Both Virupak~adeva and Bhaskara have written one-act plays 

under the same title U nmatta-raghava; but their dramatic subject­

mattet differs widely. Viri:ipak~adeva's plot has a close connection 

with the epic story, but Bhaskara has created completely a new 

situation to describe Rama's madness caused by Sita's disappearance. 

Bhaskara's play,1 known as Prekfa,:zaka,i opens with a conversation 

between Sita and lvladhukarika who are engaged in plucking flowers. 

As Sita proceeds a few steps forward, she is turned iuto a gazelle 

through the curse o( Durvasas. Coming to know of her disappearance 

from Madhukarika after his arrival in the cottage with the golden deer, 

Rama turns mad in intense grief. Then commences the heart-rending 

lamentation oE Rama for his beloved wife for whom he makes a frantic 
' 

search in the whole forest. Rama's grief subsides with the entrance 

oE Agastya who di~doses the cause of Sita's disappearance. Durvasas 

practised hard penance in a part of the forest which always wears 

charming ap~earance for the luxuriant growth oE flowers. Any 

w~man entenng that part is turned into a gazelle. Seeing Sita's 

miserable plight in the form oE a gazelle, Agastya is moved with p1ty 
and makes her Eree from the curse. The appearance of Sita 

1 It is mentioned in the p l h • to ogue t at the play was written to entertam a 
group oE scholars who assembled to pay v·d - Tl1e dis-. . . respect to I yarai;iya. 
tmgmshed scholar V1Jyarai;iya flourished in the 14th century, so on this basis 
Bbaskara's date may be determined. 

2 Unmatta-raghavarµ nama yat Prek~ai:iakam uktavan/, UR (B)., 1. 2}. 
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exceedingly delights every body and the play closes with a happy 
union of the couple. 

The dramatist has chosen a new situation, but the mode of 

presentation 1s not highly impressive. The influence of Kalidasa's 

Vikramoruasiya is distinct in Sic~i's transformation into a gazelle and 

Rama's search and madJened soliloquies. No dignity and magni­

ficence of diction are found either in his prose passages or verses. 

His effort to maintain the short extent of one-act play is com­
mendable, and this is possible for him as he is not carried away 

by a tendency to write ornate prose and embellished verses. 

U nmatta-riighaua 

The Unmatta-raghaua of Viriipakpdeva is a one-act play known as 

Prek,ta,:,,aka. Some lines in the prologue1 throw a Hood of light on 
the identity of the dramatist. He is the grandson of king Bukka and 

son of Harihara. He is said to have been the ruler of Kar.c:ia~a. Cola 

and Paf}9ya countries and his victory-pillar was constructed even in 

Ceylon.2 

The play proper opens with a description of the golden deer which 
Sita wants to have at any cost. Rama, urged by Sita's ardent desire, 
follows hastily the running deer and Lak~maf}a too leaves Sita to com­
ply wich her request for helping Rama. On their return they find the 
cottage empty; and Rama thinking of Sita' s calamity bursts into 

tears and starts lamenting aloud. Rama in his miserable condition 

turns mad; and as he moves about, he asks every object he passes by 

about his beloved. tviango tree, Asoka, Navamalikt"t, C:ampaka, 
Vakula, cuckoo, parrot, deer, elephant etc, arc earnestly implored by 

Rarna trying to elicit information from them regarding the where­

abouts of Sita. Sometimes he regains his normal sense and seeks some 

1 Pautro Bukka-narendrasya dauhitro Rama-bhiipatelJ / 

Vidyate hi Yiriipak~o raja HariharatmajalJ/ / UR (V),, I. 3. 

King Bukka and Harih~ra reigned_ at_Vijayanagara in the 14th century a1-1d 
Viiupakpdeva ruled there 111 the begmmng of the .I 5th century. 

2 T asya rajfial} Kar9ap-:r U!].~lira-Co!a-Par:i9ya-ma1:u;laladhipatcl.1 Si1phala­
dvipa-vi11yasta-vijaya-stambhasya £09a~a-ruahadana-dik~itasya sakala-kala• 
vilasini-svayaip.vara-patel]. krtim unmatta-raghava~p nama prek~a1_1aka1p prayo­

gato dars.iy_cti. UR (V)., Pra5tava11a, 
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explanation for this mishap by connecting Sita's loss with some stn 

committed by him in previous birth through these lines: 1 

RacitaQ sukhantarayal) kasya kada va maya na vijfiatam/ 

Tasyaivayal!l hi vipakal) katha1p hi bhiiyas tam eva lrnn iy:1/ / 

•I cannot remember whether I ever hindered the happiness of any­

body ; this calamity is indeed due to such misbehaviour. How can I 

repeated I y do good to that person~• 

At the end of the play, the author adopts a new device for alter­

ing the story of the Ramaya,;za slightly and thereby adheres to the laws 

of dramaturgy. The loss of Sita makes Rama furious, and in his utter 

distress, a voice from behind encourages him saying that Lak~mal)a 

has gathered correct information regarding Sita's captivity from Ja~ayu, 

and after extirpating the Rak~asas and their lord he will soon arrive 

with Sita. Then the whole story of conAict with Ravar:ia is put into 

a single verse : ~ 

Valiny unmiilite drak pramudita-manasal) Surya-putrasya sahyad 

Baddhe setau kapindrair lavar:ia-jalanidhil!l Lak~mal)O la1ighayitvaf. 

Hatva Paulascyam ajau saha rajanicarail) sendrajit-KumbhakartJam 

Devim adaya bhiiyas tava savidham asav agataQ pu~pakena/ / 

•Lak~maJ.].a seated on the Pu~paka chariot bas again come to you 

with the·queen, crossing the ocean with chiefs of monkeys by the 

bridge constructed with the help of the jubilant son of the sun-god 

after the destruction of Valin, and killing in the battle Ravai)a, 
Indrajit, Kumbhakarip and other Rak~asas.' 

Rama's cr~ditable achievement with regard to the destruction of 

Rava1Ja and hts followers is thus overlooked. The play closes with 
the arrival oE Lak~ma9a with Sita and other followers; and thus the 

happy union of the hero and the heroine takes place. The reference 
to their divinity at th d f l · · · f 

e en o t 1e play 1s an obvious sign o spontane-
ous flow of deepest veneration for them from the heart of the poet.~ 

1 UR (V)., l. 75• Ib"d I 8 
2 1 •• • 9. 

3 Catvarah sahaja man - , k-h • u~ya-vapu~a yiiyam Harcrarpsa a. 
Siteyam kamala vanauk • , ." - k h·/ _ _ • . _, asa 1me sarve p1 nakau asa. , 
Y a~al; ,sa_m~_rati t~s- catu~dasa samal;i. Saketam etya tvaya 
Bhuyo P1 tu-yugavirodl11-carite11aradhaniyalJ prajal]'/ /. JJR(Y), 1 • 95. 
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A perusal of the book makes it obvious that while dealing with the 
subject-matter, the poet has all along borne in mind the title of the 

work. To achieve his end, he has composed about one hundred verses 

which are no doubt impressive from the point of view _of sweet diction 

and clear sense. The major point of deviation, however, will give a 
rude shock to all readers who will not be willing at all to give foll 
credit to Lak~ma.c:ia for the annihilation of the Rak~asa dynasty. The 
theme, of course, does not give the writer any scope to exhibit his 

distinctive dramatic genius. Nevertheless as the poet has no tendency 
towards laboured artificiality regarding expression and phrasing, we 

can look upon it as a work worth-reading. 

Ad bhuta-darpa,:za 

It is a drama in ten acts by Mahadeva, the son oE KH9a Suri of 
the Kau99inya-gotra. The author, who belonged to T anjore, flourished 

towards the middle of the 17th century. The epic story commencing 

from Ati.gada's mission to Rava9a and ending with the coronation of 
Rama has been dramatised in this play. The author has revealed his 
eagerness to reshape the epic story with touches of originality, but a 
critical analysis of the work makes it obvious that his innovations serve 
no useful dramatic purpose; on the contrary they have made some 
portions uninteresting. 

The playwright's intention to create new situations by emphasising 
the magic powers of demons is manifest from the very beginning. In 

the first act, a demon Samvara by name in the guise of the monkey 

Dadhimukha relates to Lak~ma9a the false news of the treachery of 

Angada, who has reacted to the policy of dissension successfully applied 
by Rava9a, as he is assured that he would be given the kingdom of 

Ki~kindhya and thus he would get the chance of avenging the death 
of his father. The same demon in disguise in the second act creates 

confusion by making Rama and Lak~ma9a believe that Sugriva 
has been killed. By his art of magic, he shows the severed head 
of the lord of the monkeys and deludes them. Assuming the form 
of Angada, Samvara again appears to create some complication in 
the third act, but the timely arrival of Sugriva, the false news of 

23 
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whose death has been announced in the preceding act, makes clear 

the whole position to the best satisfaction oE Rama and Lak~ma1Ja. 

Statements of this disguised demon, however, do not impress 

the shrewd Lak~ma1Ja, who suspects some duplicity in his conduct 
from the very beginning. In the fourth act all present express their 

strong desire to punish Samvara severely, but Rama's intervention 

saves him for the time being. The interlude oE the fifth act describes 

Malyavat's concern over the impending battle, and the act proper 

shows an attempt of malicious Surpal}akha to delude Sica by show­

ing her the severed head of Rama. Sica falls into a swoon, but the 

assurances of Trija~a and Sarama help her to regain consciousness. The 
following three acts describe the incidents of Lanka which are visualised 

by Rama and Lak~mai::ia through the magic mirror. The presence of 

false Ravana, false Rama and false Laksmana in these acts makes the . . . 
whole dramatic situation complicated, and the author does not achieve 

any appreciable success by this innovation. The real Rama, real 

Lalqmal}a, real Raval}a too are present there, and they enjoy the 
conversation of their false counterparts and at places make appropriate 

remarks too. The real battle and death of Ravai:ia are narrated in 

act IX by means of conversation between Lanka and Nikumbhila. 

The dramatist in act X wants to relate the last. part of the story in a 

different manner. After the death of Raval}a Surpal)akha, in order to 
avenge the death of her brother, tells Maya that assuming the form of 
Rama, she will not want to accept Sita as she has lived long in the 

palace of RavaQa. In that case, strongly attached as she is to Rama, 
she will enter fire or do something else to end her life. That takes 
place accordingly, but Sita comes out oE fire unhurt. Then real Rama 
enters and gladly accepts her. The alteration in the last act does not 
reveal any dramatic • • • • • • d • b • . motive, it agam exh1b1ts the poet s es1re to nng 
to prommence the magic power of the demon. 

The dramatist's attempt to make an imaginative presentation oE 

the legend does not produce any dramatic interest. From the very 
beginning he ignores the character oE Rama whose mental weakness, 

despondency and bewilderment are magnified through his statements. 

