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Dr GAURINATH SASTRI, M.A,, D Litt,



FOREWORD

The Ramiyana and the Mahabharata, the two great epics of Indian
literature, are highly remarkable contributions, The Indian mind
believes that of these two, the Ramayana 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
Ramayana. Whatever may be the truth regarding their relative
chronology, it can never be denied that the literature of the
Ramayana 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
literature, 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
hér 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 GAURINATH SASTRI
March, 1963
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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 Mahabha-
rata and the Ramayana and their varied influence on later literature.
In the present work, an attempt has been madc 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, has 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 Pandavas, 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
Mahabharata are instances in point. The great epic touches practi-

cally on all subjects and out of its confused abundance, many a
talented poet wrought an artistic unity.

Like the Mahabharata, the Ramayana too, from time immemorial,
has been the mainspring of inspiration and encouragement to all
readers and listeners of the recital of the epic, Rama’s loyalty to his
father, Sita’s forbearance, Laksmana’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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Ramayana. The story for its unity of plot and action arrested the
attention of writers of later age, and they did not hesitate to imitatc
Valmiki’s poetic fancy and charming imageries to enrich their own
compositions. Literary compositions based on the Ramayana mainly
centre round the Rama story, the number of legends and myths being
very few therein, whereas diverse elements of the Mahabhdrata have
provided enormous facilities to writers to compose a greater number of

works with necessary changes and innovations for making the theme
interesting.

Mahakavyas, dramas, citra-kavyas, campi-kdvyas, 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 episodes of the Mahabharata will be Systematically dealt with
in five chapters in book I, and the handling of Rama story of the
Ramayana 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
wel'l known for their didactic value. Compositions dealing with the
main story will be taken up first. Some of the writers belonging to this
group ‘f\m’e clung to the Mahabharata division, that is parvan, thereby
narrating as many of the side storics as possible along with the main
ﬁtory; while others are chiefly concerned with the principal story deal-
1ng with the warlike activities of the Kauravas and the Pandavas.

Tacknowledge my deep debt of gratitude to my venerable teacher
Dr. Gaurinath Sastri, M A., P.R.S., D.Litt., Principal, Sanskrit College,
Calcutta, under whosge valuable guidance I completed my work, and
whose ready assistance apqg constant encouragement have made it
possible for me to pup)ish ¢his work. Despite his multifarious activities,
he did not hesitate ¢, take the trouble of making necessary proof cor-
rections for rendeting the work free from defects as far as practicable.
With great Tespect, 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 Felloy, 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, M.A., of the
department of 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 to Pandits Dinesh Chandra Bhatta-
charya Sastri Tarka-Vedantatirtha and Nanigopal Chakravarti, Kavya-
Vyakarana-Tarkatirtha of the Publication Departmient of the Sanskrit
College and to the authorities of the Oriental Press Private Limited for
their valuable assistance in expediting the publication,

Calcutta JUTHIKA GHOSH
March, 1963
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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 of 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 bespeals
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 be 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 pcople 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 all 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
EBurope. 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
excellence. India’s two well known epics—the Ramayana 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 Samhitas—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
Samhitas, the Brahmanas, the Aranyakas, the Upanisads 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 Sambhitas, the higher thoughts of the Upanisads could satisfy the
highly learaed 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 Ramayani 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 Rgveda as well as in the Akhyanas and Itihasas
of the Brahmanas, 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 anovel way. In this thesis, I propose to discuss 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 epjc is primarily concerned with the great war in which all the
warlike races of northern India participated with indomitable energy
.a“d 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 Kuruksetra, 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
Manner that the distinction between the original and interpolated por-
tions is highly difficult even toa 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 warfare 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 Mahabharatais concerned. Homer’s lliad is a
much shorter narrative poem. The other Indian epic the Ramayana
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 aform as huge as the Mahabharata. Homer’s
Odyssey canbe successfully compared with the Ramayana, 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 Mahabharata is seven times the size of the Iliad
and the Odyssey put together.!

The authorship of the Mahabharata is attributed to the wonderfully
talented mythical author Krsna Dvaipayana Vyasa and that of the
Ramayana 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 schofars. Itis not
possible fora 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 3 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 schofars. 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 clearly denotes that each is the composition of scme famous
original genius, although interpofations in both the epics cannot be
totally done away 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 Akhyanas,
Itihasas, Puranas and Gathas. 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. OFf 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 Mahabharata, 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 Mahabharata as an “epic”
and a “poem”. Indeed, in a certain sense, the Mahabharata is not
one poetic production at all. but rather a whole literature.” 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 Mahabharata. 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 thar ofd period, which
might have drifted to the land of oblivion but for the two popular
epics of India. As we penetrate into the depth of this epic poetrys
an ancient and forgotten world with a proud and noble civilisation

1 HIL, I, p. 316.
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. s . ure
slowly and distinctly emerges before our view. India’s ancient OC::;;CS,
and heritage have found proper expression through thesc t\;,islorical
In olden days in India, no importance was atiached to b e
records. Due to the indifference and negligence of the Ind{?ll-l:ntdav
proper recording of facts, incidents of many a bright and brlbl ighly
are enveloped in a thick shroud of mystery. We mustl clegends
grateful to the great compiler of these heroic songs, my.t 1S a con-
of warriors, fables, moral narratives and didactic poems |lfltcl)C‘Mahﬁ-
glomerated Malt akavya (epic) which passes by the name of th trouble
bbarata, fo, in this novel manner he had taken the g.,-eat toms:
of supplying us with useful information about the S?C‘al Cc;lsother
economic conditions, literary progress, political situation an (s of
socio-religious environments of that forgotten period. “An anaa:’mﬂs
the nature of Stories, imparting to us the knowledge of different o the
of early Indian civilisation, will be of great help to undedrsta ointed
many-sided character of the great epic. It has been alrca );—pdavas
out that the bloody battle between the Kauravas and the Iaosim-ies
occupies the most Prominent position in the epic, and all other

i i u tedly
of variegated fature have developed gradually and uninterrup
centering round that main heroic song.

of
The first book of the Mahabharata deals with the gencalogy

ack to the
heroes (Sambhava~parvan) whose origin can be traced bacl
gods.  Stories re

ati,

lating to the warlike deeds of Dusyanta, Ya;]c:m.

Nahusa, Nala and others have been duly inserted in the ’l;‘hesc
although they have nothing to do at all with the main wafr;are.[ at the
heroic songs within a short time attained so much popularity 't)“t in
Brahmanas ang the priests, who controlied the literary aCt.lVl- };wir
ancient India, were very much alarmed at the thought of ]OS'D? ! the
firm hold op the simple-minded mey. A popular book, wherein ‘ms
glories and greatness of the Ksatriyas were described in laudable terms:

s ., asures
would surely minimjse their longstanding influence ; so some me
must  be adopted at

an early date for finding a way out ‘;‘f th_'_‘f’
difficulty. They were highly clever at chalking out a new po l?:he
the policy of adding Stories glorifying the position and power © a
Brahmanas. Many Brahmanjcal myths such as the story of (?yavihis.
Indra-vitra myuh, ‘taeq of Agastya, Durvasas etc.. were put mtol :
€piC POCM 10 establish (ho high authority of the Brahmanas a_nd ay
great stress on - their SUPerhuman and divine powers. The Brahmanas
were the higher caste of the society, and as such, they unscrupulo-
usly claimed the fesbect and foyalty of other lower castes to.them.
Due to the addition of Poems fyll of theological and priestly wisdom,
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the great epic gradually lost its secular character. Noticing the
narrowness of idea and onesided approach of the Brahmapas to mora-
lity, the ascetics, forest hermits and mendicants, in order to propa-
gate the true nature of religion and morality, 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 the 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-gita has attained nation-
wide prominence for its higher philosophical ideas guiding man to the
path he likes best. Speeches on moral law, political science and philo-
sophical truths are found in the Bhisma-parvan and the Anusasana-
parvan, The latteris 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-§astra.?

Facts and myths have been so much interwoven in this great epic
taat 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
Muahabharata? In the Rgveda, 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 Kuruksetra, we come to the conclusion
that the land of the Bharatas was in the country of upper Ganga 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 seeking their

1 Artha-$astram idam punyam dharn-a-$astram idam param/
Moksa-gastram idam proktam Vyasenamita-buddhina/ /
MBH., I LVL 21
»  Bharatdanam mahaj jaoma Mahabbaratam ucyate /
Niruktam asya yo veda sarva-papaih pramucyate/ /

MBH,, L. LVIL. 31
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historical truths, In Homeric poems too, any cffort to separate the
fabulous from the real, or to find out the severe outlines of history fl'olm
the rich colouring of romance will surely be foiled. We cannot exact yl
determine whether there was actually a Greek expcdificn %md. a rca
siege of Troy or not. In the Iliad also we find an a]legoncal.S|gmﬁ<‘3<jl‘l}cl‘:t‘
Paris and the Trojans represent evil or darkness. Beautiful twi 'llghe
(Helen) is carried away by them from the western sky. (Gr‘fecel)° ever
ten years of the war refer to the hours of night. Achilles is the rout
blazing sun, who dispels the forces of darkness and puts them to

and confusion.

A general view of the stories of the Mahabharata Wi.“ th‘us cnablz:
reader to realise fully why this great epic has spread wide influence ;
subsequent literature. A popular epic with diverse elements c.an casto;'
provide a writer with necessary subject-matter for C?;11‘)05111g g?ns
kavyas. He can easily insert in his own work various a"gumul c
through different characters taking necessary  help  from  th
Mahabharata, 1y is also said in the great epic itself.2

Dharme carthe ca kame ca mokse ca Bharatarsabha/
Yad ihasti tad anyatra yan nehasti na tat kvacit.//

Whatever is found in the epic itself is met with in other comnposi-
tions too, and what is not found in the epic cannot be seen clse‘\vher.e.
From these two lincs, we can easily understand that the stories. dldac1]1c
portions, political laws and religious sayings of the epic are am.P 3;
used by later writers for the growth and development of classica
Sanskrit literature.

Despite different additions and interpolations, the z11¢zlzablf(7"tlfa 1s
regarded as ope of the best epic poems of the world. A'n epie poemf
treats of one grear complex action in a grand style and with fulness. . o
details.? According to Arnold, an epic poem must fulfil the follow‘mg;
Collditions~‘The subject of the epic poem must be some one gle:a;]
complex action. The principal personages must belong 'to the ’)lilg
places of scciety and must be grand and elevated in their ideas. e

1 MBH, I LvI. 33,

in recar i ject-
2 “It isthe nature of epic poetry to be at case 1 regard to its subjec

matter, to be free from the strain and cxcitement of wcakcy qud m;)rc‘: .ub_ssn:gi
forms of poctry in dealing with heroic subjects, Tlu:: heroic lclf:;xl o <,plcl lccs of
attained by g process of abstraction ill}d separation from the mean ]f(;)[[n-
familiar things, " The magnificence and aristocratic dlglu_ty of epic is con r

able to the practical and ethical standards of the heroic age; that 1%;. tc: ls(ly,
it tolerates a number of things that may be founc% mean and trivia )()y
academicians,” W. 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 similar conditions for an epic poem. All the
characteristics of an epic poem are distinctly prevalent in the Maha-
bharata with the single exception of soliloquy. Teco 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.' The nature and characteristics of these two types of cpics
must first be clarified, and then it will be shown to what class belongs
our great epic AMahabharata, and how far this epic has helped the
growth of other imitative epics in a later age. The names of these two
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 interpofations 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, bloody warfares, display of martial spirits, exchange of
hot words and stories full of supernatural elements enchanted listencrs.
young and old alike, in bygone ages. Bards and minstrels in this heroic
age engaged themselves in composing heroic songs describing the

1 “Epic of growth is not in its entirety the work of a single author, but to
some  extent the resule of a process of evolution and consolidation, and that a
licge amount of pre-existing material, in the shape of floating lcgends and
carlicr folk-pocms and sagus, 1s gathered up into its composition,  All primitive
epics deal, broadly speaking, with the same kind of subject-matter. Thew
themes are furnished by deeds of heroes, generally che great legendary herocs
of a race; and vast bodices of immemorial traditions l)l-ov?dc the basis of their
sttucture.  As these traditions are almost invariabl)’ bound up with a pCO[)]C’S
mytlwlpgy, tl}c suljemz‘ltum! element is also more or less prominent. In the
Howmerie ~epics, i is distinctly religious in character and is everywhere
interfused  with the human interest of the action,. ... .. ... The subject-matter
of the epic of art is 9f the old heroic and mythical kind; it makes fz‘c§
use of the supernatural, it follows the same structural plan  and reproduces
many traditional details of composition, while, greatly as it necessarily
differs in style, it often adopts the formulas, fixed epithets and stereotypee
phrases and locutions, which are among the marked features of the carly
type. But examination discloses, bLeneath all superficial Dlikeness, 2 racl{ca.l
‘:hs.sn'.nllari:y. The heroic and legendary material is no  longer living matcrmll’
1t 1s invented by the poet or disinterred by scholarly research; and it 1s lmndlcah
with laborious care in accordance with abstract rules and principles which have
become part of an accepted literary tradition where, therefore, the CPIC‘Z
growth is fresh, spontaneocus, racy, the epic of artis learned, antiquariab,
bookish, imitative.”

W. H. Hudson, An Introduction to the Study of Litcrature, pPPp- 105-7
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>ring in their
valour, prowess and strong determination of hieroes \vand‘.rmgclélmp‘c.
world of imagination. Elements of truth, in most cases. w‘crc o
tely overshadowed by their love for imagination. Strictly [sp The
literature, religion, and philosophy loosely originated from myt e arc
fears, hopes, despairs and curiosity of the early days of humamtlyablc
preserved through myths, which have come down to us as valu »
traditions. In a period when thought and reasoning were undeve OIIZICI‘I
impulse and emotion could not be restrained. Thus bards got thei gO oid
opportunity of letting loose the reins of their imagination. The v e
description of external actions in the epics, however, helps tl}e w.rlns
todraw atrue picture of early national life. T he healthy situatio n;
pleasant surroundings, light atmosphere and simplicity of our ancmic
forefathers favoured the development of epic poetry, specially Ehe_ ?ljm
of growth. Homeric poems—the Iliad, the Odyssey, the Rapza}a,
and the Mahabharata are all recognised as epics of Rl'OWlh' A ShO;‘[
discussion of Homeric society and Indian society of the epic agc Wi
belp us to realise why epics of growth flourished uninterruptedly in
carly ages.

All the aforesaid epics were composed in the heroic age. Whe‘;
great love and respect for the heroes were the prominent l’eatur.es oF
society.! Boih Indian epics narrate elaborately the military activities ©
great heroes. Homeric poems too are replete with similar descriptions-
The heroism of Rama, Ravana and his followers, the Kauravas, thde
Pandavas, Ajax, Agamemnon, Achilles, Ulysses, Hector, Diame
Nestor, etc. has beey described in glowing terms in these epics. In the
delineation of human character these epics are marvellous.2 Each hero

1 @ et M M 1
L Huglc poetry 1mplies an heroic
which theye i not
talent and jts acl

hero through ¢,

age, an age of p'ridc and CQU"‘,‘g.cl' "ll
- Ay extremie orpanisation of politics to hinder the .mdlvl( Ul-'"
‘levements, nor on the other hand too much  jsolation of the
¢ absence of any national or popular consciousness”

W. P. Ker, Epic and Romaunce, pp. 20-21.
. 2 Mr. Gladstone emphasises human clement of Homeric poems in these
nes : —

“We may reckon it among the chict distinctions of Homer that he has been
ablc to make of the individual man the broad basis of the most heroical among
cpic songs

..Events are made for man and not man for events; and we can
scarcely doubt that the transition from the older epic which gathered all 1ts
interests around the human soul as centre, to the newer which exhibits the

human soul itsclf in a subordinate relation to external history or fortune has
been a transition downwards,”

W.E. Gladstone, Studies on Homer and the Homeric Age, p. 539.



XXXIi

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 Yudhisthira, 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 Karna—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 warriors 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 be 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 hour of glorious life
Is worth an age without a name.
Arjuna is similarly instructed by Lord Srikrsna in the battlefield of
Kuruksetra: —* '
Hato va prapsyasi svargam jitva va bhoksyase maliim/
Tasmad uttistha Kaunteya yuddhaya krta-nicayah.//

‘Killed thou shalt go to heaven, victorious thou shalt enjoy the
carth 3 so O son of Kunti, get up with a determination to fight.’

In this heroic age the position of bards® and heralds was enviable-

Learned princes or educated men belonging to the upper class with
1 Gira, II, 37.

2. “We learn from the poems that even before the war of Troy, the

profession of the minstrel had become an object of gencral intcrest and ha
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great enthusiasm ook to the profession of messengers. In Greece, they
were believed to have been protected by Zcus—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 happenings 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 Pandavas
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 Srikrsna is the charioteer of the great hero Arjuna, who is
alf along assisted and highly favoured by his noble and valuable
advices. Strictly speaking, Srikrsna’s actual presence in the battle-
field changes the course _of the battle which is ultimately decided in
favour of the Pandavas. Srikrsna’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 Mahabharata. The great
religious king Nala 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 case of mishaps, attempts are made to
propitiate the wrathful gods and godlesses. 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

lh“ﬁ carl.y taken its place in the public competitions, which were of high
national importance among the later Greeks. ....... ...The bard was an cssential
member of the courts of princes, a trusted friend and counscllor of their
familics. His person had  even a kind of sacredness attaching to it, apparently
beyond that of the scer or prophet.”

W. L. Gladstone, Homer, pp. 8-9.
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and Juno are wrathful, but the anger of Achillesis 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 bis
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 isa 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 Burope 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 theologys the
leader in all civilising pursuits, so that Plato calls him “the poet Wwise
in all things.” At each recurring Pan-athenaic festival, the poems of
Homer were recited and people always came in large numbers to liste.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: Of
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 to quote from
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memory the verses from original 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 Aeneid 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.! 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

1 Mr., Qlad;tonc. however, endorses the opinion that Virgil’s work does not
possess the vivacity and forcefulness of Homeric pocms : —

) “It was the proud distinction of the Homeric epic that it had a living centre,
it hung upon a man, there was enough of vital power in Homer for this end;
hlS. Achilles and his Ulysses were each an Atlas, that sustained the wortld in
which they also moved, Virgil made his poem an Aencid instead of following
the example of the cyclic poets; he thus pledged himsclf to his readers that
Acneas should be its centre, its pole, its inward light and life. But he did not
keep his word; he had drawn the bow of Homer without Homer’s force. He
marks perhaps the final transition from the old epic of the first class to the new.
After him we have the epics of facts, the Pharsalia, the Thebaid and so forth.”

W. E. Gladstone, Studies 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 Homer. 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 Ramayana 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.!
This is the reason why a child can easily comprehend Homer lilfe the
wisest. The ability to describe great ideas and 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 Ramayana, 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. Tl}e
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 Mahabharata and the Ramayana 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 ap unavoidable part of religious ceremonies. For the
advantage of [isteners, 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 herojc songs. During the ancient period, the influence of
the two epjcs 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
secure jobs in the court of Muslim rulers, many with great eagerness
learnt Urdy anq Persian, in consequence of which the knowledge of the
Vedas and othe, religious treatises came to be confined to a small
section of the Indjans. But it is a matter of great satisfaction that the
stories of the Purapgs and the epics were widely circulated among the
mass as days rolled on. Brahmanical culture suffered a great set-back,
literary progress was considerably hampered, but these two epics con-
tinued to exert thejp wonderful influence on the mass without any impedi-
thesz lirll\éfsa:ttgaw Arnold states the appealing characteristics of Homeric epics in

“Homer’s . . .. d 1
. boetry s n movement, plain in words an style,
simple and direcy 1, 1. 2t once rapid i - P

tin ideas and poble in manner.”
Matthew Arnold, On Translating Homer, p. 174.
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g]eertilgd Izncdoet;tjzncif time, Ispoken and Writ.ten language‘s of‘ the epic
mpossible. fo o omp (late t;ansformatnon, for W.Ihlch it became
lenmned peort | gene:la. Lea e.r to follow the ?pnc languag.e. So
o ump . ;Inteteste in eepm’g up the p?pl{larlty of the epics left
baving - o u;:ne to translate them in a'll' provmf:tal languages. People
ree access to the original epics have thus secured
goo.d opportunities to relish the sweetness of the epic poems in
their own language. These two epics on account of their unpolished
narration of facts have been translated in European languages too-
So great is the hold of the Mahabharata and the Ramayana 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
Cap.aCily 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 villagers, 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 poems
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
ﬂ?ad. does so to while away his leisure hour and sometimes requests
hfs customer to hear his recitation. He is also often found to carry of
discussions on the stories of the Mahabharata and the Ramayand. 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 veneration.
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 the
Current world affairs, or what is exactly happening in his own country:
but he can easily entertain you by telling some amusing Stories from the
el.)ics‘ A visitor is sure to be surprised to hear long long stories from
hfs lips. If he is interrupted by frequent questions which may be put fo
him regarding the truth of the supernatural elements of those stories,
he gets exasperated and will severely drive you from his shop- A'TV
attempt to change his belief is sure to be frustrated. He holds theb.e
books in great respect. How can he bear such encroachment upon h 1s
belief? Such is the tremendous influence of the epics on the mass Epics
which have influenced mass minds through long years s ould be studie
carefully for a discussion of the epic sources of Sanskrit literature-
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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 Mahabharata is the safest refuge for poets of all ages’—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. Banabhatta in the introductory portion of his Harsa-carita and
Dandin in his Avantisundari-katha have corroborated this remark of
Sauti by paying glorious tribute to Vyasa? and emphasising the literary
prominence of the Mahabharata. The other epic, the Ramayana too,
is another springhead of inspiration to poets of India. One cannot but
agree with Winternitz® when he says that the Ramayana 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 Valmiki either in the very
beginning or at the end of their works.* 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 later
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 Acakhyuh kavayah kecit sam

Akhyasyanti tathaivanye itihpnlty eakaabe pare/

asam imam bhuvi// MBH., I. 1. 24.

2 Namah sarvavide tasmaj Vyasa i
: yasdya kavi-vedhase
f\)/lakre putyam Sarasvatyi yo varsam iva Bhérazam// HC., IS. 4.
artya-yantresu caitanyam Mahiabharata-vidyaya
Arpayimasa tat-plirvam yas tasmai munaye nﬁ;n}:al/I//
Avantisundari-katha IS. 3
3 HIL, L p. 476.

4 Abho, sakala-kavi-sartha-sadharapi khalv iyam Valmikiya subhasita-nibi,
h Vil ' AR., Prastavana,
Sa vah punatu Valmikeh siktamrta-mah .
Onkara 1va varnanam kavioam P.ratha:n: ‘3;32:1?// / RM,
Ksemendra, while giving some informati : ) | himsels
o o o W vk g By maion bt i ahesand b
Madhumaya-phanitindm margadaréi maharsih Rem., L 8.
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CHAPTER 1

Works based on the entire story of the Mababharata
I: KAVYA

The Bbharata-masijari of Ksemendra, the Papdava-carita of Srimala
Devaprabha Siiri and the Bala-bbarata of Amaracandra Siiri are the chief
noteworthy compositions dealing with the entire story of the Maba-
bbarata, and as such they call for special treatment in this portion.

Bbarata-maiijars

The Kashmirian polymath Ksemendra, 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. Inan eulogy
of the poet (Kavi-prafasti) at the end of the work, there are some
verses in which we are told that Ksemendra was asked to make an
abridgement of the great epic.’  From the colophon at the end of the
work, we come to know that he was the son of Prakifendra and was
also known as Vyasadasa.> The aptitude of shortening larger poetical
compositions was so strong in Ksemendra that he made two other
well known abridgements —Ramayana-mafijari and Brbatkatha-maiijari.
Urged by a strong desite to make an epitome of an extensive work, he
was inclined to make necessary omissions and alterations for the logical
arrangement of the narrative of the great epic. Like the Mababbarata,
the divisions of the narrative in the Bharata-mafijari have been made in

patvans, and they are eighteen in number. The supplement Hari-
vamsa too has been drastically abbreviated.

I Kadacid brahmanenaitya sa Rima-ya$asarthitah/,
Samksiptam Bharata-kathim kurusvety arya-cetasa !l
Sa tam fice karomy evam prag etac caritam mama’/,
BM.,KP, 10—11(3)
2 Samipteyam Mahabharata-mafijari ketih kaver Yyﬁsadésﬁpafa‘“amnah
Prakaéendra-sﬁnob Ksemendrasya...............BM., Colophon
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A thorough study of the contents of the first parvan of the
Bharata-manijari 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 of his ability to
turn the original epic, so full of heterogeneous and repetitious elements,
into a unified poem marked by artistic grace and charm. Taking into
consideration the bulk of the legends of the epic to be deale 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 $akuntald in the court of
Dusyanta 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 Aho svam atmajam rajan nabhijanasi sannibham//,
Hina-drstir ivatmanam darpane prativimvitam/ [,
Narhasy apahnavam kartum janann api mahamatih/,
Asatya-rajasah safigad raja rajan na rajate//
Satyam uttama-sattvinam daksinyam kirtiéalinam/,
Adrohah sadhu-vrttanam vilasa-sadanam ériyah/ /,
S'ah.ajasyabhijatasya gunanam ya$asam tathi/
Naitat tavoditam r3jan yan mim vadasi samsadi/ [
Snc.h:isyﬁya.tanam purvam paécad daksinya-bhajanam/,
Naivarhanti paritydgam mananiya hi yositah [/
S“liid-bandhur bhisag daso gurur mantri samaérayah/,
IB;;;;}: ;:;:::vzvtasthisu vidranti-janan aq-llntt}ﬁm/ 1
Kb pannam para-loke prakasakam/
H“r&af;;:a:;hriliy_ananandam g.te_tvim ?meaﬂ)'ate/ /.
Su.kl.‘tcnaiva P]::ma Svarg? "P‘Y“?avar?l.‘-‘a/‘
Saksino'ntab .. i:':r_la lfo nima na sukhi bhavet//,
L 2Sarirastha yasya P

> afica sahaparaih/,
_agantyapahnavérambhe tata

h ko’nyo gata-trapah//,
BM., I, 268-76
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It is not necessary to note the incidents of the Adi-parvan of the
Bharata-mafijari one by one, as the poet has touched mostly upon all
the incidents. The course of the narrative flows in the 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 Aranya-
parvan, but the episodes not mentioned 1n the Kashmiri version of the
Mababbarata in the 11th century are lacking in the Bbarata-mafijari.
Accounts of the temptation of Arjuna by Urvaéi, Karna’s conquest of
different countries and the visit of Durvasas to Yudhisthira are cons-
picuous by their absence in the work of Ksemendra, The Virata-parvan
gives a short account of the Pandavas living incognito, and narrates
the main incidents connected with their residence in Virata’s capital,
In the Udyoga-parvan, the philosophical episode of the Sanatsujatais so
highly condensed that it is quite impossible to form a true idea of the
original from this short section. In other matters Ksemendra 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.
Viduri in place of Vidula. Karna’s dream of Duryodhana proceeding
towards the south seated on a donkey is nothing but a figment of
Ksemendra’s imagination.> In view of the extreme abbreviation of
the narrative, the portion dealing with the description of the assembly
house of the Kauravas (Kaurava-sabhﬁ-vargana) is rather lengthy. The
whole Bhisma-parvan has been completed in 497 verses only. All the
chapters of the Bhagavad-gita have been exceedingly compressed; only
a gist of each chapter is to be found.>  We find there all the eighteen

1 Sinugah Kaurava-patih éona'milyinulepanah/l
Daksinasam brajan drsto maya gardabha-vahanah/ / BM., V. 494
2 The roth chapter of the Gita as found in the Bharata-mafjari consists
of three verses only.
Bhityo’pi me $rnu sakhe prityi yat pratibodhyase/,
Na tattvenamara-gana munayo va vidanti mam //
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. lo1n3 of the
chapters; but it is peculiar that he has on.nttf:d the o:f(;n;lmsu.ucd
70 chaguer of the G (Smddha’mya'blbha%a-yog;izcs of the Gita’s
the same by giving a brief summary of the first Ec:w \;nd el of grest
18th chapter. The description of the bloody warfare a‘- arvan and Salya-
warriors hasbeen given briefly in Bhisma-parvan, .Karll,i PSal a-parvan in

arvan. The incident of club fght is included in the ; .t}'tomuy from
fhe original Mahabbirata, but K§emcndra. has sep aratc.tll] the club duel
the Salya-parvan and gives a different section dcal:jl-]-g v‘;-l\,ran. So far as
of Bhima and Dutyodhana under the name of Gaba_Paotcd. Ksemendra
this division is concerned, another change should be n :

Caricare’ smin pravaram yad yat paﬁ?/asi bhfmfm:t/
Tad aham sarva-bhiitatma na hi kificin maya vma.//«,h“lm'/
Aham V'ignm' aham Siirya$ Candro’ ham Magh:ivan aha
Saflk;l’O' h;rp dhane$a$ ca vahni sura-gufus tatha/ /
Aksaro’ ham aham kalo jayo’ ham bhﬁu;?\l/}{ a\‘?la.mxlzz-24
A, ty-two verscs,
In the original Srikrsna enumerates fully his v:bbumz aln jz;-‘y)’ does not e
so the contraction of forty-two verses into three St;m Vibhiiti-yoga. The
all reveal the particularly attractive character of the er, gives the idea
gist of the 9th chapter consisting of six verses, hOWvatt::r than the gist
of the original Réjaguhya-yoga in a form somewhat. ¢ nce of God and
of the 1oth chapter, The omnipresence and omnipote clearly stated in
the characteristics of persons, who are sure to attain him, Zl;c_
the gist of this chapter. The 9th chapter is thus shortene
Rajaguhyam idam canyat.
Asraddalhano napnoti m
Sarva-kartarj bhiitani ma
Lokah sthitz ng sthita$ ¢
Adhisthitaisa prakrtir m
Asaktam mag na janan

pavitram $rnu Falguna/

am sarnsara-va$ikrtah [ /

yi santi na tesv aham/, '

a mayi vyomniva vayavah//

ayd slite cardcaram’/,

ti malinamogha-daréinah/'/ '

flam vedyam vijam bhavibhavam/,

sarva-kiarana-karanam/ /.
rga-bhoga-labha-kgayikulé.h‘/i

Na prapnuvanti mam §u§ka-kriyi-p'ﬁsﬁa—vaéikgtah'/ /.