In Lak~ma~a, however, we find an opposite character. His farsighted­
ness, courage, presence of mind draw our admiration. The following 
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verse proves the steadiness of his mind. News of Angada's • treachery 
inspires him to utter.1 

Sarva vanara-vabiniyam athava bhii-caril).alJ pral).ino 
Y ~ vanupravisantu rak~asa-balaf!l lokas trayai). sesvara.1)./ 
Prak ara~~asi la-v igha~~ita•sikha-sirl).a•sph ul ingail). sarair 
Arya.bhrii-racanaf!1 vinaiva nimi~a Lankeyam adipyate/ /, 

•Let the whole army of monkeys, or all creatures oE the earth, or 
three worlds with their lords join the Ra.k~asa army. By me the whole 
La11ka will be burnt without the help of my eldest brother by arrows 
emitting flames, the tips of which will become slender being struck 
against the hard stones oE the wall.' 

I AD .• I, 27. 
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1. CAMPO 

Ramayarza-campu 

The well known Campii-kavya concerned with the story of the 

Ramaya1J,a is the Ramtiya,:ia-campii, which is ascribed to Bhoja of the 

11th century A.D. In the concluding verse of the Yuddha.kar:i9a, 

it is seated that the first five kar:i<;las are composed by Bhoja and the 

sixth kar:i<;la is written by Lak~mal).a Suri,1 son of Ga11gadhara and 

Gangambika. In some manuscripts, however, exists a seventh kar:19a, 

that is, the U ttara-kar:i9a by Venka~araja. 

In this work we find a faithful representation of the epic story 

with no signs of originality. The Bala-kar:i<;la narrates the birth of 

Dasaratha' s sons after the performance of Putre~~i sacrifice, departure 

oE Rama with Visvamitra, Rama's marriage with Sica and defeat 

of Parasurama. The next kar:i<;la covers the tragic death of Dasaratha 

after the departure of Rama from Ayodhya. Herein is distinctly 

exhibited Bharata' s selE-abnegation in ruling the kingdom in the name 

ot Rama. The Arar:iya-kar:i9a is concerned with Sita's capture by 

Ravar:i,a and Rama's piteous lamentation for his beloved. After 

recounting the death of Valin and coronation of Sugriva in the 

Ki~kindhya-kal.).9a, the author passes on to the incident oE Sita' s 

~eeting with Hanumat, whose heroic adventure ultimately results 

m the destruction of the whole city of Lanka in the Sundara-kar:i9a. 

Bhoja' s co_mpos~tion here concludes abruptly, and the rest of the epic 
st0ry dealing with Rama's fight with Ravana the destruction of the 
latter and his dyna t d R- , • ' A dh - • 1 5- - • s Y an ama s return to yo ya wit 1 1ta 15 

related by Lalqmal.).a Suri in the Yuddha-ka99a. 

i Prag Bhojodita•pafi_c~kal).4a-vihitanande prabandhe punal;i / 
Kar:i<;la Lak~mai:ia-suru;ia viracital;i ~anho'pi jiyac ciram·/ / Rem., VI. 1_10. 

The 6th kat)c}a of Lak~mar:ia Si'ui is included in NSP ed. Bombay 1898. 
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The narrative encumbered with difficult prose passages containing 

prolonged sentences runs in a stereotyped manner, in consequence oE 

which we find an uninteresting account of the epic story. At times, 

few verses of elegant beauty provide some relief to readers: ! 

K al ya~a-vada-sukhitam. sahasaiva kantam 

Kantara-cara-kathaya kalu~icakaraL 

Ambhoda-nada-muditaq1 vipine mayiirim 

Santrasayann iva dhanur dhvanina pulinda~/ /, 

•Rama disheartened his wife who was happy to hear the auspicious 
news of coronation, by disclosing to her the news of imminent 

departure to the forest, just as a hunter frightens a peahen delighted at 

the thundering of clouds by the twang of his bow in the forest.' 

In describing the sage Agastya, the author uses a charming 
simile2 : 

Prabham ivatkim tamasam nihantrim . . . 
Brahrniip dadhanaip niyamena lak~mim / 

T aponidhiip saurya-nidhi~ prasannal:i 
Sva-nama saipkirtya nanarna Rama}:i/ / 

•Rama, pleased and valorous, uttered his name and bowed down 
to that great sage, who acquired by regular penance spiritual power 
which removed darkness (ignorance) like the rays of the sun. 

2. SLE~A-KAVYA 

Rama-carita1 

Of Sle~a-kavyas written_ on the story of the RamayatJa, the Rama· 
carita of Sandhyakara-nandm deserves special mention. The author 

discloses his identity a~d p~aises highly his own work in a supplement 
called Kavi-prasasti wluc~ 1s attached at the end of the poem. He is 

the son of Prajapati-nandm and grandson of Pinaka-nandin of Pundra­

vardhana in North Bengal. He narrates the story of the Ramiy:u;ia 
along with the historical incidents of the reign of Ramapala with words 

I RCM., II. 31. 
2 Ibid., UI. p. 
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conveying double meanings. He finished the work during the reign 

of Madanapala, the son of Ramapala, in the eleventh century. His 

father was a minister of Ramapala, and as such the author must have 

derived first hand knowledge of the events occurring in the reign of 

Ramapala from his father. 

The author has completed his theme within a short compass of 

four chapters consisting of two hundred twenty verses com posed in 

'Arya metre. The poet's constant effort to apply punning words has 

considerably checked the spontaneous flow of the narrative. The 

major portion of the Ramaytt1:za story including the birth of Dasaratha's 

sons, destruction of demons in the hermitage of Visvamitra, departure 

oE Rama for the forest, Sita's abduction and the burning of La11.ka by 

Hanumat has been hurriedly covered in the first chapter. The main 

events of the epic story can be picked up with difficulty on account of 

the unintelligibility of his verses. The second chapter gives an account 

of the construction of the bridge, Suvela mountain and the death of 

Ravaq.a. The description of Suvela mountain, though insignificant, 

occupies a major portion of the chapter and the poet has to do it 

deliberately, as it facilitates the narration of some historical incidents 

of Ramapala's reign. The thid chapter extols Sic:i's virtues and 

narrates Rama's return to Ayodhya with Sita, Sugriva, Vibhi~aq.a and 

Angada. The concluding chapter relates Sita's exile in the forest 

and the passing away of Rama and his brothers after Kusa was made 

the king •. Strictly speaking, the epic story has been br~efly gone 

through 111 the first two chapters and only a small portion 1s covered 

by the last two chapters. A perusal of the whole book reveals that 
the author has only touched upon the main outlines of the epic story; 
and so far • f . . . 
l : as narration o 111c1dents is concerned, no proportion in 

c lapters 1 • • d 
l b . s ma1nta111e • Of course the author's artificial effort and 
a orious seard f d bl l • 1 · 

d f 1 or ou e entendre are the main causes of t lls g ar10g 
e ect. Anotl • b b ' l . 1er point to c: orne in mind is that t 1e author's 

prunary purpo • l l . 
R- - se is to re ate t 1e historical events of the reign of 

amapala • and t h. l • · d . , o ac ieve t lls purpose, he does not nun any flaw 
With regard to the epic stor Th • l 1· · · . Y· e unportance of the wor { ies in its 
na~rat1on . of _contemp~rary ~1istorical incidents, but from the literary 
pornt of view its value 1s negligible. 
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The poet's boastful remarks in the Kavi-prast2sti1 demonstrate high 

self-confidence in his poetic abilities. It is not possible even for a 

scholar to appreciate his writing without the help of a commentary. 

He calls him.self Kalikala Valmiki, 2 but when we take into account 

Valmiki's simple diction and lucid style, we do not feel inclined to 

approve this tide of Sandhyakara-nandin. Such laboured embellish-
1nent and str~ined expressions brought in by astonishing feats of 
verbal jugglery have made his work unimpressive to readers. The 
followino- verses and their translations will reveal the laborious nature 

0 

of his efforts: 3&~ 

Anvaya-bhavanarp. sahasamanta-vrajam abhyupeta-sal1ayyam/ 

Anumene sa 1nahado ravi-tanayarp mitra-bliavam apannam/ / 

•He (Rama), with long arms, supported Sugriva (the son of 
Sun-god) who, being the chief source of strength and having establi­
shed friendship with him, came there with a promise of help.' 

•He (Ramapala), with long arms, recognised the compact circle 

of feudatory chiefs, which was a source of the supply of his forces, the 
policy of which was kept secret, and which having formed an alliance 
with hin1 offered hi1n assistance.• 

Krcchre9a ratna-garbharµ siinus ta.syajiiayasu caruryat/ 
Janakabhuva1p sa sumantrasrita-.sauta-vidhis tato vanar; ninye/ f 

•At his command his brother, with great difficulty, promptly 
and cleverly took the jewel-wombed daughter of J,tnaka to the forest 
with Sumantra as charioteer.' 

•His son, clinging to wise counsel and filial duty ai d · 
1 acting 

under his orders, cleverly and promptly brought the native land 
full of precious things under his protection with great difficulty.' 

_1 Kavya-k_ala-k~1la nil~yo gu1~a:m~;i-rncrur n1ani~i1_1am ifol_1 / 
sima sah1tyav1dam ase~a-bha~a-v1saradal;i sa kavi~1/ / 

2 Avadanarp Raghu-pariv~·c_la-gau9adhipa-rarnadevayor etat/, 
Kali-yuga-ramayai;iam iha kavir api kali-kala-Valmikil:i/ / 

3 RC., i. 44· 
4 /bid., IV. 3. 

RC., KP. 5. 

Ibid .• II. 
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3. DOTA·KAVYA 

The Duta-kavya is one of the important branches of Sanskrit 

literature and epic stories provide theme for several Duta-kavyas. 
The Megha-diita of Kalidasa is a unique production in this direction, 

and not a few poets felt inspired to compose Duta-kavyas of ordinary 

dimension in direct imitation of the Megha-diita. , Many of them do 

not possess the distinctive poetic genius which accounts for an original 

creation, and as such their compositions bear distinct marks oE strong 

imitative urge in this direction, Some oE these works, therefore, 

mostly lacking in quality have after all enhanced the quantitative value 
oE this branch oE Sanskrit literature. Imitative tendency is clearly 
discernible even in the structure oE some works where Mandakranta 

metre has been employed to play its usual role, but instances oE 

poets showing variation by the use oE Sardula-vikri4ita, Sikhari9i, 

MalinI and Vasanta-tilaka metres are- not rare. Animate objects like 

the parrot, peacock, cakravaka, swan, cuckoo, cakora and inanimate 

objects like the Moon, the 1wind, the tulasi plant are chosen as 

messengers to convey assuring messages to desired persons as quickly 
as possible. 

The Harµsa-sandesa of Venka~anatha Vedantacarya, also known as 
Vedanta Desika and the Bhramara-duta-kavya oE Rudra Nyaya-paiica­

nana, being two Diita.kavyas on the Rama story, are fit for discussion 

here. The main story oE the Mahabharata too attracted the attention 
oE writers oE Duta-kavyas and the name of one such Duta-kavya 
deser • Tl • • • • V • ves mention here. 11s 1s the Monodiita 0 £ T ailanga raJanatha 
co'.nposed in 17 58 A.D. In this work Draupadi seeks the help of 
n1111d to d •• . act as a messenger to Kr~t)a in her helpless con ltlon at the 
tune of l • I b D h''· • f • k 1er msu t Y u _sasana in the court. Swiftness o n11nd is 
t:own to all, and the author's wise reliance 011 the ability of mind 

carry the message of Draupadi to Kr~Q.a shows his right selection. 

I-la 1tJSa-sand esa 

The period of Venka~anatha Vedantacarya who composed the 
Harµsa-sandesa can roughly be fived b 68 AD and 1367 
A D . . .... etween I 2 • • . 

• •-a per10d famous 111 the history of the Hindu kingdom oE 
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Vijayanagara. The private life of the poet was marked by simple 

habits, polite dealings and strict observance of religious rites. He 

was repeatedly requested by his friends to approach king Bukka for 

financial assistance during days of dire hardship, but he turned down 

their requests on account of his averseness to royal patronage. He 
lived and died for culture. 

The learned scholar gives clear evidence of his literary genius by the 

composition of the epic poem Yiidavabhyudaya on the life of Srik!"~r:ia. 
The influence of the Kumara-sambhava on this work is distinctly 

traceable. A philosophical drama Sankalpa-suryodaya is the product of 

his Jramatic genius and philosophical erudition, and it belongs to the 

group which includes the valuable dramatic composition Prabodha­

candrodaya. He throws some light on his personal life in this dramatic 

compos1t10n. His intelligence and memorising capacity helped him 

to acquire vast knowledge before the age of twenty. The poet died 

at the age of one hundred eight; his is a long life of ceaseless literary 

activity. Sri Appayya Dik~ita wrote commentaries on many of his 

works and paid unhesitatingly glorious tribute to his literary genius. 

The Harpsa-sandesa of the poet is an erotic lyric of 1 1 o stanzas 
in Mandakranta metre in direct imitation of the Megha-duta. le 
consists of two Asvasas, of which the first contains sixty verses and 
the 5econd fifty. Rama, anxious for Sita's rescue, makes hurried 

arrangement in consultation with Sugriva for marching against Ravar:ia, 

still he cannot avoid some delay in the matter. After returning from 

Lanka Hanumat reports the distressing condition of Sita to him. The 

miserable pli~ht of his beloved makes ~im gloomy. He is extremely 

eager to deliver her as early as possible, but the unavoidable delay 

in this respect may enhance her dejection and endanger her life, so 

beholding a swan on the waters of the T ungabhadra, he sends it to 
Lanka to give her necessary consolation. 

Like the Megha-duta, the first Asvasa gives a pen-picture of the 

path the swan is to cover from the Tungabhadra to Ceylon. During 

the journey, it will pass through mount Malyavat, Sahya hills, mount 

Anjana, Tundira, Kafi.ci, Sriranga:m, the land of the Colas the river , 
Tamrnparr:ii and lastly the lofty peak of Suvela mountain on which 
lies the shining city of Lanka. The description of this long charming 

24 
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path enables the poet to give topographical information along with 

the display of his descriptive power. 
The poet describes the distressing condition of Si:ta in the second 

Asvasa just in the manner of Uttara-megha of the l\1egha-diJta. The 

swan is earnestly requested by Rama to deliver his message for her 

immediate assurance after recognising her from this description. It 

is instructed to come back with a return message of bis beloved. 

The author, versed as he is in different branches of philosophy, 

has introduced Vedantic doctrines in some verses, but this intricate 

discussion does not hamper considerably the literary motive of the 

poet and as such can be set aside for estim::iting the poetic value of 

the work. The composition is not, however, extremely fascinating, 

still there are verses of lofty conception and grace. It mmt be 

frankly admitted that it has a definite worth of its own in the range 

of Diita-kavya literature, and those who want to read it as a kavya will 

have their motive satisfied by proper appreciation of the work. 

Bhramara-duta-kavya 

The Bhramara-duta-kavya of Rudra Nyaya Pancanana of Bengal, 

who flourished in the 17th century, narrates a fictitious incident like 

the Ha,risa-sandesa of Veti.ka~anatba. The Diita-kavya is so named 

because a bee is sent to Sita with Rama's message. The message is 

not a new one-it is the same manifestation of pathos only in a new 

form. On hearing of Sita's miserable condition in the Asoka forest, 

Rama is overpowered with deep grief and seeing a couple of bees 

on a lotus in the lake requests the drone to start with his 

message from Citraku~a to the Asoka forest in Lanka. During its 

journey it will pass through Vindhya mountain, the river Reva, 

Kar9a~a, the Kaveri, Kanci and the ocean. After a vivid description 

of Lanka, Rama sorrowfully states his actual message to the 

drone, who is in turn blessed by Rama with the words that it will 

never be separated from its beloved. The topographical information 

in the Harrisa-sandesa and Bhramara-duta-kavya is almost similar, and 

both the poets adorn their works with descriptive elements. Rich 

imageries, sweet diction, graceful expression, appropriate use of 

figure of speech and the application of Mandakranta metre add to the 
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literary excellence of this composition. The author has written 

numerous books on logic, but the present work shows tbat he is not 

lacking in poetic ability too. His contribution to Sanskrit literature 

oE the 17th century is a matter of great pride to his countrymen. 

4. A WORK WlfH A LEGENDARY THEME 

Ravar.zarjuniya 

Legends of the iHahabharata supply inspiration to many wmers 

for the composition of the Mahakavyas and dramas, but the legends 

in the Rizmayar.za are very few in number and have been rarely utilised 

for a similar purpose. As such writers mostly applied their poetic 

talent to compose kavyas on the entire story of the Ramayar.za. Some 

exception is found in the case of Bha;pbhima (Bhaumaka) who com­

posed the Ravai:zarjuniya on the co11flict between Kartavirya-the 

king of the Haihayas and Ravaq.a. The story was narrated to Rama 

by the great sage Agastya in the Uttara-kaq.ga1 to teach the lesson 

that a boastful man sometimes suffers defeat for his arrogance. Bhana­

bhima' s date and place of birth cannot be properly ascertained. A 

reference to the author is found in the Suvrtta-tilaka of K~emendra 
who calls it a "Sastra-kauya. " 2 

Once Ravaq.a with his attendants comes to the city of Mahi~mati 
to fight with its ruler, At that time Kartavirya surrounded by 

innumerable ladies is sporting in th1.: midst of water. Ravaq.a, a 

staunch devotee of Mahadeva, worships the deity and has several 

garlands set afloat on the water of the Narmada; but the conduct of 

the king Kartavirya who withdraws the:: current of che river causes his 

exasperation. In the fight that ensues, Havaq.a is made captive after 

his discomfiture. Pulastya' s intervention secures his liberation and 

ultimately both the rivals agree to be friendly to each other. 

Imitating Bha;;i, Bha;;abhima has composed this poem in eight 

chapters for illustrating the rules of grammar, This motive that 5tands 

I RAM., VII. 31-3. 
2 ~astra-kavy,uµ caturvarga•prayaiµ sarvopadcsak~t / 

BhaHi-Bhaumaka-kavyadi kavya-sastrarp pr,1cak~ate/ / 

Spvrtta-til.,ka, Ill, 4. 
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uppermost in the minds of such poets from beginning to end never 

permits them to adhere to a high poetic standard. Here like Bhani, 

the sole concern of the poet is to find out appropriate words and 

phrases for explaining grammatical rules. One word, however, can be 

said in favour ol Bha;;abhima. In spite of his main purpose, he has 

not neglected the story element and has tried his best to maintain 

simplicity of language. It is possible for us to understand his verses 

without the help of a commentary. Leaving aside the Vedic siitras, 

the poet has exemplified all the remaining siitras of the A~~adhyay"i. 

The epic legend is very short and he has lengthened it with some 

descriptions. King Kartavirya and his qualities, his sport with ladies 

in the midst of water, his fight with Ravana have been elaborated. 

Verses of elegant beauty are sometimes met with in his work : 1 

Suptotthica9 pravikasan nayanaravinda9 

Kascit sama yuvatayo nalinibhir asan/ 

N idra-n i 111 ii ad-uru netra-saro j a-sob 11a~ 

Kascit prabhata-samaye ca kumudvatinam / / 

•Some young ladies with their expanded lor11s-like eyes bore perfect 

resemblance to the lotuses just after their sleep and some, wich their 

broad eyes having the beauty of lotuses but still closed under the 

influence of sleep, looked like lilies in the morning.' 

The following verse reveals how he shows his efficiency in illustrat­

ing four rules of grammar (Parajer asoq,aq, Vara,:tarthanarn ipsitaq, 

ant~rdhau yenadarsanam icchati, janikartuq, prakrtiq) in a single verse 
1naintaining its poetic charm and appeal : !! 

Rer:iucayat pathi parajayatc sma kascid 

~ntardadhe karivarad aparo' svasadi/ 

Jatarp kapola-pbalakan madavari tasmad 

Bhrngan nyavarayad ibhas cala-kan:ia-tala/ / 

•Some horseman was obstructed by d usts on the way, some dis-
appeared leaving the track to a lofty elephant. The elephant witb 

I RAR., VI. 82. It is an illustration of the rule "Tulyarthair atulopama• 
b hyarp t~·tiyanyatarasyam,'' 

2. / bid., III. I 2. 
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his long moving ears prevented the bees from s1ttmg 011 his broad 

temples where appeared ichor.' 

5. SOME MINOR WORKS 

Besides the works discussed in the preceding chapters, some other 

compositions on the epic story were made by minor writers. 1t may 

be worthwhile to mention some of their names: -

The Ramabhyudaya of Yasovarman, the king of Kanyakubja, IS a 

lost drama probably in six acts. Citations by Anandavardhana and also 

1n anthologies under Yasovarman's name were probably made from. 

this work. The U datta-raghava of Mayuraja is cited in the Dasaru­

paka and the Sahitya-darpa,:za, but we have no definite information 

l"<'garding this drama as it is lost. Both Kuntaka and Abhinavagupta 

refer co three Rama-dramas-Cha/ita-rama, Krtyarava,:za, l\1aya­

pufpaka, whose date and authorship are unknown. The U dara-raghava 

of Sakalyamalla is a poem in sixteen cantos on the entire Rama story, 

but only nine cantos are available. The Ramayamakar,:zava of 

V d1katesa is an instance of Y amaka-kavya and the Ramacandrodaya 

ot tlie same author is an extensive Mahakavya in thirty cantos. Several 

Rama-dramas like the lamadagnya-jaya (V ya yoga), the A bhinava­
raghava of K~i'rasvamin, who was the pupil of Bhattendu-raja, the 
Raghu-vilasa and the Raghavabhyudaya of Ramacandra are mentioned 

i11 the Nafya-darpa,:za, but these works are not available. The lanak'i­

paril'}aya is a drama in six acts by Ramabhadra Dik~ita, son of 

Yajfiarama Dik~ita and pupil of NilakaQtha Dik~ita. The literary 
value of this work is negligible. The whole issue has been here 

complicated by confusing disguises of the Rak~asas appearing as 
Visvamitra, Rama, Lak~maQa and Sita. 