Madeka-sarana nityam krtino’ n anyayajinak/ |

Apy an}’a'yoni-sambhﬁtah svayam ayanti yat padam// B/M’ VL 11601,

Sarvam Satva-gatam yaj
Vidanti mam suketinah
Trayi.dharma»ju§ah sva
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bas maintained the number of parvans intact, and in order to make
good the loss created by the differentiation of Gada-parvan, he has
omitted the Anu$asana-parvan and included its episodes and descrip-
tive matters in the Santi-parvan. After Gada-parvan is found a
short account of the incidents of Sauptika-parvan and Stri-parvan.
Episodcs, legends, and fables, sections on Raja-dharma, Apad-dharma,
Mokg.a-dharma, and Sraddha-vidhis, different Gitds ectc. have all
been summarised in the Santi-parvan, which includes, as already
stated, the contents of the Anu$asana-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-vaméa.

Pandava-carita

It is quite interesting to note that not only orthodox Hindu
scl?OIars, but Jaina writers also have attempted to reproduce the
principal story of the Mabibbirats in a poetical garb. Thus Simals
Devaprabha Sari deals with the main story of the Mababharata ik
some  modifications in eighteen cantos. The date of Srimala Deva-
Pl'a.bha Sari cannot be properly ascertained. His priority to Jaina
Rajasekhara is, however, certain, as the latter in his commentary on
the Nyaya-kandali of Stidhara gives some valuable information abott
Srimala the writer.

In this work the poet has not given us a faithful reproduction of
the‘main story. He has left out many portions of the original at his
own discretion without considering whether or not such omissions
Will enhance the literary value of the work. Even the course o
events has been described in an order quite different from that of che
A?abébbimta. In the beginning of his poem, the life history of ony
Santany, Vicitravirya and Bhisma— the common ancestors of the
Kauravas and the Pandavas, has been touched upon. The second

1 Tat-kramiko Dcvaprabha-sﬁtib kila Pigdaviyana-caritram%

- - L - - . s
Sn-dharma-sara-sastram ca nirmame su-kavi-kula-tilakah/ /

This verse is attributed to Jaina Rajasckhara in the introduction ¢
ed, NSP,

(o] the PC.,
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canto is devoted to the story of Krsna’s birth, his wonderful power
displayed in the destruction of numerous mischievous Raksasas and
his installation on the throne at Dvaraka. No such detailed informa-
tion regarding Krsna is available in the Mababbarata, that being the
subject-matter of the Hari-vamia which is regarded as a supplement
to the Mababharata. Ac the end of the same canto, a short account
of Yudhisthira’s birth is given.

Atrer the birth of other sons of Pindu as well as of Dhrtaristra,
the poet turns his attention to the eagerness of the princes to acquire
proficiency in atchery and the use of different weapons from Drona,
their preceptor. Adequate importance has been accorded to the credit-
able achievement of Arjuna and Karna 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, Yudhisthira’s coronation takes place according
to the wish of Pandu. 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 poct could not omit
the Nala story, yet he did not insert it in the order in which it is
?ound in the original epic. The Nala story was told to Yudhisthira
in the Vana-parvan of the Mababbarata with a view to mitigating
his SOfI‘OWS‘dul‘illg his residence in the forest of Kamyaka. The Nala
story in this poetical composition is, however, followed by a descrip-
tion of the .b‘fmiﬂg of the house of lac (jatu-grba-daha), the
killing of H'f-hmba by Bhima, Arjuna’s fight with Mahadeva
dressed as a Kirata, and Bhima’s efforc to bring fragrant flowers for
Dljal.lpadl' The incidents of Jatu-grba-daba and destruction of
Hidimba are found in the Adi-parvan of the Mababbirata. In the

i gnanimity and noble spirit are expressed
by his fervent appeal to s

ninth canto Yudhisthira’s 4

mighty brothers to rescue their arch

enemy Duryodhana from g 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 in an attempt to patch up the conflict between the Pandavas
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 Mababbarata far eaclier, in the Sabha-parvan. In
the next canto, Bhisma lying on his bed of arrows gives salutary
advices to Yudhisthira and ultimately passes away. In the last
three cantos (16-18), the apathy to worldly pleasures of Nemi-
kumara, the rescue of Draupadi from her captivity, the destruction
of Dvaraka and the passing away of Krsna, Baladeva, Sti Neminatha
and Pandavas have been narrated. We hear of the death of
Pandu in the Adi-parvan of the Mababbarata, but here Pandu’s
longevity is to be noted. Due to his inability to rule the kingdom
in old age, he permits his son’s coronation.

It is worthy of notice in this connection, that it was not poetic
urge alone that prompted Devaprabha Sari to compose this poem;
but like other devout brothers of his faith, he was tempted to write 1t
for the purpose of propagating the doctrines of his religion. The
ethical aspect of the Pandava-carita is very distince, While the
spirit and form of the Mahakavya have been kept in view in present-
ing the story of the Mahabbarata, the work is still composed with a
Jaina background, The monkish outlook is prominent in several
cantos, in some of which the method of maintaining direct connection
with the Mababbarata narrative has been completely ignored. Thus
a full canto, namely the sixteenth, is devoted to the description of
Neminitha's indifference to family life and ardent enthusiasm to
acquire knowledge.* In the last canto again Neminatha and the

1 Sriman Nemi-kumiras tu gunair visva-vilaksanah/,
$anta-cetah kvacin naiva ramate’ nya-kumaravat/ /.
Aloukikam tam alokya visayebhyah paranmukham/,
Khedad fce Siva-devi Samudra-vijayam tatah// PC., XVI. 7-8
Nemih pirvam Jino hy eva samsadi pratyapipadat/
Nemis tirthankaro bhavi dvavims$o’ traiva Bharate//,
Samastam api sa strainam trnavac cintayisyati/
Rajyam prajya-bhujosmapi niriho na grahisyati//, PC., XVI. 68-9
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Pandavas become claimants to eternal felicity by the attainment c.)f
em.a.ncipation. Further, the Jaina idea that people can enjoy hapPl'-
ness and overcome difficulties by their strong devotion to Lord Jina
has been preached through some characters of the poem. The
Pindavas’ adherence to Jaina doctrines and devotion to Tircthankara
Neminitha are shown up to the end of the poem,

Such lengthy treatment of the subject-matter with rcligious. and
ethical discussion at places really puts to test the patience of ordinary
readers. The literary merit of the work, in spite of its adhcreflcc
to the form and spirit of the Mahikavya, is not of an outstanding
order; still it must be admitted that its freedom from ovcr—embcllisl?-
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 Sri?, who is also known as Amata-
pandita and Amarajati and is the pupil of Jinadatta Sdri, has
given the entite story of the Mababbarata in his work Bala-bbarata?
The title of the poem indicates that the intention of the poet is to
shorten the story as far as possible. The work was composcd during
the reign of king Vifiladeva of Anhilvid (1247-1261 A.D.).

The structure of the work bears close resemblance to that of the
Mababbarata. Like Ksemendra, he has divided his work in eighteen
parvans, and each parvan consists of several cantos. A short summary

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

Ity abhistutya sastanigam anandasrukanan kiran/,

Sriman Nemi-jinadhitam namati sma yudhisthiral /[, PC- XVIL 51
Prabhor Vaca"a‘Pi)’ﬁ§a-rasa-niryisa-var§i nah/

Anandaikamayin ninyur vasaran Pandu-siinavah | pC., XVIL 82

2 The author composed some seyen works, of which the Padmananda, a

comm, on his friend Arisimha’s Kavya-kalpalata and the Chandoratnavali, a
work on Prosody, deserve special mention

3 Tbe following colophon is found at the end of each canto:—

Sti-] m3datta‘Sﬁf1'51§ya-§rimad-Amaracandra-viracite Sri-Balabharata-
namni mahakavye..,......,..



CHAPTER ONE 9

poet has touched upon, and what has been omitted by him. In the
Adi-parvan which consists of twelve cantos, the genealogy of kings like
Puru, Puriiravas and Bharata, birth of the Kauravas and the Pandavas,
and Draupadi’s svayamvara ceremony have been dealc with in the first
five cantos. To maintain che character of a Mahakavya as described
in texts on alamkara, 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.* This parvan closes with the burning of Khandava
forest by Arjuna who receives weapons from the fire-god. The
assassination of Jarasandha, conquest of different countries by the
Pandavas, performance of Rajasiiya sacrifice, Duryodhana’s jealousy
at the prosperity of the Pandavas and their ultimate departure for the
forest after a defeat in the game of dice form the subject-matter of the
Sabha-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 Nahusa, the kidnapping of Draupadi and her recovery. The
Pandavas’ living incognito in the capital of Virita, the killing of
Kicaka, the seizure of Virata’s cattle and Abhimanyu’s marriage with
Uttara are the events dealt with in the Viriga-parvan, The Udyoga-
patvan deals with the preparations for the coming war in five
cantos. A short description of the battle and discomfiture of
Bhisma is found in the Bhisma-parvan in two cantos. Its departure
from the original is easily found in the absence of the didactic
portions. The death of Abhimanyu, Jayadratha and Drona is the
subject-matter of the Drona-patvan; similarly the Karpa-parvan 1s
concerned with the passing away of the great hero Karna in the

1 Avati pafya $anakair malayanilo® yam

Yal lina-nitana-vilola-vana-prasiinah/,

Asmin viyukta-vanita“jana-tapakari
Jad vina-vrsti-rasiko vilasaty anangah]/ /[,

Tam vikramam vitanute malayanilo’ yam
Kamasya vira iva mani-patakinisu//,

Yena dvirepha-mukharas taravah $iramsi
Prity eva kastha-vapuso® pi vikampayanti/ /. BBh., 1. VII, 21-2.
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battle-field. A short summary of the original narrative 15 to be
found in the following three parvans—Salya-parvan, Sauptika-parvag
and Stri-patvan.  The Apad-dharma, Raja-dharma and Moksa.
dharma have been dealt with in brief in the Santi-parvan. Afrer
uttering some words of wisdom Bhisma passes away in the Anu$asanj.
parvan, Dbreardstra’s departure for the forest in A$rama-vasika.
parvan, destruction of Dvaraki in the Mausala-parvan, Yudhisthira’s
journey towards heaven with all his brothers in the Mahaprasthanika.
parvan and the ultimate ascent of Yudhisthira to heaven after
relinquishment of his physical body in the Svargarohana-parvan, have
all been narrated faithfully in simple language.

Amaracandra’s mode of recounting the main story of the Mabi.
bharata by omitting unnecessary elements is to be commended highly,
From the very beginning, an inclination on his part to leave aside
various cpisodcs, 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-—-saﬂti and
Anusasana—also  has not been kept intact. The episode of the
Srimad-Bhagavad-gita is conspicuous by its absence. It must 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,
bf“ the tf‘“dc“c)’ towards religious edification has not overshadowed
his poetic sense.  Thus the long narrative is allowed to have a
smooth flow without any disturbing interruptions.

2. DRAMA

Of dramatic compositions, the Veni-sambara of Bbatta Narayana
and the Bala-bharata of Rajasekhara deserve consideration here.

Veni-sambara
Numerous  citations  from the Veni-sambara of Bhatta
Narayana by Vamana and Anandavardhana lead us to believe that
the dramatist must have flourished before the eighth —century
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A.D3  The exact date of the composition of the drama cannot be
inferred from internal evidence. The title of the poet Mrgarajalaksman
found in the prelude of the drama is of doubtful significance and
is not, therefore, helpful in determining the exact age of the poet.?
Similatly, the hearsay connecting the Brahmana Bhatta Narayana with
the fabulous king AdiSara 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. S$aradatanaya mentions the work
in his Bbava-prakasa,® but nothing is stated there regarding the
date of its composition.

Bhatta Narayana’s Veni-sambara, a drama in six acts, concerns itself
with an ignominous occurrence narrated in the Sabha-parvan of the
Mababbarats. Duryodhana at Sakuni’s instigation makes arrange-
ment for a game of dice to be played at Hastinapura with Yudhisthira.
This he does with the motive of appropriating the wealth of the
Pandavas. Yudhisthira 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
Yudhisthira ultimately loses his all—loses himself, his four brothers
and even his wife Draupadi who is dragged into the court room,
where Duhéasana pulls her by the hair, and insules her in the presence
of all. Duh$asana 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 Duhéisana and dress
up the hair of Draupadi with a hand besmeared with his blood.

This memorable incident has been dramatised by Bhatta Nariyana
with some additions and alterations. Practically, the drama, while
narrating the episode, recounts the whole story of the Maba-

1 Veni-samhira—V. 26 is quoted in the Kavyalamkira—sitra, IV, 111, 28.

”» »»  —Verses 1. 21 and IIL. 31 are quoted in the Dhvanyaloka,
IL. 9.
2 Yad idam kaver Mrgar3jalaksmano Bhatta Nﬁrﬁyagasya abhinava-krtim
Veni-samhara-namakam natakam prayoktum udyata vayam, VS., Prastivana.
3 Tatha ca Veni-samharah §a§-trim§ad-bhﬁgar_lojjva]ab'/‘

Bhava-prakasa, VIII, 23%
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bbarata. The title has been rightly chosen, as Bhima successfully
retaliates the wrong done to Draupadi by combing her hair with
blood-stained hands at the end of the drama. 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 interest.
Bhatta Narayana has deviated from the original in certain places;
but it must be admitted that his originality has not substan-
tially contributed to the excellence of his drama. The first act
portrays the revengeful attitude of angry Bhima, the resentment of
insulted Draupadi and disappointment of Krsna 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." Bhanumati’s ominous dream in the second act and
its far-reaching implication, and the description of the sudden storm
which is symbolical of the coming turmoil, are additions of the poet.
In the third act, the episode of Raksasi and her husband wandering 1n
the battle-field in search of 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 Aévatthiman and Karna,
with frequent interruptions from Bhima standing behind the scene,
but a further development of the dramatic possibilities of the situation
would have produced a better effect. In act IV we learn of the
death of Duhs$isana and the fall of Duryodhana. The boring recital
of Karna’s death by the Kauraya messenger retards the progress of
the drama to some extent, Minor deviations are to be noted in the des-
C“_P“_on of _‘h.e great battle. Inact VI ¢he entrance of the Riksasa
Carvaka, giving an account of the death of Bhima and Arjuna at the
hand of Duryodhana, ’

‘ _ arouses temporarily an interest in the whole plot;
but his bad motive is rapidly detected with the result that the Raksasa
courts death at the hand of Nakula. The dreadful Bhima with his
whole body reddened wih, blood enters the stage, and fulfils the

. | Tathi ca yad Venyam, Duryodhanasya . Bhanumatya saha vipralambho
tadgée’ vasare atyantam anucitam, SD,, V] 141
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promise made by him long ago. The portion depicting Bhima’s
brutal joy at the fulfilment of his promise is rather ghastly, and makes
his character unpleasant?. Similarly, Bhima’s insulting attitude 1n act
V to the bereaved Dhrtarastra may reveal his revengeful temperament,
but at the same time it shows a deplorable lack of all sense of decorum
and etiquette.

Characterisation in the drama is on the whole satisfactory.
Duryodhana, Karna. Bhima, Arjuna, Yudhisthira are all painted in
their traditional form. Yudhisthira’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 hotror and pathos are not
rare. The author’s strict adherence to the laws of dramaturgy has,
however, evoked strong criticism. Like Bhavabhiti, his fondness for
long compounds and difficule words has spoiled the intrinsic value of the
drama. In spite of all this, the play is highly popular to rhetoricians,
as they find here ample examples to illustrate the rules of dramaturgy.!
Anandavardhana, Abhinavagupta, the author of the Dasardpaka and
others appreciated this drama for 1ts being the store-house of illustra-
tions of canons of dramaturgy.?

Bala-bbarata

Rajasckhara of the 1oth century A.D. occupies an important
position in Sanskric literature for his versatile genius, which found
its expression through various forms of literature. Of his dramas, the
Bala-ramayana is concerned with the entire story of the Ramayans in

.1 Yenakrstasi rajiam sadasi nrpaduna tena Duhéasanena
Styanany etani tasya sptéa mama karayoh pita-Sesany asriji/
Kante! rdjfiah Kurtinam api rudhiram idam mad gada-cirnitoror
Angesv angesu saktam tava paribhavajasyénalas}{opaéan;xai/ /
VS., VL. 41
2 Dafartpaka—1I. 21, 22, 24, 28; II. 2; VI, 1, 20 etc,
Sahitya-darpana—VI. 19, 30, 69, 70, 71, 73, 74; VIL 27; IX, 7 etc.
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ten acts, and the Bals-bharata relates the story of the Mababhbarata.
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 of his
genius. The viskambbaka before the first act opens with a short
conversation between Valmiki and Vyisa. Through Vyasa, the author
pays glorious tribute to the poetic talent of Lord Valmiki® and with
great politeness expresses his desire to begin the drama with the
incident narrating the entrance of the Pandavas in the city of Drupada
for the svayamvara ceremony. Here we find in the first act, a graphic
description of the svayamvara of Draupadi and in the second act
Yudhisthira’s loss of kingdom at the game of dice, Draupadi’s insult
at the court and the departure of the Pandavas to the forest. The
wotk is also known as Pracanda-pandava,® but its  unfinished
character does not at all bear out the significance of the title,

3. CAMPOKAVYA

. Campﬁkivya” refers to a type of poetic composition wherein the
writer employs both prose and verse. There is, however, no hard
:.md fast rule regarding the proportionate use of prose and verse; rather
1t is .left to the discretion of the author to employ them. The mingled
"P_Pllcﬂion of both prose and verse does not entitle it to be included
w1.thin the range of either real prose, or real poetry, as it stands
midway and can pever attain a high literary standard.

I Yogindras chandasam drasta R8mayana-mahikavih/

Valmika-janm3 jayati pracyah pracetaso munih// BB, 1. 15

Idam hi tad Bila-bharatam yasya hi pracanda-pandavam iti namantaram.
BB., Prastavana,

2

The colophon too rups thys: —

Iu mahékavx—éri-Réiaéekhara-kgte pracanda-pandavapara-namni Bala-bharate
nitake .......... )

3 Cadya-padyamayi kicic campiir ity abhidhiyate. KD., 1. 31.
Gadya-padyamayam kavyam campiir ity abhidhiyate. SD., VL. 312.
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Bbharata-campi

The Campii-kdvyas have been composed on the main story of the
Mababbarata; and of such Campi-kavyas, the Bharata-campi of
Apanta Bhatta 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 fow
of his narrative. The poem seeks to relate in twelve Stavakas the
entire story of the Mababhbarata. The first Stavaka gives an account
of Pindu’s hunting, his death, birth of the Pandavas and their child-
hood. The next Stavaka is concerned with Kauravas® hot jealousy at
the overall progress of the Pandavas, and their attempt to kill Bhima by
throwing him into the Ganga. The Jatu-grha-daha, Hidimba-vadha,
Baka-vadha, Pandavas’ arrival at the svayamuvara 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 puc 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 Brahmana, his tour of sacred places, his
meeting with Uldpi, Citrangada and Babhruvahana, his marriage with
Subhadri, his sport in the water of the Kilindi and the burning of the
Khindava 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 R3jasiiya, the
death of Sisupala, the game of dice, the Pindavas’ 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 of the
remaining incidents of the Vana-parvan, namely, the curse of Utvaéi,
the battle with Nibatakavacas, the rescue of Draupadi from the
hands of Jayadratha, Indra’s begging of the ear-rings of Karna, and
Yaksa’s attempt to test Yudhisthira. 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 of writers
of Campii poetry who preceded him, and the prose portion in his
work is marked by the use of long sentences loaded with compounds
and difficult words; yet there are some passages which may be noted
for their easy flow of words. The author has not, of course, followed
everywhere the rule, that prose characterised by Ojas is to be used
only for the depiction of the Heroic sentiment. Stavaka VI is devoted
to the description of the incidents of the Virata-parvan; but the actual
battle involving the rescue of the cattle of king Virata forms the
theme of the following Stavaka, where the Pandavas’ identity is
gradually disclosed to the king. ~Stavaka VIII presents Krsna before

the readers in the rdle of a peace-maker. Herein we find a mother’s

affectionate reluctance to see her valorous son Karna fighting against
her other sons.*  Krsna and Kunti both fail to achieve their respective
mission.? The incidents of the rest of the parvans of the Mahabbarata
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 Yudhisthira is shown
as performing the Rajasiiya sacrifice, and ruling over the kingdom
in a perfect manner. Thus the conclusion of the Bharata-campa
does not agree with the story of the Mahabbarata. The subject-
matter of the Mahaprasthanika and Svargarohana-parvan has been
excluded from this work.

It is worthy of 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 of wotks based on the Mababbarata, in later

Jahihi Radha-tanayatva-buddhim sahaiva Duryodhana-sauhrdena/

Grhana vanya saha dharmy aya me sahodarin dharma-tanuja-mukhyan/ [

R . BCm, VIII. 75.
2 Itivadino Ravi-sutasya manasam

Na nivartate sma Dhrtarastra-nandanat /
Api tu svakiya-tanayan mahabhujad
Anavapya kdamam iyam eva kevalam/ BCrm., V1IL. 80
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ages, omitted and altered the accounts to their own advantages n
order to present a compact account to the readers. This is also the
case with the writer of the Bharata-campi. This work, however,
does not appeal to us in as much as it lacks the vigour and grace of
a forceful composition. It 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 Campi-
kavyas.

4. YAMAKA AND SLESA KAVYA

Mat.y Sanskrit writers displayed their wide command over words
by freely playing with the language. Their tendency to use the
figures of speech, Slesa and Yamaka, 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.

Yudbisthira-vijaya
The Yudhbisthira-vijaya is a Yamaka-kavya by the Kerala poet

Visudeva—a contemporary of KulaSekhara Varman, whose date is
uncertain, but who probably lived between the firse half of the 10th
and the first half of the 12th century. The main story of the
Mababbarata. beginning from the hunting expedition of king Pandu
up to Yudhisthira’s victory over the Kauravas, has been narrated in
Arya metre in eight Afvasas; and che title of the Yamaka-kvya has
been chosen to suit the theme. The poet has freely used Yamaka in
every line, but no laborious efforc 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 stéry of the Mababhbarata, but his Yamakas,
being easily intelligible and distinct, have not made his work tiresome

to readers. Rijanaka Ratnakantha has written a commentary on this

poem,

The birth of the Pandavas, Jatu-grha-daha, the death of Hidimba
and Baka demon and the Svayamvara ceremony of Draupadi form
the subject-matter of the first Asvasa. The capture of Subhadra by
Arjuna is the incident of the second Afvasa, 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 Mabzbbarata story. Some
incidents of the Adi-parvan, some of the Sabba-parvan and the Vana-
parvan, namely, the burning of the Khandava forest, Arjuna’s attain-
ment of celestial weapons from che fire-god, the performance of
Rajastya sacrifice, the game of dice and the Pindava’s journey to

the forf:st are found in the third Asvasa of the work.
verses 1n praise of Krsna

Laudatory
. in this part are really noteworthy. Quota-
1 e
tion of one such verse to show the poet’s commendable ablllty to

manipulate difficult schemes of Yamakas in simple language will not
be out of place h

) ¢ere. No special effort on the part of the reader
1s necessary to understand

4 the meaning of such verses, although
adorned with Yamakag 2

a jagadaimoda- R .
Jay . 125 Ofia fate caranau Saranam gato’smi Damodara te],
aja rusam ari 1 - - . . - . — -
tyaja ru? Pum jagatam prapnuhi caiva prasadam aripufijagatam/ /,
«O Damoda . . . :
0 k m{’ O you interested in the merriment of the world,
en re .
I have ta Uge at your feet. Please give up anger for your
1 YV.,iii, 107.
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enemies and thus receive the felicitation of your (Sudarfana) cakra,
all people and worlds.’

Dhrtarastra’s sadness on the departure of the Pandavas to the
forest, the inspiring words of Bhima and Draupadi to Yudhisthira to
fight with the enemies, and Arjuna’s acquisition of weapons after
his fight wich 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 Virdta-parvan too
have been covered by this fifth Advasa. 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 Gandhatvas, Dharma’s role in the guise of a Yaksa,
the Pandavas’ residence in the city of Virata and the death of
Kicaka—all those incidents have been briefly gone through 10 the
fifch Aévasa. The rest of the incidents of the Virata-parvan, that
is, the seizure of cattle and their rescue by Arjuna, and Abhimanyu’s
marriage with Uttara are found in the Sixth Asvasa. Of course, from
this very part we come to know that the clouds of imminenc war
hang fearfully in the horizon. The next two Ajévisas 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
Yudhisthira’s coronation on the throne of Hastindpura.t

Sukhena naga-sihvaye pure vasan sabha-ratah |
raraksa gam Puriravah pureva san sa bharatah /;

«Yudhisthira, the descendant of Bharata, lived happily in the city
of Hastinapura and seated 1n his assembly-hall, protected the world
like Puriiravas of olden days’

To establish the appropriateness of the title, the poer depicts
Yudhisthira as an administrator intent on securing the welfare of his
subjects. In the concluding portion the poet has not followed the

1 YV, vil, 105,
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original, as he has not mentioned anything about Yudhisthira’s depar-
ture for heaven after making Pariksit the king,

The contents of the Afvasas given above show that the poect has
lefe out many legends, moral stories and dry-as-dust discusstons on
law and politics, which, strictly speaking, have nothing to do with
the narrative of the main story. Like Amaracandra Siari of the
Bila-bbarata, here too the poet has not made any attempt to touch
upon the heterogeneous elements of the Great Epic.

Raghava-pandaviya

In the Raghava-pindaviya, Kavirija whose real name was
Madhava Bhatta, and who flourished under Kadamba Kimadeva of
Jayantapuri (1 182—387 A.D.), narrates the stories of the Ramayana
and the Mababbarata at the same time with the help of Slesa.
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 'hclp him to express his imageries in brief
punning phrases, Kavirdja’s other wotk—rthe Parijata-harana, though
fine, has not attained a celebrity as wide as his Raghava-pandaviya,
for he is best known to us as the author of the Raghava-pandaviya.
He l'\as simply narrated the story of the Pandavas 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
mel'OdY °'f verses; still his wonderful success among those, who tried
thc‘f genius in this direction, has led many to place him on the same
footing with Bana and Subandhu. Kavirija himself holds a similar

inion an . . ; .
og 1 d does not hesitate to express it emphatically in canto. 1 of
his work.?

In che .sele.cnor, of subject-matter, the work bears closer affinity to
the Yudbisthira-vijays of Visudeva. It opens with the hunting
! SUbandh.u t Bér’abhawaé ca Kavirdja iti trayah/
Vak rokt- ' s

marga-nipuna$ caturtho vidyate na va// RP., L. 41.
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expedition of king Pandu, and closes with the coronation of
Yudhisthira as the legitimate king of Hastinapura. In the first canto
the poet gives a short account of Pindu’s hunting, cthe birth of the
Pandavas and their education, the assassination of Hidimba and Baka
demons by Bhima. Draupadi’s marriage with the Pandavas 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 Rajasiya sacrifice, the death of Sisupala,
the game of dice, Yudhisthira’s defeat, the Pandavas’ departure from
Hastindpura 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 Nahusa, Draupadi’s deliverance from the cruel
clutches of Jayadratha, Yudhisthira’s conversation with Yaksa, the
Pandavas’ arrival in che capital of Virata and the deach of Kicaka.
This canto concludes with a shore description of the autumn and rainy
seasons. The following Canto narrates Arjuna’s fight with the
Kauravas for the rescue of Virata’s cattle and Abhimanyu’s marriage
with Uttara. With the failure of Krsna’s embassy described in the
7th Canto, the frightful war thac takes toll of precious human lives,
mainly occupies the atcention of the poet in the succeeding five cantos
(8-12)- Military activities are brought to an end with the death of
Duryodhana in canto XII The work then concludes with the
crowning of Yudhisthira on the throne of Hastinapura,

Several illustrations demonstrating his skill in the application of
the figure Slesa are being shown here. The assassination of Tadaka
and Hidimba is described thus? : —

Visamesu-praharartam tim krtva patato drutam]/
- . L. i
sa Hidimbasya sakalair apusnar pisitasinah [/
) 1/},

By striking her quickly with Rerce arrows Rama surely fed the
birds living on flesh with the pieces of her bOdy.’ (Rémﬁydzm)-
‘By making her (Hidimba) lovesick, Bhima fed the creatures living

1 RP., 1. 84
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on flesh with the pieces of Hidimba who arrived there quickly,
and was killed. (Mababharata).