The S1.1apna-dasanana of Bhimata of the 8th century is mentioned 

by Bhoja and Rajasekhara. Bbimata is often identified with Bhima­

the author of the Pratijna-car,,akya, buc chis view is untenable for 

want of reliable proofs. Somadeva in his Katha-sarit-sagara has 

devoted some space co the narration of the Hama story rn the 

Alarp.karavatI Lambaka1 • The meeting of Indra wich Ahalya 

1 KSS., IX. l. 51-112. 
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and their miserable plight due to the indignation of the sage 

Gautama have been recounted there 111 the third chapter1, 

K~emendra of manifold literary accivmes composed a drama 

named Kanaka-janaki cowards the second half of che I I th century 

and the work is cited in his Kavi-kai:z~habharar:ia, Hastimalla, the 

pupil of Govinda Bha~~a, wrote at the end of the 13th century 3 drama 

Maithili-kalyai:za by name in five acts in Southern India. Vamana­

~hana Bal).a is believed co have written a poem Raghuniithabhyudaya 
1n the beginning of che I sch century. The drama A nanda-raghava 

was compoted by Rajacii9amal).i Dil~~ita, the son of Srinivasa Dik~ita 

and Kamak~'i Devi towards the end of the 1 6th century. The Uttara­

campu of Ve1i.ka;adhvari11 oE the 17th century is an incomplete work 

dealing with the story of the Uttara-ramaya't}a, and another poet oE this 

century Vasudeva by name wrote the Rama-kathti. The Rama­

bhyudaya was written by Ramadeva Vyasa. le is a short play of two 

aces dealing with the well known topics-the conquest of La1ika, the 

fi'.-~ ordeal of Sita and Rama's return to Ayodhya. The Raghunatha­
vzlasa, a drama by Govi11da Dik~ira, the Raghava-vilasa by Visvanacha, 
the author of the Sahitya-darpai:za and the Rama epic Raghuvira-carita 
are some other works dealing with the story of the Ramaya9a. 

Dr. AuErecht in his Cataloo-us Cacalogorum 111entio11s a Raghuvzra-
carita at ;:, . -
. . seventeen cantos written by Mallinatha. lt deserves lllent1011 
in this co . c l • R _ nnect1on that Madburava.n1, a court poetess OL ong aghu-
natha 0 £ T • • l • · . an1ore, composed a work Ramayanr.-sara on t lC prtnc1pal 
st0ry of the R- - · • Bh -amaya't}a m tbe 17th centlll")'. The aumi-parii:iaya, 
ad~mab R . 

Y atnakhe;a Dik~1ta, has not been published. 

I KSS., III. Ill. 137-47. 



CONCLUSION 

In the foregoing chapters we have endeavoured to show the dimen­

sion of great epics-the Ramaya'IJ,a and the Mahabharata. The Maha­

bharata had its origin in the legends and traditions of a great historical 

war, whereas the RamayatJa grew out of the recollections of the glori­

ous age of the Kosalas and the Videhas. As a heroic poem the 

superiority of the Mahabharata is undeniable; but as a poem delineating 

the softer emotions of our daily life, the RamayatJ,a makes a stronger 

appeal to the minds of millions in India. The Mahabharata describes 

the political life of ancient India with all its heroic grandeur; high 

aspirations and lofty chivalry of the heroic age find full expression tn 

this epic. The RamayatJa represents mainly the domestic and religious 

life of ancient India; its sincerity and sweetness, its liberality and 

nobility arrest the attention of all readers. A close penetration into the 

ancient life of the Aryans enables us to realise fully why India produced 

and preserved for full two thousand years two epics instead of one national 

epic. Truly speaking, the two together give us an accurate picture of 
ancient Indian life and civilisation, and as such both make a deep 

impression on Indian minds. No work however enriched by imagina­

tive touches can withstand the chance of extinction unless it contains 

in an abundant measure some elements of undecaying truth, unless it 

depicts vividly human feelings and human lite to some extent. It is a 

matter of common know!edge that not only the kernels of the epics 

but also the different episodes, legends, myths, fables and didactic 

stories were known to the intelligentsia o[ the country as well as to 

the common man who had not undergone any discipline in education. 

With rapt attention people have heard the stories of the RamiiyatJa 

and the Mahabharata from their seniors and whenever occasion per­

mits, they are ever ready to pass them on to their juniors to uplift 

their mental and moral outlook. Therefore the unmistakable inRuence 

of these two epics on the formation of character or 011 the advancement 

of knowledge or on Indian social life for centuries is undisputed. The 
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tradition seems co be an almost unbroken one and even the modern 

mind, in spite of its scientific angle of vision, does not and. cannot 

escape from the varied influence of the two epics. The gnomic verses 

and small didactic stories can guide them even in this scientific age 

when the human race faces total extinction due to the discovery of 

fearful weapons. 

The characters of the epics, whether real or fictitious, leave per­

manent impression on the minds of the Indian people and some of 

them are idolised and enshrined in t1heir hearts with intense devotion; 

while others are regarded as the expression of all that is dark, hideous 

and ignoble, and as such fit for rejection. In the Ramiiya'f}a, we find 

a lofty admiration of what is sublime in human character. The intense 

devot_ion of Rama and the loyalty and womanly love of Sita run like 

two threads of gold through the whole fabric of the epic and ennoble 

and purify the work in the eyes of all Hindus. Rama and Sita are 

the ideals of perfection so far as manhood and womanhood are con­

cerned; their fortitude under trials and tribulations, their proneness 

to truth and nobility, their strong sense of duty under all vicissitudes 

of fortune raise before a11 the Hindu ideal of a perfect life. Bharata 

and Lak~ma-9-a too are held in high esteem for their brotherly love and 

stern devotion to duty. In the Mahabhara·ta, each hero has a 111arked 

pers:>nality of his own, clearly distinguishable from those of other 

heroes. The stately and majestic queen Gandhari, the affectionate 

mother Prcha, the sensitive Draupadi cherishing her anger till the 

wrongs done to her are fearfully avenged, the tender-hearted and 

beautiful Subhadra-these are vivid images which reveal the creative 

power_ and richness of fancy of a high order. The noble and truthful 

: udhi~~hira, the valiant Bhima and the ever agile Arjuna are the 
Jewels of ti I d" • Tl . 

. . 1e n tan epic. 1e pictures of haughty and uncon1 pro-
mising Duryodhana and the evil-minded D h'- na are drawn w· I 
due . . u _sasa It 1 

prominence among the wicked sons of the old and blind Kum 

;onarch. Thus while the Indians try to imitate the characters of 
arna, Bbarata, Yudhi~~hira and Gandh- - h are also 5tt • l 

h"b• an, t ey tct y 
pro I Ited to emulate the ideals of Ravana D . dhana and Saku · _ _ . . , myo n1. 

The story of the Ramayan4 1s the ,_, • • of inspiration . . • .. ,a1nsprmg to 
religious reformers, and at the same time it has purified the popular 
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faith oE our modern tin1.es. Rama, a strong votary oE truth and duti­

fulness, is identified with the spirit oE God. He is believed to have 

descended on earth as an incarnation oE Vi~9u, the preserver oE the 

world. The monotheism of Vi~9u was propagated by Ramananda, 

Ramanuja, Kavira, Chaitanya and others; and down to the present day, 

although people in India are found to worship many images in many 

temples with strong devotion, they srill hold fast to the cardinal idea 

oE one God and believe the heroes of the ancient epics-KHI).a and 

Rama to be the incarnations of the God who pervades and rules the 

whole universe. 

Popular appeal oE these two epics lies in another characteristic 

feature which distinguishes them from all other works of later ~anskrit 

literature. It lies in the grand simplicity oE the narrative which is 

in direct contrast with the artificial graces of later Sanskrit poetry. 

The poetry of Ka:lidasa, for example, ranks high in poetic beauty and 

grandeur; almost every verse of his works flashes with similes. The 

poetry of the epics is simple and unpolished. The author hardly 

uses a simile or a figure oE speech unless it comes naturally to him. 
When occasion for comparison arises, he accepts them and notes them 
down; but he shows no eagerness for verbal embellishment. He has 
full confidence in the grand narrative, in the striking incidents and in 
the heroic characters which are impressive enough to hold millions of 
listeners spell-bound. 

A profound knowledge of the epics is ab sol ntely necessary to trace 

their influence on the life and civilisation of the nation, on the 

development of modern languages, literatures and religious reforms. 

Different writers with different outlooks and impressions ransacked 

unhesitatingly this glorious treasure-house of ideas, stories and phrases 

with the inevitable result that their productions differ from one 

another in nature and form as well. The epics have their doors open 

for all. Whoever may penetrate deeply into them will surely come 

out of them delighted and ennobled. To poets, plagiarism is not a 
sin ac all; they feel a strong inclination to plunge deep into such 

valuable treasure to change what is copper into pure gold. It is quite 

natural for them to take stock of the assets of the past as well as 

25 
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their liabilities to the future. A ready consciousness of their debts 

to future generations serves as an incentive to use their poetic talent 

to the highest degree of efficiency. Presentation of old materials 

without appreciable touches of originality and free play of imagina­

tion involves unproductive labour and is, therefore, useless. All 

persons have a natural likeness for newness and variety, so poets 

are naturally inspired to bring in new variation in their literary com­

pos1t10ns. They win approbation only when their works stand the 

test of criticism. The more an author is capable of demonstrating 

fanciful modification for successful handling of the plot, the more his 

production gains literary excellence. In most cases, later writers 

have tried to cast their glance on epic episodes from a new angle. 

They have spared no pains to find out a fresh utility for those 

stories ; they themselves find immense pleasure in their task and at 

the same time have succeeded in distributing it to readers. In some 

cases the new outlook of authors is inHuenced by motive other than 

literary. Of course, the genius of different poets has always sought 

to improve upon or modify the character and situation of the 

original to their respective advantage ; but the fact remains that the 

source from which these poets have selected their themes has a fascina­

tion for generations of students. The popular appeal of the epics 

has been understood by succeeding generation of writers and poets, 

and they thought that it would be to their advantage if they could 
select their subject-matter from the epics. 

Thus we can say without being accused of exaggeration that 

th~ _whole range of classical Sanskrit literature is permeated by the 

spirit of the great epics, When we say this, we must not be mis­

understood, for we are also aware of the fact that there were few 

~ther sources, particularly, the Brhatkatha of Guq.a4hya which also 

!~spired the cre~tive genius of succeeding poets ; but the quantity of 

l'.terature, as reviewed by us, which we think has been fairly exhaus­

tive.' will prove beyond any vestige of doubt that the imagination of 

lnd_,an poets, in general, was stirred up by the poetic beauty and 

variety of character of the two great epics. Not to speak of classical 

Sanskrit literature, all the provincial literatures of India have also 
utilised epic sources to the fullest extent. 