The following verse depicts Sita and Draupadi shining in full
glory after the termination of the period of their affliction.?

Patyuh pratijiarnava-langhanena sakaficuki saficita-caru-veni/

aﬂalpa-santipa-hutiéa-madhyid vinihsrta rajavadhir vireje//

«Sitd, 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.”  (Ramayana).

‘Draupadi, the daughter-in-law of the royal dynasty, as she came
out of the fire of extreme affliction, shone highly with her dress and

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

In spite of his best effores 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 Slesa. It
1s highly difficule 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 Yudbi;gbira-uijaya, although there the poet
has freely employed Yamakas throughout the poem.

A similar attempt was made by Dh

indavi anafjaya in his poem Righava-
panaaviya.

: Such works of twofold application are descriptively called
Dv:sandhina-kivyas. Dhanan

the son Of.Visudcva and Sridevi. The probable date of composition of
the pocm 1s between 1 123 and 1140 A.D. With homage to Vyasa,
Vilmlk_l afld Da,{ldin he begins telling the stories of the Mababbarata
and Ramayana in 18 cangos with a free and fuent use of double

- of treble-entendre is to be found in Cidambara’s
Raghava-pandava-yaday; ya?

Jaya, also known as Srutakirti Traividya, is

entendre. The use

or Kathatrayi, wherein in three cantos the

1 RP., xiii. 24

2 Descriptive cat, Madyag Govt

. h Orient, MSS Library, xx, P, 7829 f;
also P. P. S. Sastri, Tanjore Catalogue,

VI, P. 2700.
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tales of the Ramayana, the Mahbabbarata and the Bbagavata have been
described 1n the same strain. Many other books of this type were
also composed, but due in all probability to their literary worthless-
ness, they have not been printed.

The story of the Mababbarata was also utilised by Divakara in

his Laksanadarsa for illustrating the rules of Panini’s grammar.



CHAPTER 1I

- Works on the Episodes of the Mahabharata
. KAVYA

Later Sanskrit poets wrote Mahakavyas in strict conformity witch
the rules laid down in books on theories of Poetry. The rhetoricians
were very particular in framing rules regarding the composition of
Mahakavyas, Riipakas, prose romances and other types of poetic works.

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

earliest definition in Dandin’s Kavyadaria.* It is stated in this defini-

tion that the plot of a metrical composition, deserving the title of a
Mahakavya, must be chosen from the stories of Itihasas (viz, the
Ramayana and the Mahibharata), 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 of the rules. Let us now refer to such compositions

which have relation to the story of the Mahabharata.

Kiratarjuniya
In a discussion of epic poems based on some portions of the main

story of the Mahibbarata, the name of the Kiratarjuniya stands fore-

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

! Sarga-bandho mahakavyam ucyate tasya laksanam/

ASit namaskriya vastu-nirdeo vapi tan mukham//

1tih§sa-kath0dbhﬁtam itarad va sad5§rayam/,
Caturvarga—phalopetarp caturodatta-nayakam/ /
Nagarirt}ava-éailartu-candrﬁrkodaya-varnanaib /
Udyina-salila-kridﬁ-madhu-pana-ratotsa\;aih/ /
Vipralambhair vivahais ca kumirodaya-vam-anaih/
M3ntfa'dﬁta'Prayiu_mﬁji-néyakibhyudayair ;api/ /
Alamlfttam asamksiptam rasa-bhiva-nirantaram/ /
Sargair anati—vistirr_xaib Sravy l

! a-vrttaih susandhibhih/ /
Sarvatra bhinna-vreran i, upetam loka-rafijakam /

Kavyam kalpﬁntara-sthﬁy] jayeta sadalamkrtif /| KD., 1. 14~9
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the other two being Sifupila-vadha and Naisadha-carita. In all these
three famous works are narrated elaborately the stories of the Maba-
bbarata, whereas Laghutrayi, which refers to Raghu-vamsa, Kumara-
sambbava and Megha-diita, has no obvious connection with the Great
Epic of India. Only the Kamara-sambbava refers to the Mahisasura
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 personal history. Such is the case with Bharavi, the author of
the Kiratarjuniya. The Athole Inscription of Pulakesin II of 634 A.D.,
in which Bharavt has been mentioned along with Kalidasa, gives us
the lower terminus to his date.? From this source which bears eloquent
testimony to Bharavi’s fame, we can draw cthe conclusion that he
fAourished in the sixth century A.D.

The very name Kiratarjuniya accords well with the plot of the
work, namely, the struggle between Siva in the disguise of a Kirata
and Arjuna. The poet found ample materials in the Mahabbarata for
writing his epic. The original story narrated in the Vana-parvan runs
thus.? Defeated in the game of dice, Yudhisthira wicth his brothers
and wife comes to Dvaitavana for passing the period of 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 often manifest their annoyance at
this distressing turn of event. With a view to removing indifference of
Yudhisthira and rousing him to activity against his adversaries, they
make fiery speeches. In the opinion of Draupadi, they should, as Ksa-
triyas, spare no pains to take up arms against the wicked sons of Dhrt-
arastra for the recovery of their lost kingdom and removal of miseries
that besec their life. Unperturbed by reverses of fortune Yudhisthira
judges the whole situation with utter sobriety and coolness, and dis-
suades [;hima from taking a wrong step that may endanger their life all

1 Yeniyoji nave’$ma-sthivam artha-vidhau vivekina jinave$ma/,
Sa vijayatam Rabi-kirtih kavitasrita-kalidasa-bharavi-kirtih/ /
2 MBH,, IIl. 25-42

4
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the more.  With their present resources, a strong enemy like Duryoq.
hana cannot be conquered, on the contrary the chance of recovering thej,
lost position will recede further. So at this critical juncture nothip
should be done precipitately.  Just at the time when they have beey,
discussing the issue, the great sage Vyisa appears on the scene wigly
the intention of initiating Yudhisthira into the mysteries of a Mange,
known as Pracismrti.  He expresses satisfaction ac che appropriage
decision of Yudhisthira not to fight his enemies without large-scale pre.
parations. He duly instructs Yudhisthira to impart chis powerful know,.
ledge known as Pracismrti to Arjuna, who afcer acquiring'divine power
will surely win victory for them. This knowledge of Pratismrei wij)
highly strengthen the mental faculties of Arjuna, who will soon attajy
the special favour of Indra by practising severe austerities. Gradually
Atjuna will be instructed by Indra to propitiate Siva, through whose
grace he will acquire celestial weapons, and thereby bring about the
downfallof the enemies. Yudhisthira is further advised to remove himselg
to some other forest for safety. In the Kamyaka forest Arjuna learns
from Yudhisthira that mystetious 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 Brahmana standing
at the foot of a tree. In spite of the Brahmana’s repeated attempts to
deter him from the path of penance by mentioning the possible dangers
on that mountain, Atjuna expresses his strong determination to carry on
his purpose undaunted. Highly pleased at the resolute stand of Arjuna,
the Brahmana 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 ac this bold determination of Arjuna and communicate
this matter to Siva, Thereupon Siva in the disguise of a Kirita,
accompanied by goddess Uma dressed as a Kirita woman, goes to
Indrakila mountain to test Arjuna’s sincerity. At that time a demon,
Mika 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
anocher arrow thrown by Siva. Thus doubly attacked the boar lies
lifeless on the ground. Both Siva and Arjuna want to take full
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 Sivalinga which was nearby.
To his uteer surprise he finds that the garlands placed on the Linga
are on the neck of the Kirata. 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
of Arjuna, Mahadeva gives him the knowledge of the use of 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 of the Mahabhirata with slight modifications
is deale with in ornate language in Bharavi’s well-knic poetic com-
position, the Kiratarjuniya, in eighteen cantos. The main deviations
are of minor character and tne original story, therefore, has not been
too wuch distorted, but the method of presentation is unique 1ndeed.
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 general condition of the
subjects, the banished prince  Yudhisthira asks a clever forester to act
as a spy for him. Contrary to the epic, Bhiaravi does not take his
hero to the Kimyaka forest from Dvaitavana, pcrhaps with the i1dea
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 Yudhisthira with Bhima and Draupadi in canto II,
Bharav’s discussions on statecraft bespeak his wonderful power of
writing in a style full of vigour.*

Mostly all the characters of Bhiaravi act and speak like human
beings.  Yudhisthira possesses the cool brain, rational judgment and
farsightedness of a statesman. As such he prevents Bhima from

ytelding to emotions and following a linc of action that will endanger

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

imparts the great Mantra to Arjuna, and at his instance a Yaksa
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.? 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 severc 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 betweeu Arjuna and Siva’s

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

1 Ksaya-yuktam api svabhavajam dadhatam dhama $ivam samrddhayc/,

Pranamanty anapayam utthitam pratipac candram iva praja nrpam//,
Prabhavah khalu kosa-dandayoh krta-paficanga-vinirnayo nayah/
Sa vidheya-padesy daksatam niyatim loka ivanurudhyate/ [
Abhimanavato manasvinah priyam uccaih padam aruruksatah/
Vi“iPita‘“ivartalla-k@amam matam alamvanam atmapaurusam/ [
KAr.,, I 11-3,
Bhujaga-rajasitena nabhah-4rita kanaka-raji-virajica-sanuni/,
Samuditam nicayena taditvatim laghayata $arad-ambuda-samhatim//,
KAr.,, V. 4.
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Mika, all the followers of Siva suffer a cerrible defeat at Arjuna’s
hand.  Then in a direct fight between Siva and Arjuna, the latter
1s about to throw the god on the ground when Siva throws off his
disguisc, and in delighted mood favours him with the special gift of
a divine weapon.

Bharavi has acquired renown for his vigorous thought couched
in a difficule language, and for lofty eloquence in expression rarely
met with in Sanskric Literature,  ‘Bharaver artba-gasravam’ 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.® On account of his acquaintance with the chief
requisites of a perfect style of composition, the poet delineated the
heroic sentiment with the subordinate sentiment of anger in a style,
displaying the special characteristics of the so called Gaudi Riti. A
large number of maxims full of moral and general lessons has enriched
his work. The influence of Kilidasa on Bharavi can be traced in
the graphic description of the Himalayas; buc 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, touching and elegant verses enhance the literary
value of the poem. Ciritics speak highly of the composition of
Bhiaravi for its forcefulness wherein lies the real appeal of his poetry.
It is crue that we do not find in him the lyric touch and superb
grace of Kalidasa’s poetry, still he has received wide recognition for
his refined ideas and thoughttul expressions.

In determining Bharavi’s place in Sanskrit poetry we cannot
overlook the blemishes of his composition. Owing to unending use
of figures and other verbal complexitics, 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 of his work.? But it must be re-

1 Narikela-phala-sammitam vaco Bhiraveh sapadi tad vibhajyate/
Svadayantu rasa-garbha-nirbharam saram asya rasika yathcpsitam/ /.
e . (Comm. Ghantapatha, I5. 6)
2 Devakaninikavade vahikasvasvakahiva|

Kiakarebhabharekaka uisvabhavy_avyabh‘asvani[ |, KAr., XV. 25
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membered that it was difficule, if not impossible for him, to escape
from the influence of his age when undue importance was attached
to rhetorical embellishment and verbal jugglery. Such verbal artifi-
cialities involving the sacrifice of sense to sound found favour with
the writers of the day; and as such this literary tendency is responsible
for the laboured diction of the Kiratarjuniya in some places. The
influence of Bharavi’s Kiratarjuniya is clearly discernible in the poetry
of Magha who used his talent with greater interest in verbal tricks.

Sisupala-vadba

The quotations from Magha by Vimana and Anandavardhana®
during the 8th and gth century A.D. lead us to believe that the poet
must have flourished some time before the 8th century A. D. Maigha
has thrown some light on his personal life through five verses just at
the end of his work Sifupats-vadba. The name of his facher is
Dattaka Sarvasraya and his grandfather Suprabha deva was a minister
of a king. Urged by a strong desite to acquire reputation as a poet,?
he composed this work with great care, and a critical analysis of the
work shows that his attempt to display his poetic ability turned
fruicful,

The Sisupala-vadba of Migha is based .on an episode of the
Sabha-parvan of the Mabibbarata® In order to celebrate the victory
over king Jarasandha of Magadha and win recognition as the sove-
reign ruler of the country, Yudhisthira makes arrangements for the

1 Dhvanyiloka, ed. XSS, 1940, 2nd Uddyota, p. 272=SV,, V. 26 and

o I 53,
Kavyalamkara, V.1 10, V.2. 10=SV., 1. 12, 15; V.1, 13=X. 21 ;
‘ IV. 3. 8=XIV. 14,
Mukulabhagta in his Abhidha-vetti-matrka (ed. NSP. Bombay 1916, p. 11)
similarly quotes SV_ 111, 33 anonymously.

2 St l‘Sé‘bd"‘l'am}'tl-kgta-sarga-samﬁpti-lak;ma

Laksmi-pate$ carita-kirtana-ciru Maighah/
Tasyatmajah sukavi-kirti-duradayadah
Kavyam vyadhatta Sigupala-vadhabhidhanam '/

$V., XX. 84,
; MBH, IL 30-42 4
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performance of a Rajasiiya sacrifice. At the end of the sacrifice, the
invited guests are requested to receive gifts of honour.  Yudhisthira
1s advised by Bhisma to offer the first gife to Krsna, but Sisupala,
king of Cedi, cannot tolerate the i1dea that Krsna will win the distinc-
tion of receiving this first gife. He bitterly objects to this proposal,
and at once starts denouncing Krsna and Bhisma. He narrates the
past activities of Krsna as highly questionable, and asks all che kings
present there to offer strong resistance to the carrying out of Bhisma's
proposal. At last with other kings he decides to create serious
disturbance in thac sacrificial place. Obn account of his insolent
behaviour, he incurs the displeasure of Krsna who has bitter hatred
for SiSupala. Now this exchange of words adds fuel to the flame.
Krsna’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 falls a viceim to death in no time.

Wich this theme Magha composed in twenty cantos a poem
which gained wide popularicy 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 of the descriptive power of the
poet, who emulates Bharavi in as many ways as possible. An
adequate comparison between the Sisupala-vadba and the Kiratarjuniya
exhibics distincely the points of imitation. Here in the first canto, a
departure from the original 1is reflected in Nairada’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 forcstcr’§ visit to Yudhisthira with which commences Bharavi’s
poem. A desire for discussing policies of statecraft is too strong
for Migha to resist; so in the second canto, in the council of war an
elaborate attempt is made for political discussions, in which Balarama
and Uddhava take part.* A similar discourse cakes place in canto

1 Gunanim ayathatathyad artham viplavayanti ye/
Amaitya-vyahjana rajiam diisyas te fatru-samjnitaly/ [
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second of the Kiritarjuniya where Bhima requests Yudhbisthira to take
up arms against his enemies. The importance of the story clement
is now dropped aside, and the poet to his utmost satisfaccion
indulges in digression, like Bharavi, practically over nine cantos
(IV-XII). In the third canto he brings in a full description of
the ocean, in the vicinity of which is visible the affluent city of
Dvaraka; and for proving his metrical ingenuity, he complctcs the
description of the mountain Raivataka in canto IV by employing
twenty-four different metres.  The lovely graces of the six scasons,
the amorous sport of the Yadavas with beautiful women, the calm
and quiet atmosphere of the evening, the sunrise, the spcctaculut
Jamuna with her ever glistening water have all received their due
shate 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 Krsna to Indraprastha in these cantos is treated as lightly
as possible, as the attention of the poet centres round elaborate descrip-
tions. Siva is the favourite deity of Bharavi who, of course, has not
written verses in his eulogy; but Magha does not miss a chance of
adding laudatory verses composed in honour of Krsna 1o canto four-
teen.  These verses are noteworthy for the dignified charm they
convey. The last three cantos are devoted to the description of the
dreadful batcle that occurs between SiSupila and Krsna.  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 emuylate Bharavi has prevented

Sva-Sakty upacaye kecit parasya vyasane’ pare/,
Yanam dhus tad asinam tvam utthapayati dvayam/ [
SV., 1L 56-57
1 Martya-matram avadidharad bhavan mainam inamita-daitya-danavam f,
Améa esa janatativartino vedhasah prati-janam krta-sthitch [/, '
Dhyeyam ekam apathe sthitam dhiyah stutyam uttamam atita-vak-

patham/,

Amananti yam upasyam adarad diira-vartinam ativa yoginah/ [

$V., XIV. 59-60



CHAPTER TWO 33

him from displaying originality. Itis 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 strong 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 deale 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.® 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 manuoerisms which he inherits from Bharavi, we cannot
but apprcciatc 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.

Nara-narayanananda

This i1s a poem in sixteen cantos by Vastupala, also known as
Vasantapila, the minister of king Viradhavala of Dholka. The author,
who fourished in the thirteenth century, was well known for his
liberal views, spirit of toletance 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-kanmudi, Arisimha 1n his Sukrta-sanikirtana and his name is
mentioned with due respect in the Prabandha-cintamani and Catur-
vim$ati-prabandba. He got his poetic name Vasanmpila from Harihara,

X Sakarananarakasa
Kayasadadasayaka/
Rasahavavahasara

Nadavadadavadani//$V,, XIX, 27.
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Someévara and other poets and this is confirmed by his own verse n
the sixteenth canto.! The colophon too at the end of each canto
bears this poetic name.?

In the Nara-narayanananda, the poet touches upon the intimate
friendship of Arjuna with Krsna and the abduction of 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 of kings, assembly-hall, the union of
Nara with Narayana, seasons, the rise of the sun and the moon,
drinking of wine, palaces and the plucking of Aowers. The story
proceeds at snail’s pace through such ornamental descriptions and in
the tenth canto Arjuna is given the opportunity of seeing Subhadra.
Twelfth canto describes the abduction of Subhadraand in the (ifceenth
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. Magha’s influence
is obviously traceable in this composition in many points. Descriptive
imageries, easy flow of language and melodious verses have mainly
enhanced the literary value of this poem. The poet is fortunate

enough to win recognition as the godson of Sarasvati and he himself
has used this title in his work with great pride.?

II. DRAMA

Sanskrit literature is highly rich in dramatic compositions. Due
atrangements were frequently made on different occasions for the

staging of Sanskrit dramas. Learned people derived great satisfaction

not on 1 .
ly from recitals of notable poems, but also from different dra-

1 Khyatam prapa Vasantapila iti yo namadvitiyam muda/

Vfdv’ailbhil? parikalpitam Harihara-§ti-somagarmadibhih [ | NN.,XVI. 38
2 lu sn-gur)areévara-mahimitya-éri-vasantapala-

viracite Nara-narayanananda-namni mahakavye

ura nrpa-vs 5
p E_’ "VarRano nama prathamah sargah. NN.. Colophon, 1
Nara-narayananando pj o

: nama kando mudamidam/

Tenektcna mahakavyam Vagdevi-dharma-sanuna/ [NN., XVI1. 40
The work appears to have been composed between 1220 and 1230 A.D.
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matic 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 fruitful
only when a dramatic performance won the appreciation of the learned
audience.!

While writing dramas, dramatists were particularly careful about
selection of plots, art of presentation, characterisation and delineation
of sentiment. While defining Nataka, Visvanatha has stated
‘Naitakam kbyata-vrttam syat’.? The subject-matter of che drama
must be well known; although provision for invented plots too has
been made for other types of the Ripakas. Without the slightest
hesitation the dramatists, therefore, borrowed freely the themes of
their composition from the two epics, the Purianas and the Brhatkatha
of Gunadhya. Here we discuss the influence of the Mahabbarata
on SanskritLiterature from the point of subject-matter, and concentrate
out attention on the dramas connected either with the main story of
the Mababharata, or with the subsidiary legends which, through the

clever handling of rhapsodists, gradually crepe into the heroic epic

of India.

Dyramas ascribed to Bbasa®

The discovery of the thirteen plays ascribed to Bhasa has greatly

enhanced the value of Sanskric 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

1 A paritosad vidusam na sidhu manye prayoga-vijianam/,

Balavad api $iksitandm dtmany apratyayam cetah [/ AS., 1. 2
2 SD., VL. 6.

3 All the dramas are ed. in TSS. 1g12-15 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 1mn two
volumes by W. C. Woolner and L. Sarup, Oxford Ubiversity Press. 1930-31-
A. D, Pusalker has made a critical analysis of all these plays in his book

“Bhasa, a Study.”” For a bibliographical note see S, K. De, Hist. of Skt.
Lit,, p. 102, vol. I, ed, 1947.
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must discuss only those plays which are directly concerned with the
Mababbarata. In the dramas, Data-vakya, Uru-bbanga, Karpa-bbara,
Dita-ghatotkaca, Madhyama-vyayoga and Paficaratra, the author has
drawn his plot from tne Mababbarata. 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.

Dita-vakya

The Drama Dits-vakya mainly deals with the part played by
Krsna in the Udyoga-parvan of the Mahabharata as a messenger of
the Pindavas to king Duryodhana.! 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
Bhisma. At that time the arrival of a messenger from the Pandavas
is reported in that council chamber. Duryodhana, on learning of
Krsna’s arrival as an emissary, is greatly displeased and expresses his
unwillingness to see him. When Krsna 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
Krsna to give back the legitimate share of the Pandavas, he laughs

at the idea and utters insulting words to Krsna. In the midst of a
wordy duel, Duryodhana orders
that is

Duryodh
avail, as

mind at ¢

the arrest of Krsna on the spot, but
not carried oyt by his followers. Highly enraged at this
ana himself tries to enchain him, but his efforts are of lictle

Krsna 4ssumes a world-wide form. Losing his balance of
hat critjcal juncture,

o annthilate the whole Kauray
of his great Purpose of kil
burden of the earth,

disappear and Krsna,

Kesna urges his chief missile SudarSana
a race; but he is immediately reminded
ing all the sinners for lessening the
All his missiles led by Sudarfana gradually
whose anger subsides fully, makes up his mind

s early a5 possible.  Dhrtarastra appears on the

scene and duly honouys Krsna

1 MBH-, V. 122.9
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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 of the Kauravas; no mention 1s made of other heroes of
different tribes that cake 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 Pandavas. In the epic Bhisma,
Drona, Vidura and even spiritcd Gandhari try in vain repeatedly to
induce Duryodhana to agree to Krsna’s proposal; but In 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 Krsna
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
Krsna on his arrival.  With the picture in his hand Duryodhana
ucters joyfully :?

Esa khalu Draupadi

Duhsisana-paramrsta sambhramotfulla-locani/
Rahu-vaktrantara-gata candra-lekheva Sobhate./ /

«Here stands Draupadi who, touched by Duhéasana with her eyes
expanded due to fear, looks like the digit of the moon in the jaws of
Rahu.’

The dialogue in the epic 1s lengthy and monotonous, but in the
drama it is interesting and at the same time reveals the special traits

of the character of Krsna 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.? The whole burden of administration has devolved

1 DV.,1.7
2 Duryodhanah—Bho dita ! na janati bhavan 1'5jya-vyavahiram——
Rajyam nama nrpatmajaih sahrdayair jitva ripiin bhujyate

iTal loke na tu yacyate na tu punar dinﬁya va diyate
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upon him, as no importance has been given to Dhrtarastra as a king
in the drama. Duryodhana’s instruction to his followers not to hon-
our Krsna and his subsequent reproach to bis chamberlain for describ-
ing Krsna as Purusottama by such words as:—*Kim kim Kamsa-
bbrtyab Dimodaras tava Purusottamab, sa Gopalas tava Purusottamab.!
“What isit? Do you regard Damodara, the servant of Kamsa as
best of men? Is that cowherd your best of men?’—bring his animo-
sity for Krsna to the full view of readers. The divinity of Krsna
has been fully emphasised, as he has been all along identified with
Viasudeva, Narayana, Visnu and Tridasadhyaksa.  Duryodhana’s
haughty and contemptible remarks retard the prospect of an amicable
settlement and actuate Krsna to appear in his universal form. The
author’s originality in bringing the weapons of Krsna has no charm
in it, as no useful dramatic purpose is served by the introduction of
different weapons. The speedy atrival of Sudarsana and its disappear-
ance with all other missiles without appreciable development of the
plot can hardly be harmonised with the situation, where both Duryo-
dhana and Krsna strongly wish for each other’s destruction. After
Duryodhana’s exit, Krsna 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
after Duryodhana’s departure from the stage—*] too must go back
to the Pandavas’ camp,” and the old king’s fecble voice entreating
Vasudeva not to leave the stage was heard behind the scenes.

Tl'lis one-act drama which is 3 Vyayoga, would have been more
attractu(c and better completed if the poet did not seek to compress
the. cpisode too much, A dramatic composition must be full of
action; mere speeches are not enough. The theme is short, still ic

has dramatic possibilities which, if properly developed, must have
enabled the dramatist to bring his genius into full play.

Kanksa cen nrpatitvam aptum

) i ¢ acirat kurvantu te sahasam/
svairam Vva pravifantu $anta.

matibhir justam $amayasramam //

DV, 1. 24
1 DV, L p 443
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Urn-bharniga

The Ura-bhariga, which is an instance of Utsrstikinka, is a fine
dramatic composition. The notable incident of the club-fight* between
Duryodhana and Bhima, resulting in the smashing of the thigh of
the former, has been cleverly dealt with in this drama. The whole
battle-field of Kuruksetra 1s a scene of 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 bactle-field,
Bhima and Duryodhana struggle long to gain supremacy over each
other in the presence of Vyasa, Vidura, Balarima and Krsna.  Though
bulky and of superior physical strength, Bhima is fiest overpowered
by Duryodbana to the utter consternation of the supporters of the
Pandavas in that club-fight, Duryodhana, however, expresses his
desire to spare the life of Bhima, who is now encour’aged by Krsna
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 facally. Wich his broken thigh Duryodhana falls on
the ground, helpless and dejected.  Bhima then, elated at his success,
leaves the spot on the advice of Vyasa who readily proceeds to heaven.
Greatly enraged at the . uncxl_)ected fall of his disciple, Balarama
expresses his desire to kill Bhima, buc it is Duryodhana, his beloved
pupil, who requests him not to .translate his thought into action by
pointing out that this fateful incident has occurred according to the will
of Krsna; and that he is deceived not by Bhima but by Krsna, and as
such, no fruitful purpose will be served by killing Bbi:ma. Then
Dhrtarastra, Gandhari and Duryodhana’s son Durjaya are introduced
to the audience. The parents’ lamentations at the passing away of
their last son are touching and heatt—tending. Duryodbana'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

1 MBH., IX



40 EPIC SOURCES OF SANSKRIT LITERATURE

prestige of his own dynasty. A§vatb5mau. now makes a vow to kill the
Pandavas at an early date and crown Durjaya as an emperor.

“Somc comments must be made on the construction of the play
whieh contains sixty-six verses in one act a'one. In the very beginning
of the drama, the dramatist, by a full description of the bflttle-ﬁcld
on the eighteenth day of the great war, has not done justice to the
real theme of the play, as that really hinders the coml.ncncement' of
the main plot. For his stricte adherence to the dramatic convention
forbidding direct presentation of a fight on the stage, the poet favours
an indirect mode of narration in the frst part of che Rlay. . The
whole description of battle, battle-ficld and club-fight is given in the
introductory scene (Vig/eambhaka) by threc soldiers who recite verses
m turn. A direct description of the club-fight would have produ.ccd
a better dramatic effect.  Several innovations of the poet have l.IClgh-
tened the value of this dramatic composition, Perfect delinearton of

the heroic sentiment coupled with the sentiment of 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 from the epic. A vivid picture of the change of mind of

Duryodhana bears eloquent testimony to the excellence of the human
element in the great hero.

dissuades all his well-
by Bhima,

With a plous resignation Duryodhana
wishers from avenging the wrong done to him

In the epic revengeful Duryodhana, exceedingly satisfied
at the news of night-raid on the

Pandava camp, breathes his last;
but in the drama,

Duryodhana becomes too

much accommodating,
for he seeks to pacify angry Balarama .1

Pratijfidvasite Bhime gate bhracr-

sate divam
may1 caivam gate Rimal

vigrahah kim karisyati/ [
‘O Balarama, Bhima has fulfilled his
brothers have gone to heaven and I too
purpose will be served now by warp’

promise, my hundred
have fallen thus, so what

In order to make the tragic scene all the more poignant, Dhrta-

ragtra, Gandhar, queens of Duryodhana and Durjaya 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:?

Hrdaya-priti-janano yo me netrotsavah svayam],
so’yam kala-viparyasac candro vahnitvam agatah//

“Tius crescent moon, who was a source of 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 Balatima on the scene to have some scope
for describing his wrath as well as to bring out some inner traits of
Duryodhana’s character. Bhima is encouraged by Arjuna to strike
Duryodhana on the thigh in the epic, but here that is done by Krsna.
The reference to Durjaya’s coronation is an invention of the poet.?

Karpa-bbara

In this one-act play Karpa-bbara which is a Vyayoga, generosity
and magnanimity of Karna are shown in glowing terms. The drama-
tist foreshadows the coming danger through the words of a royal
officer just before the entrance of Karna and Salya on the stage. Then
spectators are introduced to Karna, 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 Pandavas who are his brothers. While pro-
ceeding with Salya, he tells him the story® of acquiring proficiency.
in the use of arms from Para$urama without disclosing his identity to
the sage. Once the cold blood flowing from his wound made by 2

1 UB., I 43
2 Pitr-vikrama-dayadye rajye bhuja-balarjite/,
Vinabhisekam raja tvam viproktair vacanair bhavay/

UB., L 6
MBH., XII. 3 >
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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 of his real
identity, he cursed him with the words that Karna’s knowledge of
weapons would not stand him in good stead in times of danger. This
thought mortifies him greatly. On his way to the battle-field he 1s
encountered by a Brahmana arriving there with the motive of asking
for the natural armour of Karna. In spite of the warning note of
Salya, Karna is kind enough to fulfil the desire of the Brahmana who
is no other than Indra in disguise. Indra, however, confers on him a
weapon named Vimala through an angel. Then Karpa hastens to the
battle-field with Salya. This well-known incidentis found in the
Vana-parvan of the Mababharata.?

The epic story has been here much simplified in a dramatic form.
In the epic, Indra comes in the disguise of a Brahmana to have

Karna’s armour as a gift for facilitating his destruction in the hand of
Arjuna when the Pandavas have been living in the forest. To make
his destruction more pathetic the dramatist has, however, brought
Indra for the same purpose on Karna’s way to the battle-field. Noble
traits of Karna’s character have been distinctly brought to light, as
the dramatist has made Salya less intetfering in the matter of making
a gift to a Brahmana. Karna himself expresses the desire of giving
everything he possesses to a Brihmana including bis 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
Karna’s glorious character can be formed from the following verse?
Siks3 ksayam gacchati kala-paryayat
Subaddha-miila nipatanti padapah/
jalam jalasthana-gatam ca Susyati
hutam ca dactam ca tachaiva tisthati/ /

‘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.’

1 MBH,, Il 284-94
2 KB, I 22
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In the epic the sun-god, appearing 1n a dream before Karna, for-
bids him not to give his armour and ear-ring to Indra if he comes in
the guise of a Brahmana. Finding Karna’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 Karna 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. Karna of the play is all along more pious and noble than the
Karna of the epic.

Dista-ghatotkaca

In the Dita-ghatotkaca, Bhima’s son Ghatotkaca 1s sent to king
Dhrtarastra with the message of Krsna. When Arjuna is heavily
engaged in fight with the Samsaptakas, his son Abhimanyu 1s brutally
murdered by Jayadracha and others. Highly distressed at the news
of Abhimanyu’s death, Dhrrarastra requests Gandhiri to go to the
bank of the Gangd for oftering funeral oblations to their sons, who,
he anticipates, would soon fall victim o death for their gross miscon-
duct and cruel persecution of the innocent. Duryodhana, $akuni and
Duhsdsana, 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 Dhrearastra of the dread-
ful message of Krsna which intimates to him the imminent death of
his sons. Dhrtarastra shows great restraint even when Krsna’s message
is rcported to him, and his words bcspcak his respect to Krsna; but
others present there Jaugh ac the messenger and use insulting language
about Krsna. Duryodhana wants to spare Ghatotkaca as he is an
envoy,® but Ghatotkaca expresses his desire of fighting chem single-
handed. Timely intervention of Dhrtarastra avoids an undesirable
sitcuation.  On  being asked by the envoy for a reply, Duryodhana
says that he will give an appropriate reply with his arrows in the
battle-field. Ghatotkaca too, reminding them of the dreadful vow of
Arjuna, leaves the place in hot haste.

1 Ditah khalu bhavan prapto na tvam yuddhirtham agatah/
Grhitva gaccha sande$am na vayam diita-ghatakah/ / DG., L. 48
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The dramatist’s desire to maintain the epic mood and status of
all characters is cleatly discernible.  Dbhrtaristra’s respectful attitude
to Krsna, Duryodhana’s insolent stand in all situations and disregard
for Krsna, Sakuni’s proneness for flattering Duryodhana have all been
touched upon ; but the incident dwelt upon in this one-act drama is
not serious enough for perfect characterisation. Ghatotkaca’s outspoken
remarks’ as a messenger in some verses reveal the frankness of his
character. The idea of Ghatotkaca’s embassy, totally unknown in
the epic, 1s an original one; but the incident 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 remarks? has been satisfied by the situation
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
iﬂt.Cl'CSt can be kept up solely by a harmonious blending of words and
acnc.m. 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 Ghatotkaca’s embassy, though original,
has no noteworthy dramatic value in it.

Madbyama-vyayoga
In the Madhyama-vyéyoga the poet has dramatised a story of his

.own invention and brought in several epic characters. While roaming
in the forest, a Brahmana with his wife and three sons is greatly

frightened by lhft hot pursuit of the demon-faced Ghatotkaca,
accustomed to taking a man everyday for the meal of his hungry

1 I\.h tu jatu-grhe suptan bhratrn dabanti nidacarah
Sirasi na tatha bhratuh patnim spréanti niéicarﬁl; /
N.a ca suta-vadham samkhye kartum smaranti ni}?ﬁcm‘ﬁh
Vikrta-vapuso’py ugricara ghrna na tu varjita/ | DC;-. L. 47
2 Dhrtarasttab—Aho hasyah khalu tap
Sakunih

. asvi Karnah
'—Yi-idl syad vakya-matrena nirjiteyam vasundhara/,

Vakye vakye yadi bhavet sarva-ksatra-vadhah krtah//,
DG, L. 44
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mother. At that time the Pandavas have been living in that forest,
but on that very day they had gone elsewhere; only Bhima is taking
exercise in the midst of che forest. Ac that critical hour the Brahmana
is engrossed with the thought of speedy deliverance from the cruel
clutches of the demon Ghatotkaca who, 1n spite of his general respect
for Brahmanas, is compelled to request one of the Brahmanas to follow
him for his mother’s meal, as no other man is available on that day.
At last it 1s decided that the second son (AMadbyama) would follow
the night-ranger.  Ghatotkaca, however, allows Madbyama to drink
from a nearby lake, but growing impatient at his delay calls him at
the top of his voice as “Aadbyama”, “Madbyama.” Thereupon
Bhima, thinking that he is being called by the name of “Madbyama”,
approaches Ghatotkaca. On his arrival the Brahmana entreats Bhima
to save the life of his son. Bhima, full of compassion, promises to
protect his son.  On Ghatotkaca’s refusal to set free che boy, Bhima
agrees to follow him for the meal of his mother. Ghatotkaca first
tries his best to carry Bhima by force, but he fails miserably in his
attempt to do so. Then Bhima follows him of his own accord, and
the highly satisfied Brahmana leaves the place. Hidimba, recognising
her husband, orders her son to show due respect to his father. The
title ’Madhyama-vyayoga’ is an appropriate one as it clarifies the story
clement and at the same time explains the nature of this dramatic
composition.

In the epic Bhima 1s said to have married the female demon
Hidimba, and Ghatotkaca is the issue of that union. In the drama
Bhima fights with Ghatotkaca without knowing that he is his own
son, but this motif of a father meeting and fighting his own son
unawares is not an original one. The story of the Brahmana and
three sons is not connected in the epic with Bhima and Hidimbi
legend. SunahSepa Akhyana of the Aitareya Bribmana® must have
considerably influenced our poet in adjusting this Brahmana story with
the epic tale. With a little more extension at least over another act,
the situation could have been developed more perfectly. The

1 AB.,, XXXIII 1-6.
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dramatist’s originality lies in the proper selection of the situation for
inserting this well-known story in the midst of an epic tale, but his
tendency to confine Mahabbarata plays to the narrow limic of a

single act curbs his dramatic power and hinders the spontaneous
development of the subject-matter.

Panicaratra

The Ramayana plays ascribed to Bhasa are much bigger in extent,
but of the Mababhbarata plays, only the Paficaratra extends to three
acts. In it the poet seeks to dramatise the battle of the exiled
Pandavas with the Kurus in connection with the cattle-raid—an
incident selected from the Virata-parvan.? It illustrates some important
characteristics of Samavakara.

The drama Paficaratra is so called because the preceptor Drona
has to bring to light the whereabouts of the Pandavas within five
nights, so that they may get their legitimate share of the kingdom.
This condition® is made by Sakuni and supported by Duryodhana
himself in the presence of Drona who insists on his returning the due
share of the kingdom to the Piandavas. 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 dramatist. A summary of
the play will clarify how he seeks to introduce notable new elements
on a large scale.

Atreer s?ucccssful completion of a sacrifice Duryodhana pays
respect to his Supt’.l:iors who bless him in their turn.  When the kings
invited m.the sacrifice are being introduced to Duryodhana one by
one, A.bhxmanyu too is bfought before him, but the malicious Sakuni
places 1n ffo’“t Sahédeva, the son of Jarasandha; so the latter receives
Duryodbana’s blessings. Casting his glance on that vast assemblage

of kings, Duryodhana does not find king Virata there, so he suspects

some duplicity on the king’s part. Finding tears in the eyes of his

preceptor at the time of paying daksina, Duryodhana promises to pay

1 MBH.,, IV. 24-62

di  pancaratre i an3 : T =
z Yadi p "3 Pandavanim pravretic upanetavyd, rajyasyardham

pradésyati kila. PR., p. 386
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any thing his preceptor wants, whereupon Drona gets a golden oppor-
tunity to ask for the legitimate share of the kingdom for the Pandavas.
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 Drona is able to bring the news of the Panda-
vas within (ive nights.  After accepting this challenge Drona consules
Bhisma for bringing to light the whereabouts of the Pandavas as early
as possible. A message sent by king Virata explaining his inability
to attend the sacrifice due to the destruction of one hundred Kicakas
by some unknown person gives Drona some clue in regard to the
secret activities of tht Pandavas.  Bhisma with Drona and other
leading Kauravas marches towards the Virata capital for a cattle-raid.
King Virata, fecling uneasy at this sudden invasion, confers with
several persons, but meanwhile che prince with B_rhannali—Arjuna
in disguise, sets out to resist the Kauravas. King Virata 1s highly
jubilant on learning of the grand success of his sons in repulsing the
ferce attack of the Kauravas. Abhimanyu, fighting on side of the
Kauravas, is defeated and brought in front of king Virita who does
not hesitate to honour the hero properly. Prince Uttara then dis-
closes the identity of the Pandavas. Being requested by Virita to
accept Uttara, Arjuna agrees to accept her as the bride for his son.
Then au invitation to all the Kauravas 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 Pandavas have surely assisted Virata 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 Uttara clarifies the whole position. Drona, who approaches
Duryodhana for the fulfilment of his promise, is highly happy as
the lacter agrees to give the Pandavas their due share of the kingdom.
In the epic, the chief motive of the cattle-raid is to divulge the
secret existence of the Pandavas in the capital of Virita, 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 Virata find full
expression through his large-scale arrangement for the warfare. The
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character of Duryodhana as depicted in th epic does never permit us
to come to the conclusion that he would promise to give the Pindavas
half the kingdom. In the drama, the incident of the cattle-raid has
been simplified and described in a quite different setting. It gives
Drona an opportunity to gather information about the Pandavas within
five nights. In all his plays based on the story of the Mahbabbarata
except Dita-ghatotkaca, the poet is all along making a persistent effore
to delineate the character of Duryodhana in a manner quite different
from that of the epic. In the drama Ditsa-vakyas, however, Duryod-
hana’s distegard fer Krsna is fully shown, but the author has brought
to light other commendable traits of his character at the same tme.
The dramatist has really succeeded in emphasising the magnanimity
of Duryodhana’s character in the Paficaratra. Duryodhana is not
depicted as wicked and malicious, but he is soft-hearted, considerate
and respectful.r  His sympathetic behaviour to Abhimanyu cannot
escape our attention. Karna’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 Drona, the simple rustic life of shepherds, the conversation
of Bhima, Abhimanyu and Brhannala, the very idea of Drona’s
promise—these are the new elements added to the kernel of the epic
story.  The title of the play is well selected as it refers to Drona’s
promise to bring the news of the Pindavas within five nights. No
such intention on Drona’s part is found in the epic. By a happy
conclusion with the utterance of Duryodhana at the end of the play;®
Vadam dattam r3jyam Pandavebhyo yatha-puram’/,
mrte’ pi hi nardh sarve satye tisthanti tisthati//,

“Yes, 1 have given the kingdom to the Pandavas as it existed prcviously
Persons clinging to truth are remembered even after their death.’

Tfefﬁm t3jya-pradanirtham angtam kathyate yadi/
Rajyasyardham pradasyami yavad drste Yudhisthire /[,

PR., III. 21
2 Pl..{;" iii’ 25‘
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the dramatist removes the possibility of the terrible battle which is
the central point of the Mababbirata. The poet has displayed his
dexterity in composing one-character play like the Karna-bbara, but
here he has touched upon many characters with the same efficiency.

Subbadra-dhanafijaya

For discussion of other plays suitable for this section, we now
have to turn our eyes centuries forward. Attempt similar to that
ascribed to Bhiasa was made at a far later age by Kula$ekhara Varman,
the Kerala prince, who is believed to have lived between the first half
of the 1oth and first half of the 12th century. He was inspired to
write the drama Subbadri-dbanaijaya dealing with the elopement of
Subhadra with Arjuna. This love-theme of course is the mainspring
of inspiration to other writers too. Madhava Bhatta, in his Subbadra-
barana, has skilfully handled the same plot in one act without senti-
mental descriptions, and without any attempt to sacrifice the interest
of the theme to an exaggerated love of diction. Kulasekhara Varman,
however, in five lengthy acts has complicated the main issue by the
introduction of the marvellous elements at every step. So far as the
handling of the plot is concerned, this drama shares the same defects
with the Tapati-samvarana, the other known work of the same
playwright. The original story, as narrated in the Adi-parvan of the
Mababbarata, * will be recounted in our discussion on Madhava
Bhatta’s Subbadri-barana; KulaSekhara Varman’s innovations and
deviations are treated here briefly.

In the first ace, Subhadra’s rescue by Arjuna from the cruel
clutches of the demon Alambusa, 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
Urvaél’s deliverance from the wicked demon Keéin at the hand of
king Puriiravas flashes before our mind’s eye, as we read the first act
of the Subbadra-dbanafijaya. Kailidasa’s influence in both the dramas
of Kula$ekhara Varman is clearly noticeable on such points. In the

1 MBH, L 210-3
7
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Tapati-samvarana, the ear-ring found on a slab of stone l?y the Zl;l):l’::
makes the king Samvarana think of the owner and its marv 1
effects are shown frequently to enhance the supecrnatural atmosp ’E’;e
of the drama. Here a similar purpose is setved by the valuable
wrapper of Subhadra set with jewels. . ' .
Arjuna on his arrival as a traveller in the city oE_Dvara <a 1s
cordially received bv Sankarsana and Viasudeva. Subhadri too bpays
her due reverence to this traveller but fails to recognise him as Arjuna.
The dramatist with a view to increasing the dramatic interest ?E the
plot, has created confusion in Subhadra’s mind regarding her passionate
love for three petsons—Arjuna, her saviour from the hands of f‘\lﬂmb‘ﬁa
and the traveller, Her mental uneasiness reaches its climax just  prior
to her decision to court death to ward off sins resulting from her loYc
for three persons—the inevitable moment which the Sanskrit dramatist
seeks to make the hero appear before his disappointed ]ad.y—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 a.nd
Madhava remembered by Arjuna in that critical situation at once arfive
there, and make all arrangements for the celebration of their wedding

ceremony.  Balardma’s natural outburst of anger at the abduction of
Subhadri has igs inevitabl

but it subsides after the j
and quiet attitude to
to punish Arjup,,

absence in the drama, |p the last act, the dramatist’s inclination to
complicate the final unjon by showing the attempt of the hero to com-

mit suicide afger hearing a rumour about the death of his beloved, is
manifest in this drama

e culmination in his encounter with Arjuna,
ntervention of Vasudeva, Balarama’s calm
prevent his followers from following a hasty stFp
as found in the original, is conspicuous by its

. L Tt )
In the Tapati-samvarana, Mohinika’s

appearance in disguise before Rambha and the king satisfies the
dramatist’s tendency

to create an intricate situation ; but in the

S“bbadrﬁ'dban“ﬁi“ya, that role has been played by goddess Katyayant,
Dt motive, The goddess, delivering Subhadri
Raksasa Alambusa trying again to 'capcure her,

in the disguise of Draupadi receiving the new

of course with a differe
from the hands of the
appears before Arjuna
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bride, and Arjuna’s confusion runs high. The environment regains
its natural warmth only when the goddess explains cleatly the part
played by her in this affair.

Kuladekhara Varman 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 difficule 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 interest
of the work.

Nirbbaya-bbima

The Nirbbaya-bbima, a Vyayoga in one act, gives a short account
of Bhima’s heroic encounter with the Baka demon. The Jaina Acirya
Hemacandra’s pupil Ramacandra Sari', 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 1n
this work. Dhananjaya’s heroic exploits have been dwelt 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 Mababhirats.2 During the Panda-
vas’ stay with Kunti in the house of a Brahmana as guests in the city
of Ekacakra, they come to learn that the citizens pass

- their days in
anxiety as Baka, a demon, demands one human being from among

1 Réamacandra in the prologue speaks of himself—§rimad acarya-
2 - z
éri-Hemacandra-Sisyasya  prabandha-$ata-kartur mahikaveh Ramacandrasya
bhiyamsah prabandih... . ...... ’

2 MBH,, L. 145—52
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= nes
Brahmana comes,

his daily food. Now when the turn of 316 o send any
hem as In . . ) . nd no
'l:c makes up his mind to sacrifice his own life ?i from doing so by his
) .

her member of the family, but he is pr_ev'entc beir cunversation.
Otf d g daughter. When Kunti listens to t in spite of
wife and youn : icked demon in s

to the wicke
she proposes to send one of her sons . know of his mother's
the opposition of the Brahmana. Coming to osal. Then Bhima
i ion, Yudhisthira too supports her proposal. |

good intention, i he abode of the demon, who

: 1 oes to the
with a huge quantity of food g for him in his very presence, gets

: 1 i nt fo i 0

seeing Bhima eating the food meant ful ateempts to strike Bhima
infuriated and makes severa] unsuccessful a

. : and this bringg
with uprooted trees. Bhima ultimately kills the demon g
great relief to the inhabitancs of the city.

1ot i dlit of
There is a slight difference from the original in the handling

- . . . e een left out of
the plot.  Kunti, so prominent 1n the ongmal, has b
this dramatic composition,

although her wedding ceremon
sometime after the slaying of
beginning of this work, Bhima
her the charming regions of th
Baka demon, Bhima comes to

utters with extreme sadness
nobody to help the people of

aged mother and wife of the
the Baka demon ¢a

him to make the f

Draupadi instead has been brough,
" i have taken place
y 1s mentioned to
Baka in the original. In -thle very
enters the stage with Draupadis 1owing
forest. From an -attendant of .
e forest. . ne
know of his nefarious activities 3,4
no _ .
‘asarano’ yam jiva-lokah’. ‘There i
this rcg.ion ” Piteous lamentations of t])e
wretched man ready to offer himself ¢
agitation in Bhima’s mind, and force
. i
claration worthy of a hero:

use strong
ollowing de
Trastam tratum sudati; p, saho yady aham gadabandhah
Skandhasthim itau dhik tad etau bhujau me/
ya cen na samcirnayami .
~ttitaya~vijayi nasti Bhimas tadanim} [

‘Oh young lady, physically Strong that I am, if I am not able ¢o
protect your frightened self Placed on my shoulder, fie upon t.hese
energetic and sterdy haps of mine. IfI cannot break into pieces

I NB., 1.9
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the chest of the demon at once with my mace, it 1S then clear that

) .
Bhima, the conqueror of the three worlds, is no more alive.
y heed to the words of Draupadi who 1s

intent on preventing him from slaying the Baka demon, and expresses
¢ the unfortunate victim from the

Bhima does not pay an

his strong determination to protec
cruel clutches of 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 Yudhisthira,

Arjuna, Nakula and Sahadeva, which were made to console
the highly upset Draupadi. The stubborn fight with thac awe-
inspiring demon has been mentioned in one verse only at the end of
the work.!

The writer’s acquaintance with the laws of dramaturgy, as
evident from his treatise Natyas-darpana, should have enabled him to
produce a better Vyiyoga. The interesting theme has offered t'he
author good scope for displaying his dramatic genius, but it 1s a piy
that he has failed to utilise it, and judged in the light of his own

statement in the prologue, it proves shocking indeed.?

1s

Kiratarjuniya-vyayoga
An attempt to illustrate six recognised types of Sanskrit drama,
namely, Vyayoga, Bhana, Ihamrga, Dima, Prahasana and Samavakara
has been made by Vatsaraja. From his own statement in the prelude
to the Karpiira-carita Bhana,® he is believed to have been the minister

1 Bahur lokaika-rahub prathamam apahrto daksina-skandha-bandhad
Andhibhiitam vyathabhir mukham akhilam atho ciirnitam parsni-
ghﬁtaih/
Bhiiyo bhiiyah prahrtyorasi rasita-mahakikasair musti-dandaih
Sadyah kinada-dasah samara-bhuvi maya kalpito yﬁt;l‘ldhﬁljl;lh'/'/
NB., I. 24
2 Siktayo Ramacandrasya piirnenduh kala-gitayak/
Svatantryam istayoga$ ca paficaita harga-vg;gayai] /] NB.. L
3 Kalanjara-pater maharija-§ri-Paramardidevasya ‘amétyena kavind Vat.-
sardqjena viracitam Karpiira-caritibhidhanam Bhinam abhinetum adis;o’smi.
Karpﬁra-carita, Prastavana’ .
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of Paramardideva of Kilafdjara (1163-1203 A.D.). In St.flCt
adherence to dramaturgic canons, he produced several mythologlcal
and two erotic and comic plays. The trearment of plots in all these
works is highly conventional. The Kiratarjuniya was enacted on
the stage under the order of king Trailokyavarmadeva and other
works at the order of his father Paramardideva. )
The story of Vatsardja’s Kiratarjuniya, an one-act -Vyayoga,
narrating the combat between Arjuna and Mahadeva disgulsfd- as a
Kirata, has been dealt with elaborately by Bharavi in his Kiratarjunsya.
In Bhiravi’s hand the work has attained remarkable licerary excellence.
Vatsardja’s treatment of the plot shows that his work 1s .based. on
Bharavi’s Kiratarjuniya. The plot, as treated in the work, 1s .bNCH.)'
as follows. After the prelude Arjuna appears on the stage with .k.us
attendant Siddhade$a. Arjuna has been practising severe austerities
in the Himalayas for gaining some invincible weapons from Malfide.va.
Celestial nymphs’ efforts to deter him from his strong dctcn.nmatlon
are frustrated. Mahendra, dressed as an ascetic, comes to Ar).una and
advises him to give up penance which will cmacuftc hls. body.
No amount of arguments in this direction makes any 1mpression on
Arjuna’s mind. Arjuna’s strong sense of duty and ardent. desu-.e
to annihilate his enemies astonish Indra who, highly plcascd with h.ls
own son and throwing off his disguise, instructs Arjuna to V.VOI‘S.hlp
Siva with intense devotion for speedy achievement of his objective,
Sometime after, a quarrel involving hot exchange of words ensues
between Arjuna and Mahadeva dressed as a Kirata. Arjuna cannot
tolerate the idea that a Ksatriya of his type will need protection from

2 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 difficule  words,

readers would find some interest in reading cthe drama, The picture
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of Arjuna rcady to throw arrows at Kirata is really a charming
one:1
Ekaly karaly kalayati sphatikiksa-malam
Ghoram dhanus tad itara$ ca bibharti hastah/
Dharmah kathora-Kali-kila-kadarthyamanaly
Sat-Ksatriyasya Sarapam kim ivanuyatahy/

‘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 Ksatriya.’

The style of the dramatist is on the whole easy and graceful.
Vatsardja does not deserve high praise, as he has not succeeded 1n
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
sahrdaya can be applied, have a natural liking for works full
of dramatic force and vividness. The ]itcrary value of the author’s
other works too 1s not really of a high order.

PZrtba‘iDara—kmma

Yuvardja Prahladana, the author of ¢l Pzirtha-{mrilemnm,g a
Vyayoga in one act, is the son of Yafodhara and brother of Dharavarsa
of the Paramidra dynasty of Mt. Abu, He appears to have acquired
renown for his composition as he has been praised in the Kirti-kanmudi

1 K Ar V., I. 39

2 The prince eomposed it in about 1208 A.D.

3 Sri-Prahladana-devo’ bhiid dvitayena prasiddhimén/
Putratvena Sarasvatyah patitvena jayastiy ahf/ |
Sri-Bhoja-Munja-duhkhartam ramyam vartayata katham/
Prahladanena sahlada puna$ cakre Sarasvarif .

Kirti-kaumudi, I, 14-5
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and quoted in the Sakti-muktzvali. His drama Partha-parakrama was
staged on the occasion of the festival held in order to celebrate the
investiture of Acalesvara, the tutclary deity of the Paramira dynasty
at Mt. Abu, with the sacred thread. The theme of the present drama
is drawn from the Virata-parvan® of the Mababbarata where it s
given thus:

On being informed of the theft of cows of king Virata, Prince
Uttara with Brhannald 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 using vaun-
ting remarks, and promised to overthrow the whole !mst of the
Kaurava army including Bhisma, Dropa and others with ease, is
greatly frightened. Thinking that his encounter with so many veteran
and well trained heroes will resule in ignoble defeat, he requests
Arjuna to retreat as early as possible; but Arjuna, fond of heroic
exploits as he 1s, noticing this weakness in the prince, agrees to
fight with the enemies and asks the prince to act as charioteer instead,
Prince Uttara is then ordered to bring down fearful weapons kept ¢,
long concealed in the Sami tree. His consternation subsides a Jjge
when he comes to know that Brhannali is no other than the invincible
Arjuna. At Arjuna’s hand the army of Duryodhana tastes defeae,
Arjuna thus goes back successful after rescuing the cows from he
clutches of the enemy.

The story of the Go-graha- parvan has been dealt with very brieﬂy
in this dramatic composition. In order to present this subject-matger
as distinctly as possible in one act and enbance the dramatic Interest
of the work, the lengthy conversations among the principal warriors of
the original have been shortened. chping in view the short structure
of a Vyidyoga, the dramatist does not indulge 10 unnecessari]
prolongcg ela.boration. The only prominent departure from th);
original is noticeable in the appearance of a divine being before Arjuna
to give? him ce?lcstial bow, war-chariot and conch for attaining victory
over his enemies. In the original, Uttara dismayed  at the sight of

1 MBH.,, IV, 2462,



CHAPTER TWO 57

the brave warriors of the hostile party leaves the battle-field hastily,
but Arjuna, being disgusted at this effeminate conduct of the prit.ce,
brings him back holding him by the neck. ~As the author does not
like to lower the position of the prince so much, he has not touched
upon the ignominous conduct of Uttara in the battle-field. On hearing
of the gallantry of main warriors of the opposite party from Arjuna
disguised as Brhannald, 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:!—

Samparayesu $tranam Sobha-matram anikini/
Dordandam cz’lpa-dar}dnrp va sahayam te hi vrovate/ [

‘In battle, army is mere beauty to heroes. There they rely on
the strength of their arms or on bow.’

Arjuna’s identity is disclosed to prince Uttara only when Arjuna
is blessed by the divine being as ‘svasti bbavate Bbimanujays.” In
order to clarify the significance of the title of the work the writer has
tried to portray the character of Arjuna in true colours. Arjuna’s
martial spirit as well as his polite manners and respectful attitude to
his superiors has been painted distinctly.  Arjuna while speaking of
Bhisma says: —

Svasti tatini-sutaya gurave’py esa pranamanjalih <welfare to the son
of Tatini, this obeisance to my superior.’ Although he adopts 2
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 pteceptor to utter :—Tad
Vijayatam me priya-Sisyab, ‘Victory to my favourite pupil’, and this
blessing paves the path for his victory.