APPENDIX 

It i:s worthy of notice that unabated influence of the two epics is 

found also in some latest compositions of less known writers. Really 

.speaking, the literary value of thos~ works is insignificant, still they 
deserve enumeration here to add substantial weight to the contention 
that so far as the universal appeal of the epics is concerned, time even 
does not appear to be a strong factor to curb their influence. The 
works, which are to be mentioned now, convey clear evidence of 

literary efforts of writers of different provinces in this direction. 

The Pa7Jtjaua-vijaya is a poem in twelve cantos by Hemacandra 
Roy. As its name signifies, it narrates the victory of the Pai:i4avas 
in the battle of Kuruk~etra. Absence of astonishing feats oE verbal 

jugglery and lengthy monotonous descriptions accounts for the brevity 
and intelligibility of this composition. The Tariisandha-vadha is a 

poem in ten cantos by Tari9Isa11kar Vidyaratna. The Bhifma-vijaya is 
a prose composition by Lak~mai:ia Suri in eight ucchvasas. No other 
renowned poet in Sanskrit literature has made an attempt to give a 
pen-picture of the life history of Bhi~ma. The incidents of his life 
have attractive elements of a fine composition and the present author, 
taking into consideration the liternry possibilities of this episode, re­
counts in this work his birth, his memorable vow for which he acquires 
the title Bhi~ma, display of heroism, salutary advices to persons 

standing around his death-bed and ascent to heaven. The simplicity 

of language and methodical treatment of the subject-matter within a 
short compass are commendable. Rama Sastri presents the story of 

king N ala in ten acts in his drama Bhaumi-pari'IJ,aya. The narrative 

has been cleverly handled here with an ingenious display of originali­
ty in every act like the N ala-vilasa of Ramacandra Suri. 

The Dasanana-vadha of Y ogindranatha T arkacu4amat).i is a prose 
composition in ten chapters. The destruction of Ravai:ia being the 
main theme, the author devotes his attention specially to Rav.11;ia's 
haughtiness, his fascination for Sita and the city of Lanka. The author 

shows some novelty in Rava9a's desire for an amicable settlement with 
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Rama. Ramapai:iivada, the well known writer of Kerala, has composed 

several works in Sanskrit, Prakrit and Malayalam. The drama 

SitaraghaV(, and a poem Raghaviya in twenty cantos prove his fondness 

for epic theme. Figures of speech and rules of grammar arc illustrated 

in these works profusely, still his planned motive bas not hampered 

the sweetness of verses and simplicity of language. The Rama-u,jaya is 

a poem dealing with the heroic exploits of Rama and his final victory 

over Ravar:ia in nine cantos by Riipanatha Upadhyaya of l\.1ithila. The 

work contains descriptions of different seasons in sweet language and 

each canto closes with the worJ Sri. The Raghuniitha-vijaya-campu 

consisting of five vilasas is an uninteresting composition by Kr~9akavi. 

The Harrsa-duta is a duta-ka.vya in direct imitation of the l\1egha-diita 

in two parts by Nityananda Sastri:, the first part consisting of sixty 

~ight verses and the second fifty-eight verses. The Parasurama-carita 

is a fine composition by Hemacan<lra Roy in ten cantos. Generally 

works based on the Ramayal).a are concerned with the main story, 

but works on episodes are very rare. This com position serves that 

purpose and seeks to narrate P.,rasurama's birth, his gaining of 

divine weapons, conflict with ,Kartavi:rya .rnd extermination of the 
K~atriyas. 
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Duta-vakya, 36, 48 
Dutangada, 67, 17 3 
Dvaitavana, 25, 27 
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Epic of Growth, xxix, xxx, xxxiii, 
XXXV 
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I 54• I 9 I 

Europe, xxii, xxiv, xxxiv 
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Faerie Queene, xxxiv 
Fire-god, 18, 8 2 

Folk tale, xxiii 
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Gadadhara, 58 

Gada-parvan, 4, 5 
Gaekwad's Oriental Series, 11 5 
Gaganamala, 88 

Gandhamadana, 27, 61, 63 
Gandharva, 19, 88, 91, 95 , 173 
Ganga, xxvii, I 5, 43, 147, I 58 
Garigadhara, 180 

Garigambika, I 80 

Gangavataratp, I 09 

Garbha, 60 

Garga, I 14 

Gaus{a, 142 
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GaucJI-riti, 29, 60 
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Gandhari, 37, 39, 40, 43, 192 
Gandharva, 50, 77 
Gathas, XXV 

Ghal}~apatha, :29* 

Gha~akarpara, 7 2 

Ghat;otkaca, 43, 44, 45 
Ghoragho1p, 106, 108 

Gita, xxxii, 4 

Gladstone, xxv 

Gograha-parvan, 56, s8 
Gomati, 161 

Gopala, 38 
Govinda Bha~~a, 190 

Govinda Dik~ita, x 90 

Greece, xxii, xxxii 

Greeks, xxiv, xxxii 

Gujrat, 69 

Gu9amafijari, 64 

Gu9a9hya, 3 5, I 24, I 94 
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Haihaya, 67, 128, 187 

Haladhara, 65 
Harp.sa-sandesa, 1 84, 18 5, 186 

Hanuman-na~aka, 167, 168 

Hanumat, 61, 62, 64,89,9°, 

9 2 • 1 37• 1 42, 1 43, 1 45• 1 5 1 • 

163, 165, 168, 180, 182, 
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Huadatta Suri, 76, 11 4 

Hara-keli, I 28 
Hara-vijaya, 164 
Hari, demon, 1 20 

Haridas Siddhantavagisa, 84* 
Harihara, 33, 17 5 
Hari-varp.sa, I, 5, 6' 82 

Haqa-catita, xxxviii, 134, 169 

Hastimalla, 190 

Hastinapura, II, 19, 21, 4 1 

Hala, 133, 134 
Haravaqa yuvaraja, r 42 

Hector, xxx, xxxi, xxxii 

Helen, xxxi 

Hellas, xxxiii 

Hemacandra, 51 
Heroic Epic, xxiii 
His{imba, 6, 15, 18, 21, 2:t 

His{imba, 21, 45 
Himalaya, I 21 

Himalayas, 29,54, 117,118 
History of Indian Literature, 94 
Hitopade.sa, 127, 128, 173* 
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Homer, xxii, xxiv, xxv, xxx11, 
XXXlll 

Hopkins, 93 
Horace, xxxiv 
Hrasvavalrn, 126 

I 
Ihamrga, 53 
Ik~vaku, 149 
Ila, 83 
Iliad, xxii, xxiv, xxviii, xxxi, 

XXXlll 

lndia,xxii,xxx 135,191,193, 
1 94 

Indra, 15, 26, 3 1 , 42 • 43, 54, 
59,64, 67, 85, 1101 III, 

117, 120, 121, 122, 127, 

152, 156, 189 
Indra, king, 1 12 

lndrajit, 92, 143, 144, 152, 176 
lndrakila, 26, 28 

lndraprastha, 32, 72 
Indra-vftra myth, xxvi 
lndumati, 65, 72, 13 2 

Iphigenia, xxxv 
Italian tales, xv 
Italy, xxxiv 
ltihasa, xxiii, XXV, 24 

J 
Jacobi, 93 
Jaina, 99 
Jaina writer, 5, 8 
Jamuna, 32 
Janaka, 91, 140, 152, 156, 159, 

168, 183 
Janasthana, 158 
Janikartul:i prakrti, 188 
Jarasandha, 3, 7, 9, 15, 30, 46 

27 

Ja;ayu, 140, 155, 163, 168, 176 
Jatu-grha-d:iha, 6, 15• 18 
Jayachandra, 97 
Jayadeva, 58, 170 
Jayadratha, 9, 15, 2 I, 43, 90 

Jayantapuri, 20 

Jayasankara, I 14 

Jamadagnya-jaya, 189 
Jambuvat, 135, 143 
Janaki, 140 
Janaki-harar:ia, 138, I 39, 14° 
Janaki-parir:iaya, 7 2, 146 
Jatakas, I 26 
Jatukarr:ii, 1 53 
Jerusalem Liberated, xxxiv 
Jina, 8 
Jinadatta Siiri, 8, 8• 
Jivala, I08 
Jivavivudha, I I 5 
Juno, xxxiii 
Jupiter, xxxiii 

K 

Kadamba Kamadeva, 2o 

Kahlar:ia or Kalhar:ia, 153 
Kaikasi, 90 
Kaikeyi, 90, 91, 148, 149, 1 5o, 

155, 167 

Kalaha.rpsa, I 06, I 08 
Kali, 98, 101, 104, 107, io8, 

I I I I I 26 
Kali-kala Valmiki, 18 3 

Kaliyuga, 55 
Kalyal).aka, 64 _ 6 
Kalyar:ia-saugandluka, 63, 4 
Kamalak~a, 120 
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Karµsa, 38 
Kanaka-janaki, 1 90 
Kat}.va, 77, 78, 79, 81 
Kapifijala, 1 o 3 
Karko;aka, 98, 102, 104, 107 
Karq.a, xxxi, 3, 6, 9, 12, I 3, 15, 

16, 41, 42, 43, 48, 70, 71, 120 
Karq.a-bhara, 36, 41, 49 
Kart].a-parvan, 4 1 9, 1 20 
KarJ:].a~a. 175, 186 
Karpiira-carita, 5, 
Karpiira-mafijari, 1 3 4 
Kashmir, 134, 153 
Katba-sarit-sagara, 82, 95, 96, 

124, 125, 189 
Katha-trayi, 22 

Kathiawad, 173 
Kaurava-sabha-van:iana, 3 
Kausalya, I 50, I 59 
Kautsa, 132 

Kavi-kaq.;habharaq.a, 190 
Kavi-prasasti, 1, 18 1, 18 3 
Kaviraja, 20, 72 
Kadambari, 169 
Kakatiya, 60 

Kalacuri, 67 
Kalakeyas, 59 
Kalafijar:i, 54 
Kalapriyanatha, 1 53 
Kalidasa, 25, 29, 49, 68, 77, 78, 

79, 80, 8 I I 82, 84, 85, 87, 
88, 100, 116, 117, 118, 
119, 131, 132, 133, 134, 
136, 137, 138, 139, 140, 
141, 153, 157. 160, 167, 
171, 175. 184, 193 

Kalindi, 15 
Kamasastra, 100 
Kamalqi Devi, I 28, l 90 
Kamyaka, 6, 26, 27 

Kanauj, 58, 97 
Kaficanacarya, 58 
Kafici, 185, 186 
Kanyakubja, 97• 1 53 
Kapalika, 136, 107 108 
Kartikeya, 122 