The writer’s narration of Arjuna’s encounter with his rivals 15
characterised by a flow of complicated construction of words which,
however, 1s not forceful enough to produce a lively interest 1n the
delineation of the heroic sentiment. Although Prahlidana claims
that his verses possess the qualities of Samata and Samidhi,? we cannot

1 PP, L 31
2 Sandarbhah sukaveh Samidhi-Samata. garbhah kumarasya ca/PP- 1. 8%

8




58 EPIC SOURCES OF SANSKRIT LITERATURE

fully agree with his view. For difficult construction of verses, as well
as of 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 of such unattractive diction points to the
laboured efforts of the author with the result that it minimises con-
siderably the dramatic effect of the work.

Dbanafnijaya-vijaya

The story of Go-graha-parvan® has also been utilised for dramatic
composition by another author Kancanacarya, the son of Nﬁriyar}a.
The plot here has also been put in the form of a Vyayoga. Kaifcani-
carya’s poetic talent and power of composition enabled him to secure
valuable support from king Jayadeva of Kanauj who reigned in the
12th century A. D.  His patron king Jayadeva has been referred ¢o
with due respect in the prologue.? The writer’s intention to compose
a drama for delineating heroic sentiment—a pre-requisite of V)'ﬁyoga,
has been mentioned in the beginning— Tad idanim bbavati Virg.yug;.
dbbutam ripakam abbiniya Gadadbara-pramnkbasmat parisadanand 4p;.
yeti. ‘By staging a drama characterised by heroic sentiment,

should delight Gadadhara and other members of our assembly.’
Prahladana in

you

his Partha-parikrama and Kafcanacarya in g
Dbanafijaya-vijaya have dramatised the same plot, but their mode of
presentation of the subject-matter, although put in the form of ,

Vyiyoga, has marked difference from each other.

3 In Kiﬁcanicirya’s
Dbhanafijaya-vijaya,

i the preceding portion dealing with prince Uttara’s
readiness to )
accept the challenge of Dutyodhana on receipt of the news

of the theft ; : .
of cows, his desire to proceed against the enemy with

1 MBH, Iv, 24-62

2 Asd praéasti-sahitab $riman
Arthi-pratyarthi
Yam paranmuk

Jayadevah—

-laksesy apy aparanmukha-cetasam/
) 'hatam ninyuh kevalam para-yositah/ /
Yasya cetasi DItvydjam dvayam tilakanayate/

Krodhe virodhinam sainyam prasade kanakoccayah// DhV., L. 2-8

\
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Arjuna as charioteer, his subsequent consternation at the sight of 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 Atjuna’s unequalled bra&ery 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 of 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 briefly 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 of
his opponents bring out Arjuna’s character to a full view, but here
the 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 atcendants, 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 Saureh/
Ekena Khandava-vanam jubuve ’nale ca
Parthasya nabhinava esa ranesu panthah//

“This is no new device to Arjuna in batele as he alone routed
the Nivatakavacas with the Kalakeyas, abducted the sister of Krsna,
and set fire to the Khandava 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’
retitement 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., L 46,
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as

reception on his victorious return, and‘ a pr(?p_osal. t:llco:f;l" Uttara
Arjuna’s daughter-in-law is made by .kmg ana;a in O s

For the depiction of valour as its ruling sentm';cl:nd,O'aspl T
applied the Gaudi style—the abode oE. thc. so-ca‘ ct.n J ti]c -
language, though difficult at places, spf:aally in narrati bg oo
flict of Arjuna with his foes, has been given some laxity by q
insertion of casily intelligible verses to the relief of readers.

Sangandhika-harana

Bhima’s endeavour to bring Saugandhika flowers to please Draupadi

from a lake well guarded by the followers of Kubera forms the
subject-matter of this interesting one-

flourished under the patronage of
Warrangal (about 1291-1322 AD.),
with a human hero of the Dhir

1 ich i ed at
numerous Yaksas in a battle, the cause of which is not connect 3
all with

the possibility of gaining the hands of a woman, Garbha
and Vimarsa Sandhis have no scope here,

and heroism are ptedominant in this comp
of Vyayoga? being thys fulfilled,
instead of Preksanak, o)
the compositiop 8

Ic s narrated in |,

sight of a Saugandhik
Draupad

act Vyayoga of Vi§vanatha, who
Kakatiya ruler Pratiparudr.a-of

This is a drmatic composition
oddhata type who has to encounter

and sentiments of wonder
osition. All the conditions
the work must be termed a Vyayoga
though this description is given at the end of

L= . 4
e Vana-parvan of the Mababharata® that at the
- . . -
a flower carried by the wind i1n Badarikasrama,
ve these Qowers and requests Bhima to collect
Ojabprakagakair

Samasa

1 wants to ha

’ arnair bap
-bahulz Gaudi,

Khyatetiv;tto \Y4
Hino garbh,.
Ekankas cab
Kauéiki-vl_-tti-

dha adamvarah punah
SD,, IX. 4.

. yiyogah Svalpa-stri-

Vimarsabhyam yap

haved a4 nimitta-samarod ayah/

tahitay Prakhyitas tatrs nayakah//

] a divyo vz bhaved dhicod
Hasya-sgngﬁn'a~§§x1tebl1ya it

jana-samyutah /
air bahubhir aéritab/ /

Rajarsir atha dhataé ca sah/

are’ trangino rasih/ /

. SD, VI, 256

3 Samaptam 1dam saugandhiki-haranam nama preksanakam.
4 MBH., lIL 146-53, o
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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 Yaksas, 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 of the latter’s super-
natural power. While disclosing his identity, Hanumat recounts
the story of the Ramayapa in brief and mentions the duties of
the four castes. At the request of 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 Yaksas
engaged in guarding the lake makes up his mind to force his way
through them, and succeeds in collecting as many of the fragrant
flowers 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 Yudhisthira 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 1s highly
commendable indeed. In the very beginning of the drama he has
clarified his purpose in unequivocal terms:?*

Vrttir giram uket-viSesa-hrdya dhiroddhatam netr-vicestitam ca/
Viradbhutau yatra rasau ca diptau pratyekam etani haranti cetah//

1 SgH.,I 2
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e the Dhirod-
‘Appealing mode of expression, actlvltlcs' of a l:l’;oo:dcr_cach of
dhata type, depiction of sentiments of heroism an
these attracts the mind,’ . ' teaying che character
The dramatist has taken special care in pof }'trong etermina-
of the hero from the very beginning. Th'c hc}‘o s sE e i
tion to achieve hjs object for the satisfaction o

is admirable
The poet is a
manifest from hig very entrance on the stage. P
in his dcpiction of B

idea of a
hima’s meeting . with HaHUIl]atl;awF:rt: ;;icnot an
brother meeting and fighting his own brot.ht'fr ll;uc Bhima fights
original one, Here Hanumat knows CVCf)":'hmgf In the original
with him without a knowledge of his real 1dclltlt'};‘ ]ariﬂg at every
Hanumac’s strong affection for his younger bmt‘he;l fis melting with
step, but in the drama Hanumat, although his hea sses his feelings
affection at the sight of his younger brother, suppre

’ fon In a
. : er’s devot
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manner that woyld

Concealing his own
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cannot tolerate ¢he ;
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earn unstinted praise even from a CﬂSlcl:lln ;:u:nccs
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Nanu mana-rucer ayam gunaly sahate’sau para-garjitam na yat/

Nisamayya ghanaghana-dhvanim nibhrtas tisthati kim nu kesari/f /

‘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 Yaksas 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 Yudhisthira 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. INo attempt on the part of che poet to overembellish
his well-knit composition i1s noticeable, but vigorous exprc:ssions,1
exquisite verses, balanced sentences and genuine poetic iuspiration are
found at every page.

Kalyana-Sangandbika

The Kalyﬁpa-saugandbi/ea, a Vydyoga in one act of the Kerala
author Nilakantha,? embraces the same theme as that of the Sau-
gandbika-barana 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
Aowers from the mysterious lake of Kubera on the mountain Gandha-

1 Bhajati bhrfatam sattvam dhattas tamorajasi ksayam
Sphurati hrdaye bodhah ko'pi prasidati cetana
Yad idam akhilam prag evonmilitam tvayi viksite
Niyatam adhunipy esa vidya daditi tad eva me// SgH., L. 94-
2 The author was probably a contemporary of Kuladekhara Varman
of Kerala,
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midana by Bhima for fulfilling the desire of Draupadi. Afcer a short
prologue, an old Brihmana ascetic accompanied by his wife enters
the stage to dissuade Bbima from fetching those fowers in view of
the fearful dangers that lie ahead of him. Without paying any heed
to the advice of that noble-minded Brahmana, Bhima ascends the
mountain, and fights terribly with the Raksasa Krodhavaéa engaged
in guarding the lake. Their fighting is brought to a close, when the
spirit of the lake announces that Bhima has been given permission O
pluck flowers. Then with his wife Gunamanjati appears Vidyadhara
Kalyanaka who is sent by Indra for averting an impending and undestra-
ble quarrel between Bhima and Hanumat—the two distinguished sons
of the wind-god. On approaching the plantain grove of Hanumat,
Bhima incurs the displeasure of the ape-god by breaking the
Manasrnga, Being ignorant of Hanumat’s parentage, Bhima takes
him to be an ordinary monkey and does not hesitate to utter insulting
words to him. Hanumat, in spite of his knowledge of the identity
nE Bhima, decides to fight with the latter, when the Vidyadhara
interrupts their conflict by stating that he has been sent by Indra to
di i . ) :
s:losc their mutual relation, so that they may be united with each
other th . .
o AIOUgh. the bond of fraternity. The work is brought to a happy
oncit . _ .
. ision with the promise of Hanumat to help the Pandavas 1n
their combat with the Kauravas
Neither the hi - 5
N, ¢ high-souled Braihmana nor the Vidyadhara Kalyanaka
1n the orie . . -
Alvorestion of If;ngmal or in the Saugandbika-harana of Viévanatha.
cation o : - : . -
weib  ocon l'an;nnat with Bhima has been described by Viévanatha
cater liveli . . _
undoubgtedl lai tness and forceful expressions. Viévanatha can
clamm s Tar - .
h <y uperiority to Nilakantha from the —point of
characterisation, plot, graceful expressi 1 dicti
Anotl . pressions and lucid diction.
nother Kalyana_sau andh.k f - - . l d .
806 i [T ika of Viliya Tumbutama published 10
10906 15 mentioned in the introducti _ o edit
£ Nilak , oduction of Laksman Svariip's edition
o Ha a[.lt}ha N K“lyéﬂa-.mu dbk * ° _ d ..
f Nilal , : gandhika, To Laksman Svariip's edition
of Nilakantha’s Kalyana-saugandbik $ \
here Draupadi is ala. gandbika has been added a supplement
where Draupadi 1s glad to meet Blyj d to hear the
iima and Hanumat and to hed

prediction oi Haoumat that the Kauravas will soon be killed, and the
Pandavas will be able to establish peace 1n the country.
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Subbadra-barana

It* is an uparipaka of Srigadita® type composed by Madhava
Bhatta, the son of Mandale$vara and Indumati. Such dramatic com-
positions, though they are mentioned and defined in books dealing
with theories of poetry, are rarely met with in Sanskric 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 St1 in this type of dramatic composition reveals
the main reason of its being called <Srigadita.” The widely known
legend of Subhadra’s clopement with Arjuna, nacrated in the Adi-
parvan® of the Mababharata, is adopted for dramatisation in chis
work.

Arjuna, in his intense eagerness for protecting the cows of a
Brahmana from the hands of thieves, enters his elder brother’s room
for bringing weapons. Due to Yudbisthira’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 Prabbasa for meeting his intimate friend
Krsna. Here he is accorded a cordial reception by Krsna’s followers
on the Raivataka mountain.  On that very mountain, the Andhakas
and Vrsnis hold festivities in highly jubilant spiric for several days.
Haladbhara 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 Krsna for marrying
Subhadra. Advised by Krsna to take her away forcibly and obtaining

permission in this matter from Yudhisthira through a messenger, he

1 The work is probably later than the Sahitya-darpana VI, as it follows

the definition of Srigadita of the Sihitya-darpana,

2 Prakhyata.vrttam ekankam prakhyatodatta-nayakam |
Prasiddha-nayikam garbha-vimarsabhyim vivarjitam / |
Bharati-vrtti-bahulam $riti-Sabdena sankulam /]

Matam Sri-gaditam nama vidvadbhir upariipakam/ /

SD,, VI. 292
3 MBH,, I 210—3.

9
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successfully steals her away from the midst of soldiers. All persons
present there including Ugrasena resolve angrily to start at once for
fighting with Arjuna, but Balarama’s statement that nothing can
be done without the consent of Krsna prevents them from pursuing
in the matter. Krsna speaks highly of Arjuna who in his opinion 1s
the suitable bridegroom for Subhadra. With their anger paciﬁed and
minds softened by Krsna’s reasonable arguments regarding Arjuna’s
power and status, they themselves willingly bring Arjuna to Dvaraka,
make great rejoicings and celebrate his marriage with Subhadra.
Madhava Bhatta, within the short compass of his work, has dealt
with this portion of the Mahiabbirata’s main story in an ordinary
manner. No important departure from the original 1s noticed, but
the presentation of the theme in simp]c language is on the whole
satisfactory.  Arjuna’s sudden abduction of Subbadra in the original
without giving her any chance of acquiring familiaricy 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,
Flouse of Balarima, Arjuna gets a chance of seeing the highly charm-
‘:g 1ad¥ SUl?hadri. Both of them feel strong attraction for each othet,

Ut various impediments stand in the way of their union. Subhadra’s
gassmn.atc feelings are expressed through her conversation with her

ear friend Sumaciks, Arjuna makes up his mind to carry Subhadrd
av:]ay by force, and with this purpose -in view he remembers Krsna
who would .rcnder him possible assistance in this direction. His
strong de‘-’OUOD for Lord Vasudeva at once inspites the God to send
chariot with the charioteer Diriika, Thus here Krsna 1s prevented

from directl isi : :
: ety advising  Arjuna to steal his own sister as we have 1t
in the original,

He is shown as occupyj iti H
R . ) pying an exalted position. e
is highly affectionate to his devotees and cagetly responds to their call,

o that Arjuna 1 ;
s Juna on hearing the sound of the charjot utters in an ecstasy

of joy: ‘?b’akta-vatsalamyﬁ sa bibbub svam  syandanam prabitavan
saba yantra.” ‘Out of love, God has sent his own chariot with a

o - S .
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. Krsna’s approval of Arjuna’s conduct stops all
arrangements of warfare, In the end a messenger from Indra, who 1s
highly anxious for his son’s welfare, comes and thanks Baladeva and
Krsna for supporting Arjuna’s action.

Madhava Bhatta 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 Kula$ekhara Varman
in his Subbadri-dbananijaya does not attain the same value for reasons
explained in our dicussion on the drama. In comparison with Kulase-
khara Varman, Madhava Bbatta deserves higher praise for the smooth

flow of the narrative and clear diction.

Subbadri-parinayana

Rimadeva Vyasa, who fourished under the patronage of Haihaya
princes of the Kalacuri branch of Rayapura in the first half of the
fiftcenth century, wrote three epic dramas, the Pandavabbyudaya.
Rimabbyndaya and Subbadra-parinayana. All these epic plays are
mentioned as Cbﬁye?-nﬁ_t/z/easl; but 1t 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-nitakas without considering
the appropriacencss of this title for their compositions. The Ditarngada
of Subhata too is mentioned as a Chaya-nitaka in the prologue and
in our discussion on this drama, we will show thac chis title can be

1 Yat kila sarasa-kavina  Vyasa-éri-ramadevena  viracitam abhinavam
Subhadra-parinayanam nama Chaya-natakam, Samiptam  idam Subhadra-
parinayanam nima Chaya-natakam,
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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 Subbadra-parinayana 1s 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-act plays are not rare in Sanskrit literature. Different types
of one-act plays and cheir characteristics have been mentioned in
works containing discussion on laws of dramaturgy. An author of
an one-act play must 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 lictle flaw whatsoever makes his
effores fucile.  The Subbadra paripayana 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  composition it has no definite
worth.

Draunpadi-svayamvara

The Svayamvara ceremony of Draupadi has been dramatised in
two acts by Vijayapala,! the son of Siddbapala 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 Tripurusa cn
the occasion of a spring festival.

The incident of Draupadi’s Svayamuvara has been recounted in the

Sitkarakari paricumbya mukhimbujam yat
Vimbadharamrta-rasam dhayasidamiyam/ |
SPr., L 47 (cf. AS., 1. 21)
t Satradhara in the prologue says—Asty cva $ri-kavirajatmaja mahakavi-
Siddhapalasya siinuna mahikavina Vijayapilena nibaddham Draupadi-svayam-
varabhidhanam Viradbhuta-rasa-pradhinam natakam, -
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Adi-parvan of the Mababbirata. That story with a few touches of
originality has been retold by the dramatist with some deviations. In
the original the story runs chus: On coming to know that king
Drupada has made arrangements for the Svayamvara ceremony of
Pancali, his daughter, the Pandavas 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 Brahmana 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. It must be said to the credit of our

dramatist that he has been able to maintain the simplicity of the

description of the original. Let us now proceed to discuss the potnts

of departure and escimate their value and propriety. When Karna
leaves his seat for hitting the mark, Draupadi frankly declares that she
will not marry the son of a charioteer. This romantic passage,? 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 Karna whose munificence is praised by her friend?®,
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 Karna, who unhesitatingly makes a gife of the two
best arrows which he recetved from his preceptor Paraurama to Bhima
approaching him in the guise of a Brahmana.  Arjuna’s ability to hit
the mark specially with the help of these two arrows truly undermines
his greatness as a valiant warrior. Krsna’s strong inclination to help

1 MBH,I, 176—81

2 Drstva tu tam Draupadi vik

S

yam uccair jagada naham varayami siitam /
amarsa-hasam prasamiksya Saryam tatydja Karnaly sphuritam
dhanus tat//

MBH., I clxxx. 23 (ed. Haridas Siddhantabagish)

3 Sakhi! Clntita-vastu~cl§na-cintz'1ma1)im pralokaya

DS., Act 11
4 Sakhi! Jana-parampara-
Karpena, DS., Act 11

Campa-natham,

pi$unita-kaninata-vidambita-jananenalam anenipi
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the Pandavas by fair or foul means from the very beginning has been
distinctly shown with the resule that the renown of the highest
divinity suffers a set-back. Many brave warriors present in the
Svayamvara ceremony have the capacity to hit the mark; but they
have been prevented from doing so by Krsna who is ready to bewilder
them by all means. Kirsna on the eve of lifting up of the bow sends
evil spirits to frighten Sakuni, creates dense darkness before Drona to
blur his vision, holds before Karna the scene of Arjuna’s marriage
with Draupadi, and throws down SiSupila on the ground striking him
with bis hands after deluding the vision of all present there. In the
original, Krsna is not shown as harassing these heroes in sucha
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. Thus nothing new 1is dwelt
upon in the second act which had any possibility of furcher develop-
ment. There is neither any distinctive stamp of dramatic genius nor
of fertile inventiveness. The wotk 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
Draunpadi-parinaya
The Dranpadi-parinaya is a Campii-kavya in six ASvasas by
Cakrakavi who gives some valuable information regarding his personal
history at the end of each ASvasa. Lokanacha and Amba are his
parents and he is said to have been patronised by the kings of
Pandya and Chera countries. He mentions in his works with due
respect the great scholar Nilakantha Diksita.? Nilakantha Diksita, the

1 Advasa khalu Nilakantha-makhinah $laghaspade paficamal/
DP., V. 87%
Sargah sastha thajanista madhurah $ri-nilakanthadhvari- /
Slagha-simani Janaki-parinaye kavye tadiye nave// JP., vi. 76
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renowned poet and prime-minister at the court of Tirumalai Nayaka
of Madura, composed his Nilakantha-vijaya in 1637 .A. D.,. so \\./c
can safely draw the conclusion that our poet CakrakaYl Qourlshcd mE
the middle of 17th Centrury A. D. Nilakantha Diksita 1s a poct 2
high erudition and striking originality, and the fact that Cakrakavi's
works elicited his admiration as is evident in Cakrakavi’s verse quoted
before proves that Cakrakavi is a poet of no mean stand'ard. .
The author, as the title signifies, has selected a portion of the main
story o the Mahabharata for his work Draupadi-parinaya. lt. com-
mences with the story of Baka demon who is subsequently assassxnflted
by Bhima, and this story is followed by a description of the marrtage
of the Pandavas with Draupadi and coronation at Indrapr.asthzf.
Striking deviation from the original is not however discernible in this
work. His simple method of narration, casy flow of language, charm-
ing verses in the midst of prose portion easily arrest the attention of
readers.  His tendency to popularise epic and pauranic stories thtougb
some other works like the Janaki-parinaya and the Parvati-parinaya 1s
commendable indeed. It should be mentioned in this connection that
he has no tendency to ignore story element for the sake of form. His
elegant verses are more attractive than the prose portion. His descrip-

tion of Draupadi’s Svayamvara reminds us of that of Indumati in the
sixth canto of the Raghu-vamsa.

4 SLESAKAVYA
Kicaka-vadba
The poet Nitivarman, who fourished earlier than the 11th century

A.D. in the eastern part of India,

. composed this short poem of 177
verses 1n five cantos.

The eatliest specimen of a Yamaka-kavya aiming

at verbal embellishment without proper attention to the subject-matter
1s to be found in a lyric of twenty-

the poet has shown verbal
Slesa-kavyas like Kaviraja’s
Tripura-dabana’

two verses of Ghatakarpara whete
ingcnuity in end-chiming. Examples of
Ragbava-yatldaviy&, Vasudeva’s Nalodaya,

and Y“dbi:‘?bi"“'”iiaya. some of which we have al-
1 Visudeva’s two Yamaka-ke‘wyas,
daya have not yet been published.
Library, Madras, Nos, 1852a and

the Tripura-dahana and Sauri-katho-

(MSS in Govt, Oriental Manuscripts
1852b),
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ready discussed, are not at all rare in Sanskrit literatuce. 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 Slesa and Yamaka in
his poem composed mostly in the Anustubh metre with the exclusion
of the last canto where we find the Tristubh 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 1s concerned is of no mean standard.
To arrest the attention of the reader he has tried his best to make his
Slesa and Yamaka as pleasing and comprehensible as possible.

The plot of the poem centres round the well known episode of
the Virdta-patvan of the Mababbarata! 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 Slesa 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 made therein. The second canto opens
with the story proper. Kicaka, attracted by the sight of Draupadi
living in Virata’s palace as a companion of his wife, tries his best to
secure her by any means. Draupadi rescued through the agency of
the Sun-god in her first danger from the hand of Kicaka angrily enters
the court of Virata. The third canto commences with the spirited
speech of Draupadi aimed at Virita and Yudhisthira simultaneously
with the help of the figure of speech Slesa. 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. 13-23,
10
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Draupadi in the evening, the jubilant Kicaka meets Bl.ﬁma 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 Virata 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 Virdta; but he
is recognised in spite of his disguise by Bhisma and Drona who express
their fear to Duryodhana in punning speeches. Duryodhana’s army
is completely routed at the hand of Arjuna. In the last canto Ar)un'a
politely addresses the heroes on the opposite side and the battle 1s
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 the poem

—the slaying of Kicaka by Bhima—occupies one stanza only (ILL. 46).*
The 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 of

the stealing of Virata’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-
tive vigour of the original. Points of disagreement from the origi‘ml
in' 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 flight from a room where he was to meet Drau-
padi in accordance with previous arrangement, 1he poet all along
shows greater inclination to give more space to speeches wherein he
WO“‘_d get an opportunity of playing with words. Draupadi’s -°’P°‘:Ch
applicable at the same time to king Virata and her husbands occupies
three fourth of the third canto. This is the only canto in which
Slc§a has been used. The following.verses will reveal that thc.emplo}"
1 Atha pathisy dhrto rathena krcchrae
Pgthutara-gautava-sannatérakega/

Drutam aksta bhuja-dvayena Bhimah
Kadanam arer abasanna-tirakena /] .

KV, 1L 46.
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ment of Slesa in this context is appropriate and therefore adds charm
to the composition. Draupadi piteously appeals to king Virata and
Yudhisthira to save her from the hands of Kicaka;*

Viéva-karmakrta rajiia jivata balinanyatah/
Tvaya kupatina tyaked Saranam kam vrajamy aham//

‘O Virita, deserted by you, the powerful lord of the earth, the
administrator of the whole world and a Ksatriya having full confidence
in Kicaka and others, whom shall I approach for shelter?’

‘O Yudhisthira, lefc by you—an unworthy husband who has lost
bis kingdom, who has been doing now all kinds of works and living
on fapd given by others, whom else shall I approach for protection 2’

Again she utters in a  piteous voice to both king Virata and
Bhima:?

Raksopayesu nipunah sthitdsu vyasanodaye],
Madvidhasapakarievam tvaden nadya katham bhajet/

‘O Virita, why should not a person of your type, capable of

protecting others, help me to-day as 1 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
Drona?®

Ami pranama-pravanena pijitah
Parena sarva-ksitipadarena vah/
Guro cirenadya marudbhir iritah
Patantu me miirdhant pida-rcgavah//

‘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.’

1 KV, I1II 19,
2 Ibid., I 27.
3 lbid., 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 aim; 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 Raghava-naisadbiya of Haradatea Sari,
literary exercise of this type in the Kicska-vadba does not appear to
be so much boring, as a litcle efforc makes the verses intelligible to us.
The Kicaka-vadba, wherein both Slesa and Yamaka are used freely,
should indeed occupy a high place in this class of factitious composi-
tions which form a distinctive feature of later Sanskrit literature.
It is true 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 1is one
of the eatliest authoritative examples of its kind.



CHAPTER III
Works on Legends of the Mababbirata

1. DRAMA

Innumerable legends of the Mababbarata, it 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
Dusyanta - Sakuntald, Puriiravas- Urvai, Tapati-Samvarana, Nala-
Damayanti inspired many writers,

Abbijiana-Sakantala

Kalidasa, the most renowned poet of Sanskric literature, is the
author of three dramas—Malsvikignimitra, Vikramorvasiya and
Abbijriana-Sakuntala.  Of these, dbbijiana-3akuntala is the production
of Kalidasa’s mature hand.  The theme of the play is based on the
well known story of Dusyanta and Sakuncald narrated in the Adi-
parvan of the Mababharata.™ = Successtul deviations from the original
have lent additional charm to the play of Kalidasa, The story of the
Mababbarata may be briefly summarised here.

Ouce in course of hunting, king Dusyanta of the lunar dynasty
arrives in hot haste in the penance grove of Kagva in pursuic of a
deer of the hermitage. In absence of Kanva his adopted daughter
Sakuntala renders due hospitality to the king who, highly capcivate«l
by Sakuntala’s beauty, feels inclined to gather some information about
her identity, which however is disclosed to him by Sakuntald hetself.
Being earnestly courted by the king for marriage, Sakuntald agrees 0
the king’s proposal only when the lacter makes a promise to make her
son his royal successor. They get married according to the Gandharva

1 MBH,, L, 62-9,
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rites, but the king afraid of Kanva’s anger leaves the hermll.tati?nas
quickly as possible. On his return the sage comes to know every ati:
but instead of being disgusted at Sakuntala’s bold conduct' congr
lates her on her perfect choice. The king apprcheﬂdmg s;v.erc
displeasure of the sage does not venture to send escorts ltf) l'lr;g
Sakuntala to his own capital. After a short period Sakuntala 1n ¢t .e
hermitage gives birth to a son, who is named Satv.adamana lfol; his
irresistible tendency to fight with the ferocious animals of the OECST
without the slightest fear since his childhood. The sage Kanva a tc'l
sometime sends Sakuntald to her hLusband’s place with some of his
disciples, but the king out of fear of public scandal does not w;‘:_‘t t’o
accept Sakuntala as his legal wife. Highly enragcd. at the 10g s
denial she makes several statements, t!le truth of which 1s immediately
confirmed by a divine voice. The king, then finding no Othef. al'tcr-
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 .1"5
drama. He has changed the whole story in his own way f.or removing
the drawbacks of the original. His innovations in this dnrcctton. h::wc
earned for his work world-wide appreciation. These points of_dcwat}on
will be discussed in brief one by one. In the Mab-ﬁbb‘mfm king
Dusyanta enters the hermitage of Kanva alone leaving his whole
tetinue outside till his return, but in the drama his entry into the Eorestc
has been made as natural as possible. King Dusyanta bcrcf.c of . his
followers in hot pursuit of a deer enters the hermitage, and being high-
ly charmed at the lovely sutroundings of the penance grove proi:ecds
further and further, and a last finds Sakuntala with her two friends
engaged in watering the plants.  Bashfy] $akuntals, the adopted child
of the hermitage, has her radiant beauty all the more brilliantly shin-
ing in that gracefy] environment, The king is greatly amazed to find
such divine beauty in a mortal maiden,  Kilidasa has taken all possible
pains for creating Sakuntala’s two friends sujtable to her in all respects.

Sakuntala’s birth and lineage the king must know, but how can

Sakuntala, his would-be bride, being an embodiment of bashfulness,
unravel the mysteries connected with her birthp Her talkative com-
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panion Priyamvadi docs that task well. King Dusyanta’s conversation
with her two friends and the shy behaviour of Sakuntala have
furthered the dramatic action of the first act. Sakuntald’s love for
the king and her friends’ detection of her changed feeling have been
cleverly delincated by Kaliddsa. S$akuntala’s heartfele 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
Sakuntald too has found superb expression at every “step.  Unsophisti-
cated Sakuntala’s sudden change of fecling at the sight of the dis-
tinguished stranger shows some inconsistency, as being an Asrama girl
she cannot be expected to enter into the realm of forbidden thoughts ;
but really speaking love knows no restrictions and the youthful
impulses of the Lero to get what he wants throw off her shackles of
reason and lead her to an unavoidable path. A daughter of 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 S$akuntald’s marriage in
the original, has modified his own plot in a different manner. Kanva’s
long absence from the hermitage prompts the ascetics to approach
king Dusyanta for due protection from evil spirits hovering around
with the intention of hampering the daily rites. The kiﬁg 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. Sakuntald, 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 Kalidisa’s Kanva
makes no delay in sending Sakuntald to her husband’s place before the
birth of Sarvadamana. .Kalidasa brings into display his faculty of
imagination and power of description in the fourth act where Sakuntala
is to part with her associates including the trees, creepers, birds, beasts
living in the surrounding places of the hermitage, In the original
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king Dusyanta, knowing fully well Sakuntala as his own martied wife,
does not waver in the least to denounce her in his court. Th\fs the
king is lowered in estimation, but Kalidasa ingeniously brings 10 ttl_e
episode of Durvasas” curse. The king fails to remember Sakuntala,
because Durvasas’ curse that her husband would not remember het
even when reminded of her without the ring of recognition has started
functioning already. The king is not to blame. The sole cause .oE
his forgetfulness lies in that curse. In the original, the king‘ admits
his marriage with Sakuntala only when he hears the divine voice, but
Dusyanta’s memory in Kilidasa’s drama is revived at the sight of the
golden ring. Kailidasa has full confidence in the union of .SOUIS’ for
mere physical union is fraught with various difficulcies.  The
marriage of Dusyanta and Sakuntald takes place because og a love
brought about by mere impulse—the impetuous love, wh.lch can
shatter at any moment with the resule that the severest suffering may
be brought upon the hero and the heroine after the passing away of
the ficst phase of the emotion. Actually that happens too; S0
Kaliddsa wants to make it a steadfast sentiment. After public
repudiation  Sakuntali goes to the hermitage of Marica, and there
a life of hard austerities brings to her view the frailties of human
nature and creates in her a hankering for a nobler love. The
sight of the gold ring on the other hand overpowers the king, and
mak'es him fully conscious of the wrong done to his wife. Then
begn.ns his repentance and purification, in consequence of which he
which is not confill:liiltual jove:  Thus lsilxdisa’s coptention, ¢ ‘bcin s
can afford unendine bl‘?n y to the Physlc.al b?auty .0£ lnu:a;l . bcfn
exemplified in th;gs dlss and haPP“l.ess in this sotc.hd worl ,fl'&m .
original is obvious rama. Herein too the difference iro

Al these imp - :
the Mab&bb(zm,im;:?t deviations have changed the crude .leg.cnd ;)n
Kalidasa’s drama i :u : P?Wctful drama. Charactensan;n o
through the trials apg Pet.: indeed. The hero and th;i lcf -

stcadil)’ raised to a hip} tribulations of life have been slowly
Mghet plane, The other characters of the drama
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have been skilfully presented by the poet, The companions of the
hcroine—Priyamvndﬁ and Anasiiyd 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 from 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 Kanva has been depicted in sharp
contrast to the highly irritable Durvasas.  Kanva, in spite of his being
an ascetic, expresses deep affection for his adopted daughter at the
parting scene. With great difficulty he checks the flow of tears and
controls himself on the eve of her departure for her husband’s place.
Durvasas’ curse on the innocent Sakuntald deeply engrossed in her
busband’s thought makes him appear terrible, although it should
be borne in mind that such a curse is absolutely necessary for the
purification cf 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 flowers, 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 spectal charm to
the concluding portion of the drama. The poet’s strong visualising
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 aptoess and beauty of hjs 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 b?/ one. Innumerable laudatory verses have peen composed
from time to time both by eastern and western cricics to magnify

his excellent qualicies.
11
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Vikramorvasiya

1 T and the
The romantic story of love between the king Purtiravas
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of his own body. She, an embodiment of unsteadiness and in-
sincerity, replies cruelly to her lover: -

Puriravah punar astam parehi durdpani vata iviham asmi.
‘Puriiravas, go home again, I am like a boisterous wind.’
Parehy astam nahi mida mapah.

‘Go home, O fool, you have not won me,’

On being informed of his wish of committing suicide in her
absence, she does not hesitate to utter:3

Na vai strainani sakhyant santi sala-vekanam hrdayany eta.

‘Lastiug friendship wich women 1s not possiblc, their hearts are
like those of hyenas.’

In the Satapatha Brabmana, some of the verses of the Rgveda
have been quoted with some explanatory passages in prose. A
perusal of this portion removes the obscurity of Rgvedic verses to
some extent, and the reader can get a connected account of this love-
legend. But nothing 1s mentioned about their final reunion in the
Satapatha Brabmana. In the Sambhava-patvan of the Mahbabbarata
the legend of Pur@ravas has been given in a different manner.
Puriravas and Urva$i have been frequently mentioned in different
sections of the Mababbarata, but their relation as husband and wife
has been briefly deale with in the Adi-parvan of the Mababbirata.*
13 is said to be the [ather and mother of Puriiravas. Puriiravas
extends his supremacy over thirteen islands; and power-mad as he
is, he, in his conflict with the Brihmanas, steals all their wealth
without paying any heed to their piteous cries. Utrvaéi gives birth
to six sons, the eldest of whom is Ayus. Separation of Purtiravas
from Urvaéi and the love-lorn condition of the king have not been
touched upon in the Mabibharata. In this portion, however, some

-

Rgveda, X, XCV, 2
Ibid., X. XCV, 13,
Ibid., X, XCV. 15
MBH., I. LXX, 16—22.

HOW N
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light has been thrown on Puriiravas’ character, buc it does not pernit
us to form an estimate of Urvasi’s character.? ‘ :
Kilidasa’s familiarity with the different versions of this popu ar
legend can be clearly traced, but nothing can be smtcd' dcﬁmtclyTIaZ
to what particular version he utilised for the source of his drama. 1“
remarkable construction of his plot has made this popular love-story a
the more interesting to readers. In order to hcightff{ the dramatic
effect of the play the poet has spared no pains to mtf'odfjcc s;)mc
notable changes. His conception of plot and characterisation s 1o,:v
clear signs of departure from the versions of the Rgveda, the Satapat ’;
Brabmana and the Mababbarata. Utrvadi’s rcscue from the crue
clutches of the demon Kesin has been narrated in the first act in 2
bcﬁtting manner. . Charmed by the king’s heroism and .bcauty,
Urvai falls in love with the king and with the help of 2 birch-leaf
letter she makes the king cognisant of her feelings. The presence .OE
Ausinari, the first wife of Puriiravas, has helped the poet to deptce
the sentiment of love from a comparative point of view. B'uc for the
presence of Ausinari the poet cculd have expressed the passionate love
of Puriiravas in an easy manner without meeting any Ob““d"f from
ANy quarter; but here the rivalry between Auéinari and Uf‘vaSI paves
fhe Path for che rapid development of the plot. Auéinari 1s at ﬁrfc
Jealous of hep rival, but after taking into consideration her husband’s

1appiness performs as a Hindu lady the Priya-prasidﬁna vrata, and
€Xpresses her view that no ob
the case of the king’s marria
Marvelloyg de

€roine w

.. ] . .
jection would be rajsed from her side 1’
1 s
ge with any other woman. The poet
piction of the progress of Jove of the hero and the

ith possible obstacles at every stage is highly commendable
L .
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VIth Arjung after his
Icty is div:
. 1 re of this divine nymph. As ap Apsaras, she is ready to allow. the
Selected persoys to enj :

Vv in
- oy her lovable company, but in case ©f failute co w)
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sincetity of her chay
chapter of the Var
Haridag Siddh

/-
: . -t rvast
dealing with the meeting of Ur

‘o . \ ives us a truc
acquisition of divipe weapons in heaven, gtV

AtC to pronounce a curse on the person. In-

acter is glaring in the hymn of the Rgveda as in the 3gth
* 2=9 . .

1a-parvan (MBH,, 1qj xxxix, 66-7, Urvaéi’s curse, ed.

1 i ass: 1s, ho cr
: a.nt.avaglfh.) This Passage of the Vana-parvan s wevcr,
nterpolated as it is omitted mn the critjcyl edition
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indeed. Bharata’s curse depriving her of her envious position in
heaven because of her sudden slip of tongue in the dramatic perfor-
mance Lak§11ﬁ-svay;1m\'ax°a, and 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,
facilicate 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 disappeamncc 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
1nanimate 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 Sangamaniya in the fourth act, and make Indra alter
his word by allowing the lovers to enjoy highest felicity on this earth
in the fifth ace. Utvaéi’s son Ayus is secretly brought up by a female
ascetic, because wich the sight of the son’s face will terminate the evil
effects of the curse. The female ascetic after some time brings the
son to Urva$i, but Indra’s continued favour stands in the way of their
immediate separacion. The laws of dramaturgy are therefore followed
at the cost of dramatic interest; but elegant style, rich imageries,
superb characterisation, novel situations, happy expressions, wonderful
power to study human emotions put to our view distincely  the merits
of the drama. The adamant Urvaéi of the Rgveda and Satapatha
Brabmana has undergone a complete transformation in the hands of
Kalidasa. The poct has not strictly followed the materials of the
Rgveda, Satapatha Brabmana and the Mababbarata, buc he has only
taken the conception of Puriiravas’ deep love for his drama, In order
to heighten the dramacic charm, Urvaél 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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Tapati-samvarana

The love-story of the Kuru king Samvarana anc.l_ TaPatl, the
daughter of the Sun-god, is narrated to Arjuna in the Adi-parvan OE
the Mahbabharata to give him some idea about his remote ancestors.
Taking into consideration the dramatic possibilities of the lovc-lc.gcn.d,
Kula$ekhara Varman, the Kerala prince, felt inclined to dramatise 1t.
The original story runs thus:

Tapai, the highly beautiful and qualified daughter of the Sun-
god, far surpasses all other maidens of heaven in all respects. Hct
father, anxious for the selection of a suitable husband, fixes his choice
on the Kuru king Samvarana. Samvarana, an earnest devotee of the Sun-
god, is popular among his subjects on account of his benevolent bent
of mind. Once while roaming on the mountain in course of hunting,
he is exceedingly charmed at che sight of an exquisitely beautiful girl.
Eager to know her whereabouts he puts many questions to her, but
she disappears without teplying 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. Counsidering that his family preceptor Vasistha can
only render valuable assistance in this matter, he remembers him.
qﬂ the twelfth day Vasistha on his appearance there assures the
king that he will act as an intermediary in this mattet. When
3Skec.! for Tapati of the Sun-god, the latter readily consents to the
mamage of his daughter with the Kun; king Samvarana. King’s
exccs.sl.ve joy after getting Tapati as his wife makes him forget his
aeministrative duties.  During his absence, disorder and misery due
to.famm'c prevail in his kingdom. Thereupon his well-wisher Vasistha
brings him back to his kingdom. His immediate steps to establish
peace and order throughout the whole kingdom make his subjects
happy and carefree again.

Several changes as are generally met with in Sanskrit dramas
are also seen in the Tapati-samvamna. Childlessness of the king’s

1 MBH,, I, 160-3
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firse wife, the daughter of the king $ilva, who is absent 1n the
original, increases his unhappiness day by day. One night the Sun-
god appears in his dream and tells him:?

Dayitam tava tanvangim $ilva-rajasutdim imam

Avehi prasavipetim $arac ciita-latam iva.

‘Samvarana! Know this slimfigured lady who is your wife and che
daughter of king $alva is issueless like the branch of a mango tree in
automn.’

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 some 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

atural rivaley engages the attention of the dramatist. Only in the
concluding 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 Tapatd with their son. In the second act the king, while
bunting in Tapanavana, happens to have a close view of his lady-love
Tapati deeply engrossed in thought about him. The part her two
companions, Menaka and Rambha, play to facilitate her union with
the king and console her in her love-sick condition reminds us
of similar activities of Anasiiya and Priyamvada in the drama
Abbijiiana-Sakantala, 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 propitiate the Sun-god,
but here her dear friend Menaka stresses the importance of the
worship of the Sun-god for his ultimate union with the heroine.
The family preceptor Vasistha’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. Tapati gives birth to a son,
but she is not given to understand anything aboue it by Rambha,
who has been previously instructed by the Sun-god to remove the

1 IS,L 8
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child for the well-being of the gods. The part p]nycd by the female
night-ranger named Mohinika creates some handicap in che final
reunion of the hero and the heroine, as it 1s necessary in the Vimarsa
sandhi. This character is the poct’s own creation. She had a
hundred sons killed by king Samvarana ; so her spirit of vengeance
has been glaringly portrayed. Although unsuccessful in het fiest
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 fifih act Tapati is cleverly called back in heaven by
the Sun-god with the hope of diverting Samvarana’s attention  to
the administration of his kingdom. The sudden disappearance of the
heroine makes the king restless and sorrowful ; his bicter lamentation
and earnest desire to have his beloved back remind us of the similar
longing of Puriiravas for the divine nymph Urvasi, of which 1t
appears to be a weak imitation. Kailiddsa has the unique power
?E romanticising the natural as well as the mythological world ; but
in Kula$ekhara’s hand the introduction of the supcmntul‘ﬂl clement
has not received a dramatic touch with the resule that some scencs
have become really grotesque. In the fourth act Mohinika’s false
statement with regard to the love of Gaganamala, the daugheer of
tl?c Gandharva king Citraratha, for Samvarana, fails to impress che
king on account of its absurdity ; and herein too dramatist’s mode
of presentation fails to keep up the interest of the readers. Too much
emphasis on delineation of the erotic sentiment without keeping an
€ye on the general excellence of the drama reflects the culture and
taste o.E the spectators of decadent days. In the last act of the drama,
TaPQU, Samvarana, Rambha, Menakia—all of them misled by the

female pj . e .
¢ night-ranger decide to commit suicide ; and this is peculiar

. ;

lt;deed and serves no useful dramatic purpose. According to the laws
0 dramatquy a happy conclusion is desirable in a drama ; therefore
the drama.tlst somehow creates interference in their mass suicide and
effe’c.ts their union in a manner that evokes no interest. The priest
Vaistha, so prominent in the original, is brought on the stage in the
end before ¢he king. In the original it is VaSistha who supplying

Dew 1nspiration 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. Samvarana’s merciful attitude is shown even
to the mischief-monger Mohinika who is released on his order.

Many defects are found in Kuladekhara’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 Subbadri-dbanaiijaya.

Rama Legend (Ramopakbyana)

The Rama episode necessitates a detailed discussion here for rea-
sons to be stated below. Points of difference between the Rama
episode of the Mababbarata and the story of the Ramayana require
clarification for proving that the works concerned with the heroic
activities of Rama have their source mainly ‘in the epic Ramayana,
although agreement with the Mababbarata account of the Rama story
in some works, though rare, cannot be overlooked. Many such works
were written at a later date; 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 rhapsodist in an appropriate setting
in the Vana-parvan of the Mababbarata.* Occasional reterences to
this story are met with in other parvans also of the Mababbarata.”

This Rama legend is narrated by the great sage Mairkandeya to
Yudhisthira to give him consolation in his forest life, Defeated in

1
Bhima by Hanumat in a previous chapter in the same parvan. (MBH., 111,

CXLVIL 28-38)

Rama story is narrated in the Drona-parvan in the section entitled

MBH., Ill. 258-75. Rama story has been related very briefly to

2
Sodasa-rajopakhyana in the vulgate edition, but this section has been entirely

omitted in the Dropa-parvan in the critical edition. It has been included in

the Santi-parvan where Rima has been mentioned as a good administrator.

under whose rule subjects lived very happily. (MBH,, XII. XXIX. 46-54)
Raja dasarathim caiva mrtam $uéruma stbjaya/

s .. . .
Yo’ nvakampata vai nityam prajih putranivourasin/ /

MBH., XII. XXIX. 46.
12
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the game of dice, Yudhisthira has to spend his days in the calm and
quiet regions of 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, not 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 Duhsasana and Jayadratha leads him to believe
that no other person in this world suffered so terribly as he. Moved
with pity the revered saint Markandeya gives a detailed description
of Rama’s tragic life to the Pandavas. Sita was abducted by the lord
of the night-rangers, but Rama’s persistent efforts and indomitable
energy enabled him to deliver Sitd from that great tyrant.
Similatly Yudhisthira with the help of his valiant brother Arjuna,
who has then gone to a distant place to ptactise penance for the
acquisition of divine weapons, will doubtless recover his lost position
in the near future.

In the Vana-parvan we get a complete glimpsc of the story of
the Ramayana. Ravana, Kumbhakarna and Vibhisana 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 Kaikeyl, Rama’s departure
Ef)r the forest, Da$aratha’s death after Rima’s departure, Sita’s abduc-
tion by Ravana, Rama’s friendship with Sugriva, Hanumat’s journey

to Lanka i i3 i .

nka to bring the news of Sita, construction of a strong bridge by
monkeys, fight between the monkeys and
encounter with Riy

Vibhisana’s coronat

the night-rangers, Rama’s
ana and the latter’s death at the hand of Rama,
gl 1on, Rama’s refusal to accept Sita, a divine voice
co.nflrmmg the ch“tity of Sita, Rama’s arrival in the city of Ayodhya
with Sitd, Rama’s coronation have all been mentioned

of the Mabhabbarata,

Buct there are i i i
here are also points of difference. The story centering round

the biftll_of_Riva')a l.ms been dealt with in detail in the Mababbirata.
In the Ramayana Kaikasi is the mother of Rav

in this portion

ana, Kumbhakarna and
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Vibhisana, whereas in the Rama story of the Mababbarata, Puspotkata
is the mother of Rivana and Kumbhakarna and Malini of Vibhisana.
In the Rama story of the Mababharata no mention is made of the
sacrifice performed by king Dasaratha for getting sons. Sita is the
daughter of Janaka, but that she is found at the end of a plough 1s
not referred to in the Rama episode, nor do we find the names of
Siea’s sisters there. At the instruction of Brahman, all the gods beget
heroic sons in the forms of monkeys who will help Rima considerably
for the annihilation of the great demon Ravana. A female Gandharva
Dundubhi by name is born on this earth as Manthara, Kaikeyi 1s to
get only one boon from king Dasaratha; and with the help of that
boon she compels Rama o repair to the forest, and gets her own son
Bharata crowned as king in his place. So far as the Aranya-kinda
is concerned, the Ramopakhyana does not follow faithfully the story
of Valmiki. Rama’s meeting with Virddha, Agastya and Sabari 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 Lanka, Sita is consoled frequently by a kind-hearted
female night-ranger named Trijata, who informs her of the speedy
arrival of Rima with Sugtiva for her deliverance. She however admits
that she has gathered this information from Avindhya:?
Avindhyo nama medhavi vrddho raksasa-pungavah/

Sa Ramasya hicanvesi..................

‘Avindhya who. is old, intelligent and the best of the Raksasas
is really Rama’s well-wisher.”

Sita is assured when she learns from Trijata that Ravana will not
be able to do any harm to her on account of the curse of Nalakiibara.
The Rama episode, strictly speaking, is an abridged form of the story
of the Ramayana. It is natural, therefore, for the writer of the Rama
episode to omit some matters at his own discretion. Rivana’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 encountet

1 MBH,, lII. CCLXIV. 55
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between Sugriva and Ravana have not at all been mentioned 1n 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 Rima is not shown as making a passage for the
bridge by throwing an arrow over the occan. Kumbhakarna offers
strong resistance to Laksmana but later on is killed by the latter in
the battle-field. In the Ramayana Indrajit destroys an artificial image
of Sita in front of Hanumat, and Rima hearing of the death of Sitd
falls into a swoon; but this incident has been lefc out in the Rama
episode of the Mababbarata. Hanumat does not bring the mountain
full of medicinal plants for bringing Rima and Laksmana back to
consciousness. By his magic power Ravana assumes the forms of
Rima and Laksmana in order to deceive them and creates false demons
for their destruction; but the sagacious Rima suspccting 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 Rima episode of the Mababbarata.*
The wind-god there cannot bear the repudiation of Sita in the presence
of gods, monkeys and other respectable personages; sO he himself
testifies to the loyalty and chastity of Sita. Rama is repeatedly
implorcd to accept Sita by the wind-god and also by Dasaratha, who
o becomes visible to Riama at that very moment. Rama complies
with their requests, and returns to Ayodhy§ with Sita.

Scholars have discussed the question of the probablc relationship
between the Ramayana and the Riama episode of the Mababbarata.
“_/cbcr has placed the following logjcal alternatives:—(1) The
Ralllopﬁkhyina is the source of the Ramayana. (2) The Ramopakhyana
15 an epitome of the Ramayana bur of , .Réma'yaz’m more primitive
thz.m the epic in its present form, (3) The Ramopakhyana is an
cpitome of the Ramayana with some poticeable modifications and

‘ I We cannot, however, put a great stress on this point of difference, as
this incident of ordeal of fire is now known definitely to be a Southern inter-
polation into the text of the Ramayana,
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changes. (4) The two poems mighe have been derived indcpendcntly

from a common source mow lost to us. Sukthankar in his article

enttled “The Rama episode and the Ramayana’ has stated that the
altcmativcs worked out by Weber may be admitted, but the logical
possibilities unfortunately do not carry us very far in historical
investigations. As Weber has arrived at no definite concluston for
the solution of this problem, no great importance can be attached to
his ﬁndings. Hopkins has, however, advanced the view that the

Rima episode of the Mababbarata has for its source some old Rama
The broad Points of

legend known to the people of that age.
he says,

difference between the Ramopakhyana and the Ramayana,
urge us to follow such a line of argument ; but a careful consideration
of the two stories has led others to express quite a different view.
Jacobi in his work “Das Ramayana™ attempted a correct solution of
this problem. 1In the first place, he said that for the clarification of
the allusions of the Rima episode, a knowledge of Valmiki’s
Ramayana is inevitable. The writer of the episode must have been
familiar with the story of the Ramayana, otherwise he might pot have
inserted some allusions in his own story. Secondly, Jacobi has taken
great pains to prove the verbal similarity of the two stories in many
places. He has shown some glaring parallelisms to prove that the
Rama episode of the Mababbarata is nothing but an abridged form
of the Ramayana. 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 the Rama episode
and the Ramayana. In some of these cases the lines of the Ramayana
have been quoted, and in other places the lines have been altered by
the use of synonymous words.  Change of words is also noticeable n
some cases. Moreover, the name of Valmiki and his epic have been
mentioned in some places of the Mababbirata

The reference of the Ramayana in some parvans proves conclu-

1 Bhrita mama guna-slaghyo buddhi-sattva-balﬁnvitah/

a Av- 22g s M a 1 a3 ‘
Ramayane’ti-vikhyatah $aro vanara-pungavah/ /

MBH., 1II, CXLVII, 11
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sively that the writer of the Rima episode of the Mababbarata was
particularly familiar with the story of the Ramayana. So there
should be no hesitation in accepting it as an abridged form of the
Ramayana. Winternitz too holds a similar view. In his History
of Indian Literature he says: «The Ramopakhyana of the Mababharata
is in all probability only a free abridged rendering of the Ramayana
and we may add of the Ramayana in a very late form, fatcly
ucarly ap})roaching the present one. For to the author of che
Ramopikhyina Rima is already Visnu become M, eeeeereeerreseenns
Books I and VII of the Ramayana for various reasons arc regarded
as later additions. In the rest of the book, that is, in books II to YI
the main hero of the story has been pictured as a mortal warrtor; his
wonderful heroic exploits earn him unstinted admiration from his
friends and well-wishers; but none of them lays any stress on his
c‘Jivinity. No attempt to hold him as the highest divinity is made
1 these portions. In later times Rama was no longer looked upon
as a mortal warrior but as an incarnation of Visnu. Writers of books
Land VII which are later additions could not avoid the influence
?E such a religious idea and glorified Rama in that light.  Similar
s the case with the writer of the Rima episode of the Mababbarata.

Some mstances will not be out of place here.?

Atha Dafarathir viro Rimo mahabalah/,

Vispur manusgya-riipena cacara vasudhim imam//,
. “The valiant and heroic Rima, the son of Dasaratha, is Visnu
ncarnate and roams over this earth in human form.’

Brahman, when approached by gods for protcction from the
lp.erse‘:uuon of the demons, consoled them by saying that according to
tlliz Z;cl]:: Zflil[:i “.Ioulsd soon be born as a huyman being for up bolding

gion,
T:fd arthans avatirno’sau mag niyogac caturbhujah;
Visnuly praharacam §rc§t_hal} sa karmaitat l(al‘ié)’“ti/ /

1 HIL, 1 p. 501

2 MBH,, III. CXLVII, .8
3 Ibid,, 1II. CCLX. g
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‘According to my direction the four-armed Visnu, the best of warri-
ors, is born as a man on earth for that cause; he will do this work.’

The Ramopakhyana of the Mababbirata after a few lines on
Rama’s birch describes elaborately Ravana’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 Ksemendra’s Ramayana-masijari where a marked peculiarity cannot
escape our notice. In the very beginning of the Uttara-kanda, he
has given detailed information regarding the birth of Ravana and his
penance. Mostly works on the Rama story are concluded with the
return of Rama to Ayodhya and his subsequent coronation, but the
Rama}”‘?"ﬂ-maﬁjaﬁ in imitation of book VII of the Ramayana and
Rimopikhyﬁna of the Mababharata continues the story with the natra-
tion of Ravana’s birth and penance. In the Abbiseka-naitaka in obe-
dience to the orders of Rima, the ocean willingly divides icself 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 Rimopakhyana of the Maba-
bbarata, but here nothing definite can be stated regarding its influence
on the author of the Abbiseka-nataka. Vasudeva of the 17th century
composed the Rama-kathi on the six kandas of Valmiki’s Ramayana.
The influence of the Mababbarata is traceable here in the fact that a
Gandharva woman Dundubhi by name was born as Manthara. Rama’s
transformation into Visnu pointed out already in the Ramopakhyana is
also obviously noticeable in Bhasa’s Abbiseka-nataka, Ksemendra’s
Ramayana-masijari® and Somadcva’; Katha-sarit-sigara;® but the authors

1 Mainusam riipam dsthdya cakra-§arnga-gadadharal/
Svayam kirapa-bhiitah san karyarthi samupagatah/ /
AbN., 1V, 14
2 Devo Narayanah ériman padma-nabho bibhur bhavin/
Svecchi-matra. samunmeso yasyayam viéva-sambhmmnh//
Carécarasya srastaram trataram jagatim api .
Samhartiram ca paryante tvam abuh kiranam tridha//
RM,, Uttara-kanda, 111.2
3 Visnor avatataraiméo Ravanocchedaniya yah/ KQS, IX, 1. 60
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of all these works might have been influenced by books [ alll:SiZ(l]I
of the Rimayana where Rama’s divinity is repeatedly Cﬂ;[’ : l r
It is not at all a matter of wonder that Ksemendra, .t e ﬂllilo
of the Bbharata-manijari and Somadeva who inserted, be_sxdc? Iiama
legend, other stories of the Mababbarata in his Kﬂtbt_l-fﬂf‘t”;g“lm
must have been familiar also with the divinity of R_ama. o the
Ramopikhyina. In the Alamkaravati Lambaka of the Katba-sarzf—sagam,
an occasion similar to that of the Ramopakhyana of the Mababbarata
is created 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 Naravahana.

2. KAVYA

Naisadba-carita

Several interesting legends of the Mahzbharata bave been renar-
rated in a novel form in later literature. To this group belof‘gs
the story of Nala and Damayanti, which on account of its appealing
characteristics has been amply utilised for the composition of dramas,

Mahﬁkivyas

= 1n . : arge portion
and Campi-kavyas. This story covering 2 large §
of the

-pq- . in detail the
Vana-parvan of the Mabibbargra discusses in ‘
ttapic oi i - la's £ L later writers, taking
8I¢ vicissitudes of Nala’s fortune!, As such late : \
Nto consideration its wide popularity and finding 10 1t ample re-

datsices for o licerary - composition, availed themselves of the oppor-
tunity of djs

playing their poetic talene by accepting it as their theme.
_Hhar§a, the author of the Naigadba-m"'m won wide renown in his
t1 i s ?
Me just afper the composition of

his work on this legend. The
another wotk of the poet containing
octrines of Vedanta Philosophy. His
ind an gyl through different works,
i ' made him , popular figure not only in
iterary .cu'clcs of the day but also among the people fond of hearing
the recitation of such Mahikﬁvyas_ From some VESes appearing
at the end of the poem, we éome to know that Sriharsa was

Kbandana-kbanda-kbidya is
valuable discussion on the d
vast scho]arship no doubt for
but this Naisadba-carity

1 MBH,, Il 50-78
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the son of Stibira and Mamalladevi’, and he was honoured by
.thc king of Kanyakubja?. The genuineness of this statement
'8 fOrrobomced by Jaina Rajadekhara Sari’s Prabandba-kola,® where
he is stated to have fourished under Vijayachandra and Jayachandra
of Kanauj in the second half of the 12th century.