Kartavirya, 187 
Kasyapa, 1 53 
Kacyayani, 50 

Kaurava, xxx, 5, 7, 9• 15, 17, 

37, 47, 48, 64 

Kavya, l. 24, 73• 96, 99, I I 6, 
169 

Kavya-kalpalata, 8,., 

Kavya-mimarp.sa, 139 
Kavyadarsa, 24, l 33• I 34 
Kavyalarµkara-siitra, l I' 30, * l 53 
Keats, xxxv 
Kerala, 17, 49, 63, 86, 100 
Kesin, 49, 84 
Khat].9ana-khat}.9a-khadya, 96 
Khiit].9ava, 9, 15, 1 8, 59 
Kicaka, 9, 19, 2 1 , 47• 73, 74• 

75 
Kicaka-vadha, 72, 76 
King of melody, xxxv 
Kinnara, 113 

Kira.ta, 6, 15, 19, 25, 26, 27, 

54, 55 
Kiratarjuniya, 24, 25, 27, 30, 

3 1 , 32, 54 
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Kiratarjuniya.vyayoga, 

119 
Kirmira, z 1 

53, 54, 

Kirti-kaumudi, 33, 55, 141 

Ki~kindhya, 172, 177, 180 
Ki~ki11dhya-ka1J9a, 145 
Kosala, 191 
Krodhavasa, 60, 64 
Kr~r:ia, 6, 7, 12, 16, 18, 21, 31, 

32• 34, 36, 37, 38 , 39, 4 1• 
43• 44, 4 8 , 59, 65, 66, 67, 
70, 71, 184, 193 

Kr~r:ia Dvaipayana Vya~a, XXIV 

Kn1:ia Suri, 177 
Kr~i:iananda, 103, 105* 
Krtya-rava9a, 189 
K~atriya, xxvi, xxx, 25, 54, 5 5, 

75• l 26, l 55 
K~emendra, 1, 3, 4, 8, 95 , 9 6, 

124,128,144,145,187,190 
K~emisvara, 1 1 5 
K~irasvamin, 189 
Kiibara, 107, 108 
Kubera, 60, 61, 62, 63, 121, 

132 
Kulasekhara Varman, 1 7. 49, 5 l. 

67, 86, 88, 89, 100 
Kumara, 138 
Kumaradatta, 138 
Kumaradasa, 138, 139, 140 
Kumara Dhatusena, 1 38 
Kumarapala, 51 , 6 9, 1 73 
Kumara-sambhava, 2 5, 1 16, 1 17, 

1 35, 1 37, 1 85 
Kumbha, 143 
Kumbhakar9a, 90, 91, 92, 176 

Kunda-mala, l 6 1, 1 62 

Ku99ina, 1 1 3 
Kuntaka, 1 28, 189 
Kunti, xxxi, 16, 51, 52, 124, 125 
Kuntibhoja, 12 5 
Kum, xxvii, 37, 46, 74, 86 
Kuruk~etra, xxiii, xxvii, xxxi, 39, 

120 

Kusa, 133, 158, 160, 161, 162, 
182 

Kusadhvaja, 1 54 

L. 

Laghutrayi, 2 5 
Lak~mar:ia, 92, 132*, 

146, 147, 14ti, 
155, 157, 161, 
165, 169, 175, 
178, 189, 192 

Lak~mal:)a Suri, 1 80 
Lak~mal:)adar.sa, 2 3 
Lak~mi, 1 52 
Lak~mi-svaya1p.vara, 8 5 
Lak~midbara, 1 1 5 

Lalitaditya, 153 
Lambastani, 106 
Lambodara, 108 

1 39· 
1 49• 
162, 
I 76, 

1 44• 
l 54• 
163, 
1 77• 

Lanka, 90, 91, 135, i37, 142, 
145, 152, 154,163,168, 
169, 172, 173, 174, 178, 
179, 180, 182, 185, 186, 
190 

Lanka-ka1:is{a, l 34 
Lava, 158, 159, 160, 161, 162 
Lava1:ia, 158 
Lavai:iaka, I 24 
Lokanatha, 7 1, 1 46 
L. Sarup, 35*, 64 
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M 

Madanapala, 18 2 

Madhukarika, 1 74 

Madhuravar:ii, l 90 

Madhusiidana Misra, 1 68 
Madhyama, 45 
Madhyama-Vyayoga, 36, 44, 45 
Madra, 120 

Magadha, 7, 30 

Mahabharata, xxii, XXIII, XXIV, 

xxv, xxvi, xxvii, xxv111, xxix, 

XXX, 1 1 5, 6, 7, 8, IO, 

l 1, 14, 15, 16, 17, 18, 20, 

22, 23, 24, 25, 27, 30, 35, 

36, 42 , 46, 48, 49, 51 , 56, 
60, 65, 66, 70, 72, 73, 77, 
78, 80, 82, 83, 84, 85, 85, 

89, 90, 9 1 , 92 • 93• 94, 95, 
96, 98, 99• I 00, l 04, l 06, 
IO 7, I 08, l l 6, I I 7, I I 9, 
120, 121, 124, 126, 128, 

131, 146, 148, 184, 187, 
191, 192 

Mahadeva, deity, 6, 1 5, 19, 27, 

54, 55• l 20, I 28, 187 
Mahadeva, father of Jayadeva, 

170 
Mahadeva, author of the Adbliuta­

darpat)a, 1 77 
Mahakala, 1 53 
Mahakavya xxvi 7 8 9 18 

' ) t ) ) I 

2 4, 31, 96, 98, 104, 128, 

1 31, l:S4• 137, 1.qo, 142, 

143, 165, 187, 189 
Mabana~aka, 1 67, 1 68 
Mahapatra, l 03 

Maliaprast!ianika-parvan, 1 o, 1 6 

Mahavira-carita, 153, 154, 156, 
166 

Mahendra, 50, 54 
Mahesvara, 156 
Mahi~asura, 25, 116, 117 

Mainaka, 145 
Malaya, 134, 135 
Mallinatha, 29, 116, 137, 190 

Makarika, I 06, I 08 

Ma9-9alesvara, 6 5 
Mandasore Inscription, 136 

Mandakranta, 184, 185, 186 
Mandodari, 115, 163, 169, 173 

Ma9-khaka, 164 
Manthara, 90, 91, 95, 155, 167 
tvianu, xxvii 

Matthew Arnold, xxxvi* 
Matsya, 74 
Matsya-puratp, 82 

Maudgalya, I 64 
Mausala-parvan, Io 

Mayadanava, 120 

Mu.dhava, 50 
Madhava Bhana, probable name 

of Kaviraja, 20 

Madhava Bhana, author of the 

Subhadra-baraqa, 49, 65, 66, 
67, 68 

Madura, 72 , 109 

Mag ha, 30, 31, 3 2 , 33, 34, 
lLjI* 

Mabi~mati, 164, 187 
Maithil'i-kalyatJa, l 90 
Malati-madhava, 1 66 

Malavikagnimitra, 77 
Malini, g1 
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Malini, metre, 184 

Malyavat, 155, 1 56, 
173, 178, 185 

Mamalladevi, 97 

Ivlanasrnga, 64 
Marica, 80, 8 I. I 55, 
Marka9<Jeya, 89, 90 

Ma.tali, I IO 

Maya-pu~paka, 189 
Mayuraja, 189 

165, 167, 

163 

Medieval Europe, xxiv 

Megha-diita, 25, 184, 185, 186 
Nlenaka, 87, 88 
Menalaus, xxxii 
Metrical dialogue, 7 1 

Milton, xxxiv, xxxv 
Minerva, xxxiii 

Mithila, 140, 147, 1,65, 166, 

168 
Mitra-bheda, 127 

Mohinika, 50, 88, 89 
Mok~a-dharma, 1 o 

Monkish outlook, 7 
Monodiita, 184 

Mount Abu, 55, 56 
Mrgarajalak~man, 1 1, 1 1 * 

Muka, 26, 29 

Mukulabhana, JO* 
Murari, 164, 165, 166, 167 

Myths, xxv, 116, 119, 121, 123 

N 

Nalrn~a, xxv1, 9, 21 

Nai~adha-c:.uita, 25, 96, 98, 115 

Nai~adhananda, 1 1 5 
Nakula, 12, 53 

Nala, xxvi, 6, 77, 96, 97• 98, 99• 
100, I 01, 102, 103, 

105, 106, 107, 108, 

I IO, l I I I 112, 11 J, 

l I 5• 124, 126 

Nala-bhumipala-riipaka, 
Nala-campii, 111 

Nala-caritra-na~aka, 109 

Nala-damayantiya, 115 

Nalakiibara, 91 

Nala-ramaya1}a, 115 

115 

104, 

109, 

114, 

Nala story, 6, 100,102, 103, 109, 

112,115, 126 

Nala-var9ana-kavya, 11 5 
Nala-vikrama-na;aka, 1 1 5 
Nala-vilasa, 105, 109, IIS 
Nala - yadava-raghava - pa1}9aviya, 

II5 
Nalayani-carica, 115 

Nalabhyudaya, 101, 102 

Nalananda-na~aka, 115 

Nalodaya, 72, 76, 100 

Nandaua-kanana, 1 o 1 

Nandini, 132 

Nara, 34 

Nara-naraya1;ananda, 33, 34 
Naravahana, 96 

Narmada, 187 
~atva-vidhana, 137 

Nausari Inscription, 112 

Nagapasa, 143 

Narada, 31,11 7 , 1.21, 1.22, 124, 

126, 158 

Naraya9a, deity, 34, 38 
Naraya9a, author, I 27 
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NarayatJa, I 00, 

Naraya9a, father oE Kancanacarya, 

58 
Naraya9a Bba~~a. 115, 123, 

128 

Natha-kumara, 138 

Nawa-darpa9a, 5 3, 189 
Nemaditya, I I 2 

Nemi-kumara, 7 
Neminatha, 7, 8 
Nestor, xxx 

Nibata-kavacas, 1 5, 2 1, 59 

Nikumbha, 143 
Nikumbhila, 178 

N irbhaya-bhima, 5 1, 1 o 5 * 

Ni~adha, 97, 98, 108, 1 12 
Nilaka9~ha, Bhavabliuti' s Eat her, 

1 53 
Nilaka9~ha, 63, 64 
Nilaka9~ha Dik~ita, 71, 72, 109, 

189 
Nilaka9~ha-vijaya, 72, 109 

Nitivarman, 72, 73 
NSP, s* 
Nrsif!lharaya, 1 23 
Nyaya-kandali, 5 

0 

Odyssey, xxii xxiv x ... ' • XX, XXXlll 
Ojas, 16, 58, 6o 

Olympus, xxxii, xxxiii 

On Translating Ho1Uer, xxxvi* 
O~adhi prastha, 1 1 8 

Ovid, xxxiv 

Oxford University Press, 35* 

p 

Padmapura, 1 53 

Padma-pura1}a, 159, 1 60 

Padmananda, 8 
Padmavati, l 2 5 
Pahlavi, I 26 

PalamacJai, 109 

Pampa, 144 
Pan-athenaic Ecsti val, xxxiii 

Pancaratra, 3 6, 46, 48 
Pancatantra, l 26, I 27 

Pancavati, 158, 159, 163 
Parables, xxv 

Paradise Lost, xxxv 
Parajer asoga, 188 
Paramardideva, 54 
Paramara, 55, 56 
Parasmaipada, 1 37 