Duri . - .
uring the exile of the Pandavas in the forest the great sage
When Yudhisthira narrates

is moved and 1n
distress, relates

V‘_ -7
rhadasva comes to see them there.
. . - . . )
0d him chglr miserable life in the forest, he
or ) . ) )

er to give them consolation 1n their acute

the story of Nala and Damayanti. Nala, king of Nisadha, while
iy wandering

once 1 3 :
roaming in his own garden, catches a swan graccfu
e-affairs of

there. This swan plays an important part in the lov
1':]‘11“ and Damayanti. He informs Nala of Damayanti’s charming
e e N e
Bhi ) S amayanti, the beautiful daughter of
iima, the king of Vidarbha. After a short period king Bhima makes
arrangements for a svayamvara cetemony to give his daughter a
CDhanCc f°f—ChOOSing a suitable husband. With che intention of winning
asaﬂtililzfi:nt:, some  gods appt:oach Nala to make him agrc‘e to act
nessenger. Nala is now on the horns of a dilemma,

but his goodness prompts him to fulfil the wish of gods. Be-
cause of their previous knowledge of Damay:mci’s love for
Nala, the gods assume the form of Nala in the hall set apatt

1 Sriharsam kaviraja-raji-mokuatilamkara-hiraly sutam

Scihirah susuve jitendriya-cayam Mﬁmalla-(icvi ca yam/
NC,, L.

2 Tambila-dvayam asanafi ca labhate yah Kényak'u{)jclgrsqritl
Yah saksat kurute samadhisu param Br;Ihma promodﬁ;anm//
Yat kdvyam madhu-varsi dharsita-paris tarkesu yas Okt:l‘ ‘11
Sri-Sri-harsa-kaveh krtih krtimude tasyébhyuc.{iy;,c‘l i}}":un‘/y/a .

3 DParvasyam Varanasyam puri Govindacandro nﬁml:lrcﬁo"'xxu' 2
Tat p.utro Jayantacandrah. Tasya rdjfio bahavo vidvl:r.nsah
I‘z-n:rmko Hiranama viprah. Tasya nandanah pra'ﬁa-c;kra-w;affi
Sriharsa.  Prabandha-koa, XI. 152, l ‘

13
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for the svayamvara ceremony, but highly s.atisﬁcd to hezllr theqlaucd:rtoz
verses recited by Damayanti in their honour, ‘tleyN‘lpp. "
their own forms. The marriage of Damayanti with aalls d}:
celebrated after she has placed her wedding garland on ;mk;:]eos
of Nala ignoring completely the presence of other rzpul:; o 1:;{;:
Kali, however, getting exasperated at this happy an 1s f
of Nala wants to throw him in dire troubles. At a gameko
dice Nala is defeated by his brother Pu§kara.who soonE t:;{ clj
possession of the whole kingdom. Under t}{c mﬂuenceoo di
Nala loses the power of right thinking and judgment. ne l)’
when his faithful wife is fast asleep in the dreac?ful f?rcsc, .1c
forsakes her there without thinking of her possible difficulties.
Both the husband and wife separated from each othcr:' spend da).'s
in sufferings that baffle description. Damayanti, aEter.a futile and frantic
seacch for her husband, takes shelter in the capital of.thc country
named Cedi. King Nala, with his appearance unrecognisable owing
to the bite of the snake Karkotaka in course of his aimlcs‘s wand?rmg,
comes to the capital of king Reuparna, and there acts as his chanot;cr
and cook. Damayanti somehow manages to come back to her
father’s ¢, ital, and at the end they are united. o
This tguchingly simple and popular story of the M“b“-bb“"‘lm
has been dealt with in an ornate languagc in the Naisadba-carita. In
this Mahikﬁvya consisting of twenty-two cantos, W€ df’ not get the
whole account of Nala’s life. The swan’s efforc to bring about th_c
union of Nala and Damayanti, Nala’s marriage with Damayzmtlt
%‘aPPY life of the lovers at the royal abode and appearance of Kali

" the city of Nisadha form the subject-matter of the poem. The
tagic incidents of the couple’s life,
sympathy,

has beep of
Srihar§a [
other work
admitted

beauty of
standard

which generally arouse popu.lar
have not been touched upon. This abrupt conclusion
*¢h commented upon ; and in the opinion of some scholars
nished his poem, but the rest of i is lost to us along with
S mentioned in the cpilogue stanzas. It must be ﬁ'ﬁ.‘nkl)’
that the available portion of the poem lacks the simple
the original story of the Mapibharata ; but judgcd. by the
of industrious metrical composition highly appreciated at
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that age, the poet is remarkably successful in prescnting a part of
the Nala story in the most elaborate kivya style full of decorative
devices of different types. This simple story is recounted in the
Mababharata in less than two hundred §lokas, buc Sriharsa’s lengthy
Composition spreads over twenty-two cantos containing about two
thousand and eight hundred verses. His descriptive tendency,
discussion of philosophical doctrines including those of the Buddbhists,
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 imagination runs wild in canto VII, the whole of
which is confined to this description. His inability to hold up
the reins of imagination at the right moment has made his des-
cription in some places rather boring and monotonous. Damayanti’s
svayamuvara, which is a matter of few verses in the epic, extends
over five long cantos in the poem. Verses describing Nala and
the dissembling gods simultaneously display che poet’s capacity for
using the figure of speech Slesa ; 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 secks diversion in discussions which
give him sufficient scope for displaying his technical skill or
varied knowledge.

One significant departure from cthe original draws our notice.
This is the depiction of Nala’s character in a different light in the
poem. In the AMMabibbarata Nala accepts as his bounden duty the
communication of the gods’ iIntention to Damayanti, and gtves it
preference to his own interest, so he is satisfied by simply delivering
the message ; but in the poetic composition, the failure of his
mission causes serious mental conflice making him consclous
that his honour is at stake. The poet has wide command over
language, but his fondness for obsolete and upcommon words
and the frequent use of Slesa rob his composition of lucidity
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delineation of
and sometimes tax the patience of rcz-tde‘rs. th’:-hzightecmh o
the love-affairs of Nala and l:).;unayzmt:x.llllnstmtc e ciples ¢
gives the poet an opportunity  to 11E e been men-
Kama-Sastra. Despite his demerits, soTneo w e et y gi&cd
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bc‘gmning from Kal’s intention to put Nala into trouble and ends
with the narration of the couple’s untold sufferings in the midst
Of'thc forest. The concluding canto tells of the final reunion. One
thl.ng can be said in favour of the poet that in order to illustrate his
skill in the use of Yamakas, he has not followed the practice of
Uhnecessary elaboration except in the second canto, The use of
Yamakas at places without marring the poetic beauty of a poem
makes i¢ intercsting, but when this verbal exercise is made cheaper
by its continuous occurrence in every verse, the work is bound to be
unpleasant, The following verse is a happy illustration of Yamaka:?

Anuvrata saminanam samanananda Bhimaja/

Tam Induni samananam samana-nandane vane/ /

‘“The daughter of Bhima (Damayanti), united with respectable
Nala having a face as beautiful as the Moon, enjoyed pleasures in the
garden as lovely as Nandana-kinana.’

But here the poet makes a laborious eflort to describe Nala’s adverse
fortune with quadruple Yamaka in a single verse®:
So’ tha sadi roda-ratah Puskara-vijito Nalah sadiro daratali/
Vyijad darodaratal sva-purn nirydcavin udirodaratali//

‘Then Nala, conquered under some pretexc by Puskara in the

game of dice, went out of his own large city in great agony with bis

wife out of fear.’
Nalabhyudaya

The colophon Vamanabhatta-Bana-krtan Nalabbyudaye at the end
of cach canto makes it clear that the Nalabbyudaya is a wotk by
Vimana Bhagta Bana, the author of Srigara-bhisanpa, the Parvaii-
Paripaya and the Vemabhbipala-carita. He is also known as Abhinava
Bhagta Bapa as he spared no pains to imitate the prose style of Bhatta
Bana, In the beginning of his work Vemabbiipala-carita® he has stated

I NU., I 23,
2 NU.,, Il 7.
3 Bapa-kavindrad anyc kanah khalu sarasa-gadya-saranisu/

Iti jagati rivdam ayado Vatsakulo Vamano® dhuna marsti/ /
VBC., 1.6
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that it is the general opinion that Bana only could write charming
prose, but he himself is inclined to repudiate this false view.

The poet Abhinavabina lived in the court of Vemabhiipala, the
learned ruler of Triliaga country, who wrote the Srigara-dipika and
the Saigita-cintamani. 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 out poet is to be determined.

The only palm-leaf manuscript copy of the Nalabbyudaya, written
in Malayalam characters, contains eight cantos and three $lokas of the
oth 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 Damayand
have been described. Coming to know of each other’s qualitics they
are attracted.  The second canto refers to the role played by the swan
in bringing about the union of the hero and the heroine. King
Bbima’s decision to make arrangement for the svayamvara ceremony
at the sight of his daughter’s love-sick condition forms the subject-
matter of the third canto. The next canto states Damayanti’s strong
'ntention 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
mess.engen The following canto gives us an account of Damayant’s
?:zra%;;&er sdhe hals passed tll:c crucial test of diﬁctenti;\t;ng Nala
the sixel, cantg: cs n:i:s :(;Tsi:i ?e ming the shape ?E o an’d
Yagic turn of f:n:tune after hispclxon}:)'f the lOVe]iS’ dalhance. Na.l s
?ulminacing in the pathetic desetti:(s 118 defea m_t'he glamcl o e,
Infested with wild beasts, has been : of Damayan'tl in a lonely forest

ouched upon in the seventh canto.
for her husband, she manages to find

) ftler a long and frantic search
e 1
ter 1n the palace of Subahu, king of Cedi. 1In the last canto Nala,
aw

advised by the serpent Karkotak

. ho disg : biting
ser - gures him by Db1ting, accepes
vice under the name of Bahukg in the palace of Rtuparna, king of

Ayodhyz i i
yodhy3, Damayanti, on coming bacl ¢, her father’s palace, sends

men i < direct: :
In all- directions in search of her husband. The existing eight

cantos therefore do not give us the story of the final reunion
na g
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This work of Vamanabhatta 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 Sriharsa has written lengthy canto after canto over this Nala
story, but Vimanabhatta all along keeps his eye on brevicy. He
mentions some characteristics of a good composition in the very
beginning of his Vemabhipala-carita®, and there is no doubt that the

present work possesses those characteristics.

Sabrdayananda

The Sabrdayananc a of Krsninanda, a kiyastha of the Kapinjala
family and Mahapatra to the king of Pici, 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.®  His date cannot be later than the 14th century, as Viévanatha
in his Sabitya-darpana mentions a verse from this work and describes
the poet as Sandhivigrahika Mahapatra. Charming, intclligiblc and
elegant verses of Krspananda have made his composition more interes-
ting to readers than the work of Sriharsa. The original story with
slight deviation has been reproduced successfully in this work of
Krsninanda.

The first canto opens with the praise of Virasena and Nala, and
ends with the departure of Nala’s facher for forest life afcer 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 rasaniyatam dadhati/
Kavya-prapafica-srster ya mialam kavi-vidhatt-lokasya/ /,
Kavyam hi kavi-varanam kanakam iva $laghya-varna-sankalitam/
Durjana-jihva-jvalane taptam pravibhati nirmalakaram/ [
VBC., L. 3-4.
2 Sri-sandhi-vigrahika-mahapatra-éri-krsnananda-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 svayamvara 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 Nala. 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 Puskara, and is ultimately compelled to
wander with his dear wife in the midst of a dense forest inhabited by
ferocious beasts. The sepatation of Damayanti from king Nala takes
plftce under peculiar circumstances in this work. Points of agreement
with the story found in the Mababharata are marked almost through-
out, but in the matter of Damayanti’s parting with Nala the poet has
followed his own imagination. In otder to draw the notice of
Dz.lmayanti, Kali and Dvipara assume the form of birds with golden
V.VIHgS- Nala in his attempt to get hold of them 1s carried to a
tfllstzmt region, and thus fails to be united with his dear wife, who
t ucter despair and distress rends the whole atmosphere by bitter
lamentations in the eleventh canto. In the original story of the

Mabzbbarata Dvﬁpnra

o is not shown as taking an active part in
ecetving Nala and Damayanti. The remaining part of the story
without any remarkable modification has been recounted in the last

four cantos. Damayanti manages to reach the capital of Vidarbha
and then king Bhima sends men

Nala, on the advice of the ser
bltmg, comes to the c¢a

in all directions in search of Nala.
pent Karkotaka who disfigures him by
chatioteer. The Lo pitalf of king l.gtup?rr_m to setve him as a

iinal Nala part of the story is slightly modified. In the
original MNala, on receipt of the news of Damayanti’s svayamvara
cc.rc;lony o bc.held f‘gai“: is surprised greatly and reaches there
within a short time wigl, king Rtuparna; but in this work Nala comes

to know of Damavanti’< ¢ . o
ayanti's firm  resolve to  enter fire. Damayantl 1is
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assured of her reunion 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 chis 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
stits 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. 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.

Nals-vilasa

Ramacandra Sari,® who is believed to be the writer of a hundred
works, composed a drama Nala-vilisa in seven acts on the popular
story of Nala and Damayanti. He is not the dramatist to present the
Nala 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

1 Anati-prasrte’ bhitah kr$anau gaganagraspréi dhiima-cakravale/
Nanrtuh ksapam unmadah sakekam nava-meghodaya-$ankino mayirah//
SHA., XIIL 4.
This verse describing a forest fire and its reaction on the peacocks proves
Krsnananda’s power of writing in a language forceful and attractive at the
same time,
2 The date of Ramacandra Siri has 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 Damayand 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 Damayantd seized
from the kapalika, sends his intimate friend Kalahamsa and Makarika
to supply Damayanti with first-hand information about himself.
This important part, however, is played by the swan in the
Mababbarata. The author has all along tried to introduce the human
element in his drama as far as possible. In the second act we hear
of the success of Kalahamsa and Makarika in diverting the attention
of Damayanti to Nala. They come back with Lambastani, the wife
of kapalika Ghoraghona, 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
svayamvara ceremony Damayanti, while worshipping the god of
love in the adjacent garden, happens to meet king Nala who has hig
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
different 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 svayamvara, and assume their owp
shapes only on bcing appeased highly by Damayanti. The dramatist
employs, on the one hand, Kalahamsa and Makariki to carry on
matrimonial negotiations without bringing into prominence the part
played by the swan, and on the other hand, he has totally done away
with divine intervention in human affairs by not bringing the gods
in the svayamvara hall. This tendency of the dramatist ¢o
eliminate superhuman intrusion is also manifest in the modification
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of another citcumstance. In the Mababbarata, Kali’s ill feeling to
Nala is the main reason of his indescribable sufferings after his
marriage with Damayanti ; but here the malicious activities of the
kapalika, the spy of Citrasena, cause his defeac in the game
of dice with the prince Kibara 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 selfish 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 svayamvara hall.
Damayanti’s fateful decision to choose Nala 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 1s fast asleep, to her fate by an ascetic who
is an ally of 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 Dadhiparna, the king of Ayodhya. In
the Mababharata, Nala bit by the Karkotaka serpent loses his lovely
form, and gradually repairs to the kingdom of Reuparna to accept
service as a trainer of horses. A dramatic petformance 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 of Damayantl’s svayamuvara 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 Mahabbarata story are to be
noted in Rimacandra’s work in many respects. Some of the names
have been slightly changed. Nala’s father has been named as
Nisadha instead of Virasena and prince Kiibara 1s mentioned 1n place
of the brother Puskara, The charioteer of Rtuparna is known as
Jivala, but in the drama a royal officer of Dadhiparna is so named. In
the epic Kali specially assists Puskara to defeat king Nala in the game
of dice, but in the drama prince Kibara acquires proficiency in the
game because of training received from Ghoraghona. Nala seeks refuge
in the kingdom of Reuparna and Damayanti in the palace of Subahu,
the king of Cedi ; but in the drama Nala is said to have taken shelter
with Dadhiparna and Damayanti with Reuparna. Damayanti, eating
the flesh 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
Dadhiparna in Siryapaka. She sends Kalahamsa 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 dgainst Nala by king Citrasena with
the help of his spies Ghoraghona 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 Siari has thus displayed distinctive dramatic genius
by treating the story in his own way. No other dramatist or poct
has introduced so many significant changes to remodel the story.
Such fercile 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 lovelmess, and stands 1n the way of an clegant rendering

of the legend.

Nala-caritra-nataka

Nilakantha Diksita, a grandson of Appayya Diksita’s brother, was
born in 1613 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 for thirty-five years ; but at
last being disgusted with the whimsical temperament of his - sove-
reign, he retired from service. The sovercign, however, honoured
the great scholar by a free gift of the village Palamadai on the left
bank of the Tamraparni, and here he spent the last part of his life
in deep meditation.

Nilakantha Diksita wrote two major Mahiakivyas—the Siva-
lilarpava in twenty-two cantos and Gangavatarana in eight cantos.
His Nilakaptha-vijaya-campi composed in 1637 A.D. won high
appreciation in literary circle. His drama Nala-caritra-nataka, as t:h.c
name signifies, relates the story of Nala and Damayantd. It lf
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 Nals-vilasa of Ramacandra
Stri that the dramatist has recast the whole story in a quite different
way making ic full of conflicts and counter conflicts. so also Nilakantha
Diksita, while touching the outlines of the Nala story, has considerably
changed it by free play of imagination. It isa drama in si>.: acts,
the sixth act being unfinished in all manuscripts. The dramatist has

stated the reason for selecting this story for the plot of his drama n

the proiogue.l

1 Kalam jetum upayau dvau kzlll-kalmaga-samplutam/
- = . =2 = s = -
Kathi vi Nisadheasya Kasi va visva-pavani/ /

NCN, L. 11
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In the first act king Nala draws a picture of a beautiful woman
dreamt by him in front of Viddisaka. 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.
Uncxpcctcdly the swan appears there with a letter from Damayanti,
The dream of the king is an innovation of the poet.

The second act makes the 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 svayamvara ceremony, learns from his attendant
Viévavasu that Damayanti is strongly attached to Nala and at this
he grows dejected. 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 Savierl 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 1s advised to come there at a time fixed
previously.  Goddess Sarasvati 1s happy to find both the hero and
heroine in the temple of Gaurl and places the hand of Damayanti on
that of Nala in the presence of the deity. Vidiisaka 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. His
hasty commitment for acting as Indra’s messenger incurs the dis-
pleasure of goddess Savitri. Vidiisaka comes to his rescue with the
information that 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 Savitti reminds us of
similar activities of goddesses Bhagirathi and Earth in the #ttara-
rama-carita. Influence of Bhavabhit is distince in fifch act too,
where Damayanti’s bad dream, signifying the possibility of
separation, unnerves king Nala looking lovingly at the face of his
b.elovcd sleeping by his side. This 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 sixth act displays hostile attitude of Indra whose friendship
with Puskariksa 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 abrupe conclusion of the play is really a great handicap to its
critical analysis. It is true that the dramatist has introduced modi-
ficacions for presenting the story in a new garb, but some drawbacks
in the narration of the story cannot éscape our attention. The first
part of the drama demonstrates dramatist’s willingness to alcer the
story profusely, but in the second parc the story is dealc with ina
very casual manner. The author has not described the svayamvara
ceremony, so the decision of king Bhima for selecting Nala as the
husband of his daughter without giving a description of the svayam-
vara ceremony, which occupies an important position in the original,
is rather unusual. Indra’s conspiracy with Puskaraksa and Kali is not
explicitly stated. Had the autbor been able to maintain the standard
of his writing as seen in the first half in subsequent portion too, his

work would have been highly impressive,

3. CAMPD
Nala-crzmpz?

The widely known Campﬁ-kﬁvya associated with the story of Nala
and Damayanti is Nala-campi of Damayant;. aths of Trivikrama
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Bhatta,* also nicknamed Yamuna Trivikrama. From the Nausari
inscription of the Rastrakdta king Indra Il of g15 A.D., some
information can be gathered regarding his date, as the writer of this
inscription is none but our poet Trivikrama.

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 resule
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 desite to follow in the footsteps of his predecessors Bina 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 Bhatta 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 Nisadha countty, king Nala and his minister Sruta$ila unknown
in the epic has become rather dull. To maintain a true poetic

atmosphere, he brlngs 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
composition.
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does 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 desire to 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 of a kinnara pair. The king then
learns a full history of his beloved from the swan. That Damayanti
was born through the grace of 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
Priyangumanjari is dwelt upon in a lengthy manner. This section is
brought to a close with a description of the birth of Damayant.
Similar divine grace responsible for the birth of Nala is also made
known in the fourth ucchvasa, which closes with the departure of
Vicasena 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 of 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. The
prime minister Sruta$ila’s effort to pacify the king’s uneasiness 10
critical hours is the poet’s own innovation. In the sixth ucchvasa,
Damayanti’s initiative in sending a letter by her messenger Puskaraksa
to king Nala for bringing him to Kundina has some novelty in 1t
That too is a figment of our poet’s imagination. King Nala bas
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 martiage,
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-KAVYA
Raghava-naisadhiya

It is a poem of two cantos by Haradatta Sari. The stories of Nala
and Rama have been recounted in this work simultaneously by the
poet with the help of the figure of speech Slesa. From the conclu-
ding verses! of the poem, we come to know that Haradatta Siirt 1s the
son of JayaSanikara belonging to the race of Garga. Nothing can be
gathered about his date and provenance from those verses; but from
his own commentary where Bhattoji Diksita is mentioned as Diksita, 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 neicher in the invention of the plot, nor in inserting imagirfa-
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
composition.  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 his 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 Gargarsi-vamsa-tilako Jaya$ankarakhyo
Jyotirvidam pranayakrt sukavindra-manyah /
Adhyitmikﬁvagati-éz’mti-pariyar_lo’bhﬁd
Dharmopadesana-patur naya-bodha asit/ [
Tac sinur Haradatta ity amala-dhil .........RN., 1L, 21-2,
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verses. One such verse showing his skill in the use of Slesa is cited
here with his own explanation.*
Ity ukeah krta-hiitim sa nata-sutam tam niraiksista
Atmajayatata-harsah svaheya-dbrteh svarfipa-sampattim/ /

‘Thus said by Mandodari Ravana, 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.” (Ramayana)

“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 passing
notice here. In Vandarubhatta’s Utztara-naisadba, a poem of sixteen
cantos, we find an inceresting description of Nala’s later life. In the
Naisadba-carita, Stiharsa has not touched upon the last part of the
story, so this Uttara-naisadba must be regarded as a sequel to Sriharsa’s
book. Vandarubhatta is unmistakably influenced by Sriharsa’s
style, but he has succeeded in places in overshadowing the fame
of his predecessor. The Nalananda-nitaka by Jivavivudha, Nala-
varpana kivya by Laksmidbara, Nala-bbamipala-ripaka, Nala-
vikrama-nataka, Naladamayantiya—all these works are mentioned
in the introduction of the drama Nala-vilisa published in Gaekwad’s
Oriental Series. The Nuaisadbinanda, a drama in seven acts, is
believed to have been written by Ksemiévara, Rajasekhara of the
1oth century did not miss the opportunity of utilising Nala story
for composing his work Nala-ramayana. There is another work
Nalayani-carita by Nardyana Bhatta. The poem Nals-yadava-
raghava-pandaviya shows how far Sanskric language can be twisted
to narrate four stories through the same verse,

1 RN, I 107, '



CHAPTER IV

Works on Myths of the Mababbarata

1. KAVYA

Kumara-sambbava

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 Mababharata. One such myth
recounting the birch of powerful Skanda and his success in killing
Mabhisasura, the demon who struck terror in the minds of all gods,
occurs in the Vana-parvan. The theme of Kailidasa’s Kumara-
sambbava, a poem of seventeen cantos, has much in common wich
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 case of the Kumara-sambbava, remarkable
changes from the original theme cannot escape our attention. This
ancient myth is found in the different Purianas,® but here we shall
keep ourselves confined to the Mahabbarata version. The seventeen
cantos of the poem are known to exist, buc it is almost universally
regarded that the last nine cantos are not Kilidasa’s composition but
later additions by some enthusiastic writer to complete the theme
with a description of the birth of Skanda and the destruction of
Taraka at his hands. Inferiority in poetic composition, style and
diction has led many to doubt the genuineness of these cantos.  Some
are unwilling to regard even the eighth cano as Kalidasa’s composition
as the whole of it has been devoted to e description of the amorous
sports of adorable deities.  Kalidasa, in ¢lejr opinion, is not the poet

to indulgc in such inelegant description which has evoked strong

criticism even from writers on poetics, But Kalidasa’s characteristic

style and diction and Mallinacha’s commentary up to the eighth canto

1 Our poet may have been influenceg by the story, narrated in the $jya-
purana, Brahma-purana and K:-lllk»§~[)lll‘5r'la.
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confirm the idea that the poem is composed in eight cantos. And it
may be further stated that the title Kumara-sambbava 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 of the contents of the
Kamara-sambbava and the myth of the Mababbarata. 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
Mabibbarata in this part.

In the Mababbaratal, Mahisasuca is said to have persecuted the
gods for nothing. He receives a boon from Brahman on the strength
of which he defies every one in the three worlds. When this demon
1s 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
Puranas, but ic 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 1s 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 thac time tyrannies
of Tarakasura in heaven embitter the minds of the gods who are
ultimately compelled to 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 resule thac he has to pay the
extreme penaley for his disobedience to Lord Siva whose wrath reduces
him to ashes. Rari’s heart-rending lamentation in the fourth €anto
stirs up deep sympathy of all readers in her agony that baftles descrip-

\

1 MBH,, I1, 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
Brahmana and when she is able to stand the test, Lord Siva throws off
his mask and expresses his desite to marry her. Their marriage is
duly celebrated with great pomp and splendour in Osadhiprastha.
After a short period the birth of Skanda causes widespread rejoicing
in heaven. The boy gradually grows up and at last fulfils the divine
mission by putting an end to the life of Taraka in a bitter fight against
the demons.

Thus we find how Kailidasa 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. Kaliddsa 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 morta] beings.
The skilful description of the spring season and the earnest attempt of
the god of love to arouse passion in Lord Siva 1n canto 111, with the
ulterior motive of liberating the gods from the oppressive bondage of
demon Taraka by the birth of Skanda, is a fine example of Kalidzsa’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 of Hindu philosophy in canto
II. Rati’s bitter lamentation after the destruction of the god of love
shows how adept Kalidasa is in dclineating sentiment of pathos too.
The mode of conversation between Uma of strong determination and
$iva in the guise of a Brahmacirin has been well conceived to reveal
that true love triumphs ultimatcly lcading to the union of Siva and
Uma to the best satisfaction ?E all gods anxious for the speedy destruc-
vion of Taraka. Kalidasa’s creative imagination admirably sets the
ground ready for the union of lovers in a graceful language and

polished style, but this grand standard of imagery and style is totally
lacking in the later portions of the poem,



CHAPTER FOUR 119

The field for the birth of Skanda is set after an elaborate descrip-
tion of the dalliance of lovers. Skanda’s fight with 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-diba.

As compared with the legends we find paucity of myths in the
Mahabbarata. Noteworthy compositions based on the myths of the
Mababbarata are again very few. The myth relating to 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-daba belongs to this group of composition. It has been already
mentioned in our discussion on the Kiratarjuniya-vyiyoga that his
excessive fondness for the rigid application of the laws of dramaturgy
has made his works rather stereotyped and unimpressive. Moreover,
the dramatist has not the ability to pour his fancy into a faultless
mould. This work of feebler dramatic quality and character, there-
fore, does not evince sound literary taste. This peculiar mode of
following the rules of dramaturgy is distincely noticeable in the
Tripura-daba, where the author has left no stone unturned to observe
all the characteristics of that type of dramatic composition known as
«“Dima’’.* The dramatist ts inclined to depart from the original only

1 Miyendrajala samgrama-krodhodbhrantadi-cestitaily/
Ubpardgai$ ca bhiiyistho Dimah Khyitetivrttakah//
Angi raudra-rasas tatra sarve ‘ngani rasah punah/,
Catvaro ‘ika matd neha Viskambhaka-pravesakau//
Nayaka deva-gandharva-yaksa-rakso-mahoragah/
Bhiita-preta-pisacadya sodadityantam uddhatah//
Virttayah Kausiki-hina nirvimarsa$ ca sandhayah/
Diptah syul) sadrasah §anta-hasya-$érngara-varjicah/ /,

SD., VI. 259.
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when he has to create situations for showing the specialities of Dima.
For his own purpose he has also omitted many details of the original
as will be evident from a comparison of the treatment of the plot in
the Mababbarata and Tripura-daba.