Parasurama, 41, 70, 

I 55, I 56, 165, 

172, 180 

Parik~ic, 20 

Parvat.:\ka, 11 3 
Pasumedfa, 165 
Patralekha, 68 

Paulastya, 146 
Pancali, 70 

140, 147, 
l 67, l 68, 

Pa99ava-carita, 1, 5, 7 

Par:igavabhyudaya, 67, I 28 

Par:i9avinanda, 1 28 

Pa99avas, :xxx, 3, 5• 7, 8, 9, II, 

14, 15, 16, 18, 19, 20, 21, 

36, 38, 39• 4o, 4 1 , 4 2 • 45• 
4 6,47, 48, 5i,64,7o,7 1 , 

72, 90, 97, 128 
PatJgu, 6, 7, l 5, 17, 21 
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Par:i~ya, 71,17 5 
Par:iini, 23, 137 
Parijata-barana, 20 

Partha-parakrama, 55, 56, 58, 
59, I 28 

Partha-vijaya, 1 28 
Parvati, 117,118,128 
Parvati-parir:iaya, 72, 101, 146 
Pasupata, 27 
Persian, xxxvi 

Pharsalia, xxxiv* 

Pinakan.mdin, 181 

Piyu~avar~a, I 70 
Plato, xxxiii 

Poona, 35* 
Prabandha-cintamar:ii, 33 
Prabandha-kosa, 97 
Prabhasa, 65 
Prabodha-candrodaya, 18 5 
Pracat]c)a-pat]c)ava, 14 

Prahasana, 53 
Prahladanadeva, 55, 57, 58, 59 , 
Prajapatinandin, 181 
Prakasendra, I 

Prakirr:ia-kar:i~a. 137 
Prasanna-kar:i<;ia, 137 
Prasanna-raghava, 170 

Prastavana, II*, 163, 175* 
Prataparudra, 60 

Pratijfia-car:iakya, 189 
Pratima-nataka, 148,151,152, 

163 
Pratismrti, 26 
Pratyutpannamati, 127 

Pravarasena, 133, 134, 135 

Prel<~ar:iaka, 60, 174, 175 
Priyaqwada, 79, 81, 87 
Priyangumafijari, 1 1 3 

Priya-prasadana, 84 
Prarocana, 168 

Prt11a, 1 92 

Pulakesin, 25 
PuQ~ravardhana, 181 
Puraz:ias, xxv, 35,116,117,131 
Puri, 103 
Puru, 9 
Puriiravas, 9, 19, 49, 77, 82, 

83, 84, 85, 88, 124, 12.9 

Puru~ottama, 38 
Pu~kara, 98, 101, 104, 108 
Pu~karalc ~a. 68, 1 1 1, 1 1 3 

P u~potkata, 91 
Putrakamegi, 1 39 
Putregi, 132, 164, 180 

R 

Raghu, 131,132,142 
Raghunatha, I 90 

Raghunatha-vilasa, I 90 

Raghunathabhyudaya, 190 
Raghu-varµsa, 25, 72, 131, 132, 

1 37• 1 38• 1 57 

Raghu-vilasa, 189 
Raghuvira-carira, 190 
Raivataka, 32, 65, 
Rambha, 50, 87, 88, 125 
Ramesh Chandra Datta, xxiv 

Rape oE the Lock, xxxv 

Rati, 117. 118, 135 
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Ratnakara, 164 
Ratnakhet<t 0ik~ita, 190 

Ravi, 100 
Ravideva, 100• 

Ravisiinu, 125 

Raghava-nai~adhiya, 76, 1 14 
Raghava-pa99ava-ya<laviya, 2 2 

Raghava-pa99aviya, 20, 22, 72 
Raghava-vilasa, 190 
Raghavabbyudaya, 1 89 
Rahu, 37, 121 
Rajacii~ama9i 0ik~ita, I 28, I 90 

Rajadharma, 5, IO 

Rajaguhya-yoga, 4 • 
Rajasekhara, IO, 13, 115, 133, 

134, 139, 153, 166, 167, 
173* 189 

Rajasekhara (Jaina), 5, 97 
Rajasundara, 139 
Rajasiiya, 3, 9, I 5, I 6, I 8, 2 I, 

31 
Rajatarangii;ii, 1 s 3 * 
Rajan aka Ratnakai;itha, 1 8 
Rak~asa, 6, 12, 64, 91 , 140, 

143, 163, 166, 172, 176, 
1 77, 1 79, 189 

Rak~asa-kavya, loo* 

Rak~asi, I 2 

Rama, 21, 89, 90 , 91 , 

94, 95• 96, I 14, 131, 132, 
135, 137, 139, 1 33, 1 34• 

140, 142, 

146, 147• 
I 5 I, I 52, 
I 57, I 58, 
162, 163, 

143, 
148, 
I 54, 
I 59, 
I 64, 

144• 
149, 
I 55, 
I 60, 
165, 

145• 
I 50, 
I 56, 
I 6 I, 

166, 

167, 168, l 69, 171, 172, 

176, l 77• 
l 73• 174· 175• 
178, I 80, I 8 I, 182, 183, 

184, 18 5, I 86, I 89, 190. 

192, 193 
- • 8 Ramabhadra O1k~1ca, 1 9 

d S • 105, 108, Ramacan ra Uri, 5 1 , 

109 

Ramacandrodaya, 189 
Rama-carita (Abhinaoda), 14 1 • 

i42, 143 d. ) 
Rama-carita (Sandhyakara Nan Ill ' 

181 

Ramadeva Vyasa, 67, 68• 128• 

190 
Ramakatha, 95, 19° 
Ramapala, 181, 182, 183 

l ·33 Rama Story, 89, 91, 1 31 • 

Rama-yamakarx:iava, 189 
Ramabhyudaya, 67, 189 
Ramananda, 193 
Ramanuja, 193 
R .. • XXX 1 3 20, amayana XXll, XXIV. I , 

• , 4 46 61 89, 
2 I, 22, 23, 2 • ' ' 6 
90, 91, 92, 93, 94• 95• 9 I 

115, 131, 132, 134• 136• 
137, 138, 142, 143, 1 44• 
145, 148, 149, 151, 152, 

8 159 160, 
1 54• I 57' l 5 ' ' 
6 6 165 166, 167, I 2, I 4, • 

168, 170, 176, 18o, 181 , 
182 187, ,190, 191, 192 

Ramaya9a-campii, 180 
Ramaya9a-mafijari, 1, 95, 1 44• 

1 45• 
Ramayar:p-sara, I 90 
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Ran1opakhyana, 89, 91, 92, 

94• 95• 96, 
Ragrakii~a. I 12 

Rav:.up, 90, 91, 92, 

I 3 2, I 34• 1 34• 
140, 1 44• 145· 
l 5 I, I 52, I 54• 
165, l 66, 167, 
172, l 73• I 74• 
178, 180, 182, 
188, 1~)2, 

Raval)a-vadha, 136 
Ravai:iarjuni'ya, 1 87 
Rayapura, 67, 1 28 
Revati', 65 

95, 
1 35· 
l 46, 

I 55• 
168, 
176, 
l 85, 

93• 

I l 5• 
I 39• 
1 49• 
163. 
I 69, 

l 77• 
l 87, 

~gveda, xxiii. xxvii, 82, 83, 84, 

85 
Rome, xxii 

~~y aspi.ga, I, l 44 

B.tuparl)a, 98, 102, 104, 107 

I 08, I 26 
Rudra Nyaya-paiicanana, 184, 186 
Rukmii:ii-pari9aya, 146 
Rupaka, 24, 35, l 36 
Ruskin, xxxv 

s 
Sabari, 9 I 
Sabha-parvan, 3, 7, 9, 11,18, 

21, 30 
Sabrina, xxxv 

Sadukti-kart)amrta, 141 

Sahadeva, the son of Jarasandha, 46 

Sahadeva, 5 3 

Sahrdaya, 5 1, 55 
Sahrdayananda, 103,105 

28 

Saktibliadra, 162,163 
Sakuni, 11 , 43• 44· 46, 47• 48, 

71 1 l 92 

Sakunopakhyana, I 27 
Sakuntala, 2, 68, 77, 78, 79, 80, 

81, 171 
Salya, 41, 42, 120 

Salya-parvan, 4, 1 o 
Samata, 57 
Samavakara, 46, 53 
Sambhar, I 28 
Samadhi, 57 

Sambhava-parvan, xxvi, 8 2, 8 3 
Sambiika, 1 58 
Sarphitas, xxii 

Sami, 56 
Sampati, 1 55 
Sarpsaptakas, 43 
Sambara, 177, 178 

Samudra-vijaya, 7 
Sarpvatal)a, 50, 77, 86, 88, 89 
Sarpvada, 82 
Sanatsujata, 3 

Sand hi, I 27 
Sandhyiikara Nandin, 181, 183 
Sangamai:iiya, 8 5 
Sangita-cintamai:ii, I 02 

Sankal pa-suryodaya, 18 5 

Sankar~ai:ia, 50 

Sanskrit literature, xxiii, 33, 34, 

35• 6s, 69, 73• 76, 77• 128, 

I 8 3 • 19 3, I 94 
Sarama, 178 
Sarasvati, 34, 1 1 o, 1 I 1 

Sarvadamana, 78, 79 
Sarvamaya, 1 54 
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Sarvalapa, 122 

Satapatlaa Brahmaq.a, 82, 8 3, 84, 

85 
Satananda, 141, 155 
Satrughna, 1 58, 160 
Sattasai, 133 

~Jtva-vidhana, 137 
Satyacarya, I I 0 

Saudhataki, 160 

Saugandhika, 9, 19, 60, 62, 63 
Saugandhika-harai:ia, 60, 6 3, 64 
Sauptika-parvan, 5, 10 
Sauri-kathodaya, 7 2 
Sau~kala, 1 68 

Sahitya-darpaq.a, 13*, 65•, 103, 

161, 189, 190 
Sakalyainalla, 189 
Sakambhari, I 28 
Salva, 8 7 
Sarpkhya, x53 
Sandhivigr<1hika Mahapatra, I 03 
Santanu, S 
Santiparvan, 5, 10, 89•, 127 
Saradatanaya, 1 J, 161 
Sardula-vikridita, 1 67, 184, 
Sastra-kavya: 187 
Savitri. l Io, I 1 I 

Sea-god, xxxiii 
Se~a, I 21 

Setu-bandha, l 3 3 • l 34 
Setutattva-candrika 200 

Shadow play, 67, ;73, I 74 
Shakespeare, xxxiv 
Shelley, xxxv 
Sibi, l 26 

Siddhapala, 69 

Siddhade.sa, 54 
Sikliari9i, 184 
Sinhalese Sanna, 139 
Sisupala 3, 15, 21, 31, 32, 
Sisupala-vadha, 25, 30, 31 
Sita, 22, 90, 91, 92, 132, 

I 35• I 36, I 37• l 38, 

143• 1 44• 145, 
1 49• I 5 l, I 52, 

I 56, I 57• I 58, 
l 6 I, I 62, I 63, 

l 67, l 68, I 69, 

l 73' 1 74· l 75• 
180, 182, 185, 
190, 192 

Sita-svayarpvarai:ia, 167 

146, 

I 54• 
I 59, 
I 65, 
I 7 I, 

l 76, 
186, 

71 

I 33• 
142, 

148, 

I 55• 
I 60, 
166, 

l 72, 
178, 

189, 

Siva, 25, 26, 27, 28, 29, 32, 54. 
113, 117, 118, 119, 120, 

121, 122, 14°, 147, 154, 
166,172,173 

Si valilar.t}.ava, 1 09 
Sivalinga, 2 7 
Siva-purana 1 1 6* • ' 
Sivadevi, 7• 

Skanda, 11 6,117,118,119 

S. K. De, 35* 

Sle~a, 17, 20, 21, 22• 73• 74, 75• 
76, 99, 114, 115 

Sle~a-kavya, 72 , 114,181 
Sluka, 33 , 99 , 102 

Smrti, xxvii 
~ogasa-rajopakhyana, 89• 
So99hala, 141 
S01nadeva, 82, 95, 96, I 24, 189 
S01nesvara, 33• 34• 141 
Spencer, xxxiv 
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Sraddha-traya-bibhaga-yoga, 4 

Sragdhara, 167 
Srama9a, 1 55 
Sraddha-vidhis, 5 

Sri, 65 
Sridevi, 22 
Sridhara, 5, 112* 
Sridharasena, 136 
Srigadita. 65 
Srihar,?a, 96, 97, 98. 99• 1 0 3, 

115, 171 

Srihira, 97 
Srikal}~ha, 1 53 
Srika9~ha-carita, 1 64 
Srikr-?r:ia, 4•* 68, 185 
Srimala Devaprabha Suri, 1 

Srinagara, 1 34 
Srinibasa Dik~ita, I 28, I 90 
Spi.gara-bhii~ar:ia. 1 o 1 

Srngara-dipika, l 02 
Srngara-prakasa. 161 

Srutakirti Traividya. 22 

Srutasila, 112, 113 
Scavakas, 1 5, 1 6 
Sthapana. 163 

Stri-parvan, 5, 1 o 
Studies on Homer, 
& the Homeric Age, xxx• 
Subandhu, 20, 112 
Subiihu, I 02, 108, 1 55 
Subhadra, I 5• l 8, 2 l. 34• 49• 

50, 65, 66, 67, 68 
Subhadra-dhanafijaya, 4 9 . 5o, 67 , 

89 
Subhadra-harai:ia. 49, 65 , 68 
Subhadra-hara9a-prabandha, 1 28 

Subhadra-pari9ayana, 67, 68. 69. 
128 

Subha~a, 67. 173 
Sudarsana, 19. 36, 38 
Sugriva, 90, 91, 92, 

142, 143, l 50, 
168, 172, 177. 
182, 183, 185 

Suhotra, 1 2 6 

Sukrta-sankircana, 33 
Sukthankar, 93 
Siikti-mukcavali, 56, 
Sulka, I 50 
Sumanas, 126 
Sumantra, 149, I 83 
Sumatika, 66 

Sumitra, l 50 

135 .. 136, 
151, 165, 
178, 180, 

Sumitra, mother of Jayadeva, 170 
Sunal]-sepa, 45 
Sunal]-sepa. disciple of 
Visvamitra. 1 65. 1 66 
Sunda, 1 24, 127 

Sundara-kar:ic;la, 145, 180 
Sundopasunda, 1 28 
Sun-god, 43, 73, 86. 87, 88 
Suniti, 68 
Suprabhadev:1, 30 
Surasa, 145 
Surpai:iakha. 155 1 162. 163, 178 
Siiryapaka, I 08 
Siiryatapa, l 22 

Suvega, 167 
Suvela, 1 35, I 82 
Suvrtta-tilaka, 187 
Svapna-dasanana, 189 
Svargaroha-9a-parvan, 1 o, 1 6 
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Svayarpprabha, 143 

Svayarpvara, 9, 14, 15, 18, 69, 

7°, 71• 72• 97, 9~, 99, 102, 
104, 106, 107, IIO, III, 

128, 171 
. Syena-kapoti, 127 

T. 

TaiJariga Vrajaniitha, I 84 
Taicciriya, 153 

T antumati, 1 64 
T apanavana, 87 
Tapati, 77, 86, 87, 88 . 
Tapati-sarpvarai:ia, 49, 50, 86 
Tasso, xxii, xxxiv 
Tatini, 57 

Ta4aka, 2 I. I 39· 146. I 55· I 65 
Tamrapar9i, 109. 185 
Tanjore, 177 
Taraka, 116, 11 8, 119 
Tarakalc~a, I 20, 

Tarakasura, I I 7. I 2 0 

Temple, xxxv 
Tennyson, xxxv 

T. Ga~apatj Sastri, 35* 
Theba1d, xxxiv• 

The Ralllayana and the Mahabha­

rata conclensed into English~ 
verse. xxiv* 

Three Rs, xxxvii 
Tilottama, I 28, I 62 

Tinanta-kar:i4a, I 3 7 

T~rthankara Nemina~li~, _8 
T,rumalai Nayaka, 72 • 

To Homer, xxx~ 

Trailokyavarmadeva, 54 

Treble entendre, 2 2 

Tribh11vanapala, 173 
Tridasaclhyak~a, 38 
Trigarta, 74 
Trija~a. 94, 135• 136, 178 
Trilinga, I 02 
Trilocana, 128 
Tripura-dahana, 172, 173 
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Tripura-Jaha, I I 9• 120, 1 21 
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Turks, xxxiv 

U. 
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U daya-sundari-kacha, 141 
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Ujjayini, 153, 
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Unmacta-raghava, Bhaskara, 174 

Unmatta-raghava, Viriipak~.1deva, 

1 75 
Upani~ad, xxii, 1 53 

Upariipaka, 65, 123 

U pasunda, 124, 127, 
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Vatsa, 124, 

Vacsabhani, 136 

Vacsaraja,53,54, 119, 121 
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Vasami, 15g, 159 
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Vasudeva, father oE poet Dha­
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Vasudeva, Kerala poet, 17, 20, 
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65, 66, 68 
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Vedas, xxii, 153 
Vedavati, 161 

Vedanta Desika, 184 

y emabliiipab, I 02 
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Vemabhiipala-carita, 101, 103 

V er:i'i-sarp.hara, Io, I I, I I :jj: 

Venka~adhvarin, 1 90 

Venka;anatha Vedantacarya, 184, 
186 

Venka;araja, l 8 0 

Veti.ka~esa, 189 
Vibhi~ar:ia, 90, 91, 135, 143, 

145, 150, 151, 152, 165, 

173, 182 
Vibhuti, 4,* 
Vibhiiti-yoga, 4 * 
Vicitravirya, 5 

Victorian age, xxxv 
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108, 110, 112, 153, 

Videha, 191 
Vi<lula, 3 
Vidura, 37, 39 
Vidura, 3 
Vidu~aka, 1 10 , 1 59 
Vidya, 62 

Vi_dyadharas, 6, 64, 69, 172 
V~dyaraI].ya, 174* 
Vidyunmalin, l 20 
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~~ayanagara, 175, 185 

V11ayapala, 69 
Vijayasena, 68 
Vikramasila, 142 

Vi_kra111orvasiya, 77 , 821 
Vamala, 42 175 
Vimar~a, 60 , 88 
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Virasena, 103, 108, 113 

Vira;a, 3, 6, 9, 16, I 9, 2 l, 46, 

47, 56, 60, 
Vira~a-parvan, 3, 9, 16, 19, 46, 

56 
Virgil, xxii, xxxiv, xxxv 

Viriipak~adeva, 114, 175 
V1saladeva, 8 
Visaladeva Vigraharaja, l 28 

Vi~kambhalca, 14, 40, 68 
Vi~l)U, 38, 94, 95, 121' I 22, 

l 25, I 32, l 39• 146, I 52, 

164,• 193 
Vi~r:iu-purar:ia, 82, I 3 I 

V1svajir, I 32 

Visvanatha, 35, 60, 63, 64, I 03, 

161, 190 

Visvamitra, 132, 139, 140, 146, 

147, 154, 155, 165, 180, 

182, 189 

Visvavasu, 1 1 o 

Viranaga, 161 

Voltaire, xxxv 

Vrhadasva, 97 

VHadarbha, 127 

VHQis, 65 
Vyasa, 14, 22, 26, 28, 39 
Vyasadasa, 1 

Vyasa Mok~aditya, I 28 

Vyayoga, 38, 41, 51, 53, 54, 55· 
56, 58, 60, 63 

W arrangal, 60 

Weber, 92, 93 

w. 

W .C. Woolner, 35• 
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W .E. Gladstone, xxx* 
W .H. Hudson, xxix:11c 

Wind-god, 64, 92, 126 
Winternitz, 94, xxv, xxxviii 
W ordswonh, xxxv 

Y. 
Yadbhavi~ya, I 27 
Y ajfi.1rama Dik~ita, I 89 
Y ajurveJa, I 5 5 
Yak~a, 15, 19, 21, 28, 60, 61, 

6~. 63 
Yama, 121 

Yamaka, 17, 18, 22, 73, 75, 76, 
100, IOI, 136 

Y amaka-kavya, 1 7, 7 2, 1 89 
Yamuna, xxvii, 152 

Y amuna T rivikrama, 1 1 2 

Yasodhara, 55 
Yasovarman, I 53, 189 
Yasovira, 141* 
y ayati, xxvi 

Yadavas, 32, 68 
YaJavabhyudaya, 18 5 
Yajfiavalkya, 17 1 

Yoga, 153 
YudJha-kai:i~a, 180 
Yudhighira, 3, 6, 7, 10, 11, 13. 

14, 15, 16, 17, 19, 20, 21, 

25, 26, 27, 28, 30, 31, 32, 

52, 53, 61, 63, 65, 72, 73· 

75, 89, 9°, 9 2 • 1 92 

Yudhi~~hira-vijaya, 1 7, 20, 2 2 

z. 
Zeus, xxxii 
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Page Line Incorrect Correct 

27 9 was is kept 

40 l Asvatbaman Asvatthaman 

48 l th the 

48 IO fer for 

67 20 Kalacuri Kalacuri 

72 4 ccntrury century 

79 16 sometime some time 

109 
9 111111 ster 111111ister 
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