The story of the Tripura-diha is narrated by Duryodhana to Salya,
the king of Madra, in the Karna-parvan of~the Mahabharata® for in-
ducing the latter to act as charioteer of Karna in the impending bactle
of Kuruksetra. The vivid narration of the story exerts influence on
the mind of $alya who ultimately agrees to be the charioteer of Karna.
The story runs thus—Tarakiksa, Kamaliksa and Vidyunmalin, the
three insolent sons of Tarakasura, after pleasing Brahman by severe
austerities demand a boon, through the influence of 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 ciries,
show their eagerness to give refuge to thousands of demons who
muster strong under their banner persecuting cruelly the dwellers of
the three worlds. Through the grace of the creator, one of the de-
mons Hari by name manages to get possession of a lake, the water of
which has the potcntiality of revitalising with greater strength the
demons wounded by weapons. Frightened at the unbounded strength
of the demons and disappointed at the same time at his inability to
overthrow them with the help of his thunderbole, Indra, followed by
other depressed gods, approaches the creator with due reverence to
make him specially conscious of this frigh ¢ty danger. Indra is infor-
med that the only remedy of this critica] danger lies in the hand of
Mahadeva, On hearing of the brutal aerocigies of those mischjef-
makers, Lord $iva accedes to the demands of ¢he gods and urges them
to construct a suitable chariot for him, Tpe chariotis buile wicl
substantial materials collected from differeny sources. After the con-
struction of such powerful chariot, the gods, at the request of Lord
Siva to select a charioteer stronger thap him, implore creator Brahman

to shoulder this rcsponsibility. Lord Mah3deva fulfls the long cher-

t MBH., VIIL 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-diba of Vatsaraja seeks torelate this well known myth
of the Mababbharata in four acts. Narada, the ardent devotee of Lord
Visnu, 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 Nirada 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 wrach 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, Viyu, Varuna,
Kubera, Brhaspati etc, all of whom support the move for taking
necessary action against the demons urgently. The entrance of the
goddess earth with the serpent Sesa for her deliverance from the
tyranny of demons upsets Lord Siva all the more. Dharma and
Himalaya too come to attend the conference for formulating a plan for
the destruction of demons. In order to observe the characteristic of
Dima that there should be sixteen haughty characters, the author in
the first acc 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-
daba, 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 Nirada is instructed by Siva to
see the creator and Visnu 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. Visnu 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 is given. Three brothers
are named here as Sarvatipa, Siryatipa and Candratapa. The
first attack on the iron and silver cities was repelled however by
Stiryatapa 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 their
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
Kartikeya’s intense enthusiasm to participate in the coming warfare is
not mentioned at all. In the fourth act Bhargava, the preceptor of
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 theit 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. Lhe 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 indeed. At places
he 1s 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 1n spite
of this intention.

Some other compositions dealing with this well-known myth
deserve mention here. The Tripura-daba by Ravisinu, the Tripura-
dabana by Narayana Bhatta, the Tripura-dabana by Vasudeva and an
upariipaka entitled Tripura-mardana are some other works whose
literary worth is negligible, and as such they do not call for detailed
discussion. Nrsimha-raya, che father of Anandardya makhin, wrote
a campii-kavya under the caption Tripma-vijaya-campﬁ.



CHAPTER V
Legends of the Mahabbarata in other Works

Katha-sarit-sagara

Numerous popular tales are collected in the r1th century metrical
adaptations of the Brbhatkatha. The original Brbatkatha of Gunadhya
is lost to us, but the two Kashmirian versions namely, the Brbatkatha-
mafijarit of the polymath Ksemendra and the Katha-sarit-sagara® of
Somadeva assist us to form some idea about the original Brbatkatha.
Here we are to confine our attention to the Mababharata legends that
have crept in the Katha-sarit-sagara in the course of the progress of
other stories. Stories of Sunda Upasunda,® Puriravas and Urva$i,
Nala and Damayanti and some other moral stories have found their
way in this collection of popular tales. It is uscless to note down
points of agreement and disagreement of all those stories in detail
as they, being nothing but inset stories, have been narrated with re-
markable brevity. This work uses the device of placing stories within
a long story. Stories of Sunda and Upasunda,* Puriiravas and Urva$i,?
Kunti and Durvasas® are inserted cleverly within the famous legend
of Udayana and Vasavadatta.

The epic background of the Sunda and Upasunda 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 Lavanaka with his beloved wife Vasavadatta. The poet
creditably finishes the story in six verses only, and the measured words
of these six verses are 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 Parab, NSP., Bombay, 1gor.
2 Ed. Durgaprasad and Parab, NSP,, Bombay, 1889 (reprinted 1903, 1915
etc.)
MBH.,, 1. 201-4.
KSS., IIL. 1. 135-40,
KSS., 111, IIL. 4-30.
KSS., IL II, 36-42,
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when ornate language and verbal complexities dominated the writings
of an author, such pictorial narration in simple language desetves high
praise.

The story of Kunti and Durvasas is told in connection with the
advice of Padmavati’s mother to her daughter to behave with Vasava-
datea 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 hot 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 Kuntl’s extraordinary forbearance for which she 1s
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 promincncc at the
same time the irascible temperament of this ever angry ascetic 1s
found in the epic. There the daughter of Kuntibhoja is mentioned
to have reccived a lucky boon from this sage by rendering him
hospitality.

The poet gets a chance of introducing the story of Puriiravas and
Urvaéi 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 sPccial attempt is made in the epic for a connected account of the
story which is dealc with partially in the section of genealogy. Urva$i’s
attraction for the king, Visnu’s favour for her union with the king
who was a devotee of the same deity, the curse of separation by
Tumburu 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 Visnu satisfied by
the king’s penance—this is the summary of the story as given in the
Katha.sarit-sigara. In the epic only Urvasi’s marriage with Puriravas
and the names of her sons are mentioned. It is probable that
the author of the Kathi-sarit-sagara must have drawn up from some

other sources.
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A complete account of the Nala story® is given by the Brahmana
named Sumanas to 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 wind-god
is also mentioned here as desirous of getting Damayanti as his wife;
so the princess in the wedding hall finds not five persons but six
having similar appearance like Nala. Kali and Dvipara together were
on the lookout for an opportunity to throw Nala in dire distress after
his marriage with Damayanti. Nala accepted service in the kingdom
of Rtuparna as a cook under the name of Hrasvavahu.

Paficatantra

Some didactic stories of the epic are found in the Pasicatantrs—
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 of 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 of the Pasicatantra also, is
not a matter of wonder at all.  The original Pasicatantra, which must
have existed long before 570 AD. when the Pahlavi version was
made, is not available. The mode of inserting gnomic stanzas in ¢he
prose narrative has been current since the time of the Brabmanas and the
Jatakas, so we cannot state with certainty whether the author selected
these stories from the epic or from the Hoating gnomic literature of that
age. The presence of a few epic stories in the Paficatantra, however,
gives us a chance of discussing their treatment in both the places.

The story of king Sibi’s munificence and generosity is conspicuous
by its frequent occurrence in the Mahabbirata. 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 Ksatriya kings Sibi and
Suhotra by declaring king Sibi’s superiority in emphatic terms, is
narrated. But in the same parvan the real story of testing Sibi is

1 KSS., IX. VI, 237-416.
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described previously under the title Syens-kapotil. Prominence of this
story becomes clear from its remention in the Anu$isana-parvan where
occurs the same version of the story with the king’s name as
Visadarbha,  The same story with slight variations appears in the
Paficatantra under the caption “Mabatmanab Siber upakbyanam’.
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 $anti-parvan, Bhisma lying on his bed of arrows recounts
many tales in order to impart moral lessons to persons séanding 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 Paficatantra. The fish Dirghasiitrin is named
there as Yadbhavisya. 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 Paficstantra, both Anigatavidhata 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 Hitopade$a® which is current mainly in Bengal is a work by
Narayana, 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 wortk. Numerous stories of the Paficatantra 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 fear]essne?s
in the whole world due to a boon received from Brahman, and l:l'lell‘
ultimate annihilation because of their strong lust to enjoy the beautiful

1 MBH,, IIL 130-1. 2 MBH.,, XIL 135

3 Repeatedly printed in India, but not yet critically edited. The better
known edition is by P. Peterson, BSS., 1887.
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lady Tilottama alone is found in the Adi-patvan. 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 Brihmana to enjoy the goddess
afrer defeating the other in point of strength, they fight each other and
ultimately die. Despite these variations, the story surely contains a
reflection 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 in preceding
chapters, there are other numerous compositions connected with the
story element of the Mababhdrata. These wotks 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 Mabibbirata on
Sanskric literature is concerned, should have proper recognition in
literary circles.

The Arjuna-carita is a mahikavya by Anandavardhana and as jes
name signifies, it deals with' the heroic activities of Arjuna The
Kashmirian polymath Ksemendra wrote a drama Citra-bbarata by
name. The Hara-keli of the Cahamiana king, Viéiladeva Vigraharija
of $akambhari (Sambhar), describes the conflict between Mahadeva
and Arjuna, but the entite poem is not available; only a portion of
it is prcscrvcd in a stone inscription at Ajmere. A drama Bhima-
parakrama by Vyasa Moksaditya is mentioned in the introductory
portion of the Partha-parakrama. Ramadeva Vyasa patronised by
Haihay princes of the Kalacuri branch of Rayapura wrote the
Subbadri-parinayana in the first half of the fifteenth century. The
Bharata-campi was written by Rijaciidimani Diksita, the son of
Srinivasa Diksita and Kamaksi Devi towards the end of the sixteenth
century. The Pandavabbyadaya consisting of two acts deals with
the birth of the Pandavas and Svayamuvara of Draupadi. The drama
Pandavananda 1s mcngioned by Kuntaka and Abhinavagupta in their
works. The Partha-vijaya, a drama by Trilocana, and the Subbadra-
barana-prabandha by Narayana Bhatta are some other similar works.
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CHAPTER 1

KAVYA

In the preceding chapters of Book I, it is made clear that the
writers influenced by the Mababbarata utilised the heterogenecous
clements of the epic in their compositions in different ways showing
varicties in many respects ; but a broad point of their difference from
the writers influenced by the other epic lies in the fact that mostly
wecks based on the Ramayana cover the entire story of the epic wich-
out much variation. OFf course there are compositions dealing with
a part of the Rama story, but they are very few in number; therefore
all poetical compositions dealing cither with the entire story of the
Ramayana 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-vamsa

Kalidasa’s Raghu-vam$a stands unparalleled in the realm of
Mahikavyas dealing with the Rama story. In keeping with the title,
Raghu is made the central figure in the earlier part of the poem, but
Rima’s activities are narrated with artistic force and skill in the later
part of the work. This work is not, however, exclusively concerned
with the Rama story; for it gives an interesting account of kings
belonging to the solar dynasty—Dilipa, Raghu, Aja, Dasaratha, Rama
and twenty-four other kings—the last king mentioned being Agnivarna.
The account of the solar race is found in narrative form in various
Purinas as well as in Valmiki’s Ramayana. The chronology of kings
mentioned in the Raghu-vam$a does not tally with that of the
Ramayana, on the contrary it bears resemblance to the account
presented in the Visnu-purana and Vayu-purana. The reference to
earlier masters® in canto I of the Raghu-vamsia probably indicates
Kilidasa’s knowledge of the Puranas. For the portion of his wortk
dealing with Rama, Kalidasa has depended solely on the Ramayana.

1 Athava krta-vagdvare vamée’ smin parva-siribhih /
RV, L 43
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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 narration of king Dilipa’s
childlessness, his attendance on the divine cow Nandini, birch of
Raghu through Nandini’s grace and Dilipa’s horse-sacrifice. The next
five cantos give an account of Raghu’s conquest of different countries,
the performance of Viévajit sacrifice, attainment of money from
Kubera for satistying Kautsa, Aja’s marriage with Indumati and her
tragic end. Kaliddsa’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 Ramayana from canto IX where king Dafaratha, dumb-
founded and grieved at the unexpected death of the hermit’s son by
his arrow, is cursed by the sorrow-stricken blind parentsin whose
presence dies their son. In the Rimayana the blind parents were
taken by Dafaratha 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 nparrates Rama’s birth
as an incarnation of Visnu after the performance of Putresti sacrifice
by Dasaratha. In the Ramayana the gods approach Brahman first
with an ardent appeal to annihilate the persecuting Ravana. Brahman
advises them to implore Visnu for a speedy remedy; but our poet has
done away with this indirect approach and made the gods appear
straight before Visnu who gives them assurance about killing Ravana
In near future. In canto XI the poet gives a detailed account of
Rama’s heroic exploits in the vicinity of the hermitage of Visvimitra
and his marriage with Sita, buc the poet with a marvellous ingenuity
and brevity practically finishes the whole story up to the death of
Ravana in canto XII. Slight variation from the epic in the recounting
of the crow story (XII. 21-23) and burial of Viradha' is introduced

1 Tam vinispisya Kakutsthau pura disayati sthalim/,
Gandhenasucini ceti vasudhiyam nicakhnatuh//
RV., XII. 30.
In the Raghu.vams$a Rama and Laksmana, killing the demon Viradha, bury
him immediately thinking that the whole forest region will be polluted by the
foul smell of his corpse ; but in the Rimayana he is buried alive,
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in this poem, In course of his aerial journey in canto XIII, sweet
memories of forest life as well as the sorrowful reminiscences of intense
agony after his separation from Sita appear before his mind’s eye,
and he points out these places of interest to Sita with a heart overflow-
ing with love. The poet here makes a full use of his marvellous
power of romantic dcscription which, really speaking, discloses Rama’s
strong love for Sita. These past reminiscences of early happiness
and sorrow heighten by contrast the tragic cffect of separation 1n the
next canto where Rama, as a king, performs his royal duty by
banishing beloved Sita from his capital for the satisfaction of his
subjects who spread a scandal about her chastity. The last portion
of the Rama story forms the subject-matter of canto XV, where Sica
enters the nether world 1n the very presence of Rama who also leaves
the world soon after the accomplishment of his mission. The remaining
cantos present uninteresting pictures of some of the unknown descen-
dants of Rama, of which Ku$a’s dream in canto XVI and Agnivarna’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
elegant diction, subtlety of

wroughe  imageries, polished  style,
He never aims at over-

expression and ingenious embellishment.
claboration,  above all his restraint in description, sense of proportion
and moderation enable him to present vivid pictures of the old

narrative.

Setu-bandba

Licerary efforts for composing kavyas even in Prakrit language won
approbation in early ages. Several such works reveal how distinguished
writers like Pravarasena, Rdjaeckhara and others utilised melodious
Prakric language for their valuable compositions. The Maharastrl
Prakrit, as is evident from the Kavyadar$a® of Dandin, was mainly

used for writing poems. Pravarasena’s Setu-bandba, Hala’s Sattasai,

1 Maharastradrayam bhasam prakrstam prakrtam viduh/ KD., L. 34%-
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Vikpatirdja’s Ganda-vaba and Rajadekhara’s Karpara-manijar: arc some
noteworthy compositions in Prakeic. Of these, Pravarasena’s Sezy-
bandha is connected with the story of the Ramayana and as such a
bricf discussion on the work is being held here. He is a pioneer in
this direction and was emulated by Haila, Vakpatirija and others.

The work of Pravarasena is also known as Dabamubavaba and
Ravanavaba. It does not narrate the entire story of the Ramayapa,
but deals with the main topics of the Lanka-kianda. The aforesaid
titles clearly explain the theme of this epic poem which contains a
dcscription of the bridge and slaying of Ravana. Earliest references
to this Prakric Mahiakivya are found in the Kavyidarsa® of Dandin
and Hursa-carita® of Bina, 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 name streng-
thens the belief that it was composed most probably in the ffch
century A. D. It is often held that 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 want of sufficient proofs. The colophon? running
at the end of each canto in the Bombay edition gives rise to an jn.
pression that Pravarasena II of the Vakataka dynasty wrote this epic
poem, and he was fortunate enough to receive the valuable help of
Kalidasa in his licerary venture.

The poem consists of fifteen cantos and the poet, while narrating
the story of the Lanka-kanda, has overlooked the details of the original
and in order to maintain the nature of a Mahakavya introduced lon

description of different objects 1n strict conformity with cthe rules of
theories on poetry.

In canto I which contains a description of autumn and the Malaya
mountain, Rima, surrounded by valiant monkeys, reaches the sca-
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

I Sagarah siikti-ratnanim Setu-bandhadi yanmayam/| KD., L. 343.

2 Kirtih Pravarasenasya prayita kumudojjvala/,
Sagarasya param param kapi-seneva setuna// HC,, 1. 15,
3 lya siri Pavarasena-viraiye Kalidasa-kaye Dahamuhavahe mahakavve... ..
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to cross it to reach Lanka3. Throughout the whole second canto, the
glory of the ocean captivates the imagination of the poet, whose deep
knowledge of maritime matters is recorded here. The highly spirited
speech of Sugtiva 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. Sugtiva’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 Jimbuvat. In canto V the ocean struck with the
arrows of Rama is agitated to a degree, as a resule of which it is ablaze
with rising flames. 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 Suvela mountain,
sports of women and nightfall. The story is again resumed 1in canto
XI with the showing of false head of Rama to Sita, whose piteous
lamentation at that terrible sight can be appropriately compared with
that of Rati in the Kumara-sambhbava. Trijata’s consolation in affec-
tionate language cannot console her. Pravarasena’s poetic ability
blended with imaginative touches finds full expression 1n 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
Rivana at the hand of Rama. The poem is brought to a conclusion
with a description of the coronation of Vibhisana and return of Rama
to Ayodhya.

In order to measure the success of Pravarasena in literary sphere,
his own verse! in canto I regarding the possible effects of a good com-

The verse, if rendered into Sanskrit turns thus—

Parivardhate Vijiagnam sambhivyate yadah arjyante gunih/,

Sriiyate supurusa-caritam kim tat yena na haranti kavyalapal/ /.
SBn., L. 10,

I
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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 of 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 ot his own composition. The summary of the poem shows
clearly that only a small portion of the Ramayana story 1s 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 his knowledge of Indian mythology and
philosophy. His power of characterisation is brought to lighc through
the speeches of Sugriva, Sita and Trijata. Upama, Yamaka, Ripaka—
all these alamkaras 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
Kilidasa has enhanced the literary value of his work too.

Bbhatti-kavya

The Bbatti-kavya which is otherwise known as the Rivana-vadba
is named after its author Bhatti. The concluding verse! of the poem
«“Kavyam idam vibitam maya Valabbyam™ enables us to come to the
conclusion that he composed this poem in Valabhi under king
Sridharasena. But since four kings of this name ruled at Valabhi,
it is very difficult to determine when Bhatti flourished. The last
king ruled till 651 A.D., so it is generally believed that Bhatti wrote
his poem before that date.  Bhatti is often identified with Vatsabhatti
of Mandasore inscription on the ground of similarity between the
verses of inscription and the description of autumn in the Bhatti-kavya;

1 Kavyam idam vihitam maya Valabhyam
$ridharasena-narendra-pilitayam/  BK., XXII, 35.
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buc this identification is wholly absurd in view of some grammatical
mistakes in the inscription.

The Bhatti-kavya which narrates the whole story of the Ramayana
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 Udabarana-kavya. 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 Mahakavya.
This poem consists of twenty-two cantos in four sections, namely,
Prakirna-kinda, Adhikara-kanda, Prasanna-kinda and Tinanta-kinda.
The Prakirna-kianda which is concerned with the illustration of
miscellaneous rules of Pinini’s grammar narrates the story up to the
abduction of Sita. The Adhikira-kinda, which describes the story
up to the punishment of Hanumat at the hand of demons after the
destruction of ASoka garden, exemplifies different suffixes, rules of
Atmanepada, Parasmaipada, Natva and Satva-vidhanas. The Prasanna-
kianda which continues the story up to the construction of the bridge
is concerned with exemplifying figures of speech. The remaining
portion of the story 1s covered by the Tinanta-kanda 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 wotk is a
source of deep delight to the learned only.

Truly this work cannot be ranked with the Raghu-vamsa and the
Kumara-sambbava of Kailidasa; but we must make some allowance

1 Dipa-tulyah prabandho’ yam $abda-laksana-caksusam/
Hastamarsa ivaindhanam bhaved vyakaranad rte//
Vyakhyagamyam idam kavyam utsavah sudhiyim alam/
Hata durmedhasaé 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. But 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 Sitd in a language both ornate and impressive:*
Hiranmayi salalateva jangama cyuti divah sthasnur ivicira-prabha/
Sasanka-kinter adhidevatakrtih suta dade tasya sutdya 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 his
professed motive. He has no freedom of pbraseology 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, Bhatti undoubtedly stands foremost.

Janaki-barana

Kumiradisa in his Janaki-barana related the story of the Rimayana
up to the abduction of Sita in twenty-five cantos. Kaliddasa was held
in high esteem by Kumaradasa, who without the slightest hesitation
botrowed ideas and phrases from the Raghu-vamsa. This was the
reason why a legend regarding Kumaradisa’s ~ intimate fricndship with
Kilidasa was current for a long time. He is known as Kumara,
Naitha-kumara, Kumara-datta and Bhatta-kumiara and therefore
doubtfully identified with Kumiara Dhatusena, a king of Ceylon,
who flourished in the beginning of the sixth century A.D. From

1 BK,, IL. 47.
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direct reference to Kumiradasa in RijaSekhara’s Kavya-mimamsa,*
we come to know that he attained popularity as a poet in the 10th
century A.D. Citations from Janaki-harana are met with in different
anthologies too, but the full text of the book was not available for a
long time. The major portion of the poem, thatis, up to canto
hfteen 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
presertved 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 Kumairadasa’s work are
negligible.  For adding charm to his composition he has brought 1n
some beautiful poetic descriptions. His poem opens with a picture-
sque description of Ayodhya. The first canto also gives an account
of Daéaratha and his heroic deeds. It closes with the curse of the
hermit whose son meets death at the hand of king DaSaratha. The
influence of Kilidasa on Kumaradasa is distinctly revealed in the
second canto where the poet makes the depressed gods approach Visnu
for help who, moved with pity, promises to assume human form for
bringing an end to the persecution of Ravana. The description of
spring and the king’s sport with his wives in the artificial pond in
the royal garden in canto LIl reminds one of similar verses of Kalidasa.
From canto IV we come to know that king Dasaratha gets four sons
by performing the sacrifice known as Putra-kamesti, and when they
grow up, Visvamitra approaches king Dasaratha for seeking the help
of Rima and Laksmana to remove disturbances to sacrifice. The
female demon Tadaka 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 Yato Medhavirudra-kumaradasadayo jatyandhah kavayah $ruyante
Kavya-mimamsa, GOS, p. 12-
In the Sakti-muktavali, Jalbana quotes this verse of Rajasckhara :—
Janaki-haranam kartum Raghu-vamie sthite sati/,

Kavih Kumaradasa$ ca Ravana$ ca yadi ksamah// SM., IV. 76.
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of the hermitage and the destruction of thousands of Riks_dsas at the
hand of Rima. We get a marvellous description of the city of
Mithila in canto VI where Rima accompanied by Visvamitra comes,
and is chosen as son-in-law by king Janaka after his success in
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
Rima 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. Daéaratha’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 Ravana,
death of Jatiyu 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 Bbhatti-kavya and Janaki barana is
practically the same, but Bhatti’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
of Kalidasa has hampered the spontaneity of his composition. His
admirers do not hesitate to rank him with Kilidasa, buc 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 Kilidasa, 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. Of 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 commonp]acc and the
conventional.

Rama-carita

Abhinanda, the author of the extensive poem Rama-carita, is the
son of Satananda, and 1is to be distinguished from Gauda Abhinanda
who 1s profusely quoted in the anthologies. Abhinanda atrained 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-karnamrta and Siakti-muktivali' 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-carita. Soddhala,
who flourished in the first half of the eleventh century A. D., praises
Abhinanda for his singular poetic talent in the introductory verses of
his campi-kivya Udaya-sundari-katha®. The Kirti-kaumudi® of Some-
$varadeva, who Hfourished in the middle of the thirteenth century
A. D., speaks highly of the merits of Abhinanda; and Ujjvaladatta in

his Upadi-sitra-vrtti* quotes several verses from the Rama-carita. In the

1 Sadukti-karnamrea—II, 748, ; Rima-carita—II. 84.
» ” —V. 100, ; . . —XV. 67.
Sikti-muktivali—141a, ; Rama-carita—1l. 9g.

s » 1412, " ., —II, g8.

2 Srstam tad atra yuvardja-naresvarena
Yad duskaram kim api yena girah $riya$ ca/
Pratyayanam sphutam akiri nije kavindram
Ek3sane samupavesayatibhinandam/ /
Udaya-sundari-kathi, 95.

3 Somcévara mentions the name of Abhinanda in this verse where he
wrongly states the superiority of Yasovira to other renowned poets.
Na Maghah §laghyate kaiscin nabhinando” bhinandyate/,
Nisphalah Kalidaso’pi yasovirasya sannidhau/ /
Kirti-kaumudi, P. 3
4 Unadi-satra-vreti—I. 2. ; Rama-carita—XI1I.  86.
,. W o —L 48, . ., —X. 2.
15 » » —IV., 117.5 » s —XVIII 85.
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eleventh century A. D. Bhoja profusely but an.onymously quotes‘ verses
from the poem. From all these references it is clear that Abhinanda
attained high renown during the five ceunturies fr.om the e]cv.cnth t'o
the fifteenth. In the 36th canto? of his work Abh,manda mcntfons l‘ns
patron king Haravarsa Yuvarija, son of Vikramasila, but the identity
of this king with Devapala, the son of Dharmapala‘.of Gauda cannot
be convincingly established for want of proper evidence. Rclymg
on this identity some scholars are inclined to fix t.hc date of -Abhmanda
in the earlier half of the gth century ‘A. D., as king Devapala became
famous in the second half of the gth century A, D. .

Abhinanda’s Rama-carita consisting of forty cantos' l.S to be? termed
a Mahikavya, in as much as it fulfils most of tbe. condltfons laid down
in the definition of Mahakavya of Dandin. In spite of ln.s adherence to
the rules, he does not forsake his independent ifnagi.natlon and origi-
nality. Like other Rama-kavyas it does not bc.:gm w1t}1 an  account .of
king Daaratha and the birth of his sons ; instead it commences jcs
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 Sita. His departure from the original is obvious in
many portions of his work. In the Rimayana Stlgriva’s. ﬁdeljty and
devotion to Rima are unparalleled, but in the Rama—.camz{ 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
Rima 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-cqrita,
Rama sends as tokens a ting, an anklet and an upper garment through
Hanumat in order to console Sita; butijn the Ramayana Hapnumat

1 Jayati jaganti bhramanti kirtya saha Haravarsa-nrpa-$adinakh /

Sirasi krta krta-vidyaih ketir iyam arya-vilasasya//
Rama-carita, XXXVI. 86,

Piliuvayﬁmbuia-vanaika-virocan:‘1ya

Tasmai namo’stu yuvardja-naresvarya |

Kot_:i-pradfma-ghagitojjvala-kirti-mﬁrtih.

Yenamaratva-padavim gamito’bhinandaly//

Ibid, XXxV1. 88.
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In the Rama-carita ordinary monkey-

takes only the ring as a token.
bat on their failure the

soldiers are first sent in search of Sita;
chiefs of the army including Angada 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
Svayamprabha, the mistress of the cave, makes her appearance there.
This episode is not found in the Ramayana. The account given by
Svayamprabha for making the cave her abode differs from that of the
Rimayana. In the Rama-carita Angada’s loyaley to Sugriva s
clearly exbibited; buc in the Ramzyana 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 Jaimbuvat allows Hanumat to do so; but in the
Ramayana Angada plainly states that he has not the ability to cross
the ocean. In the poem Vibhisana as a great philosopher admonishes
Sugriva for lamenting over the loss of Rama and his army under the
influence of Nagapasa of Indrajit; bue in the Rimiyana Sugriva plays
the role of a philosopher for consoling Vibhisana mortified exceedingly
at the loss of the Raksasa dynasty. In the Rama-carita the colours of
the four creepers brought for the revival of the whole army destroyed
by the Brahmistra of Indrajit are mentioned, but the Rimayans makes
no mention of colout.

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 Sitz 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 Raksasas and conclude with the destruction of

Kumbha and Nikumbha.
The last four cantos have two definite recensions. The authorship

1 A—A MS. copy in the Govt. Orient. MSS Library, Madras contains
cantos 1-40 by Abhinanda. The 4oth canto is incomplete. B—A MS in the
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of one is attributed to Abhinanda and another to a less known a‘.lthOf
Bhimakavi by name. These last four cantos narrate the $0nﬂlct of
Rima with Indrajit and Ravana and their ultimate destruction at the
hand of Rima. The first supplement differs considerably from tl?e
preceding cantos in style and handling of the plot; so the authorship
of Abhinanda is highly doubttul. Bhimakavi in the second supple-
ment,’ however, states that the work was lefc incomplete and. the tas.k
of completion devolved upon him. He 1s conscious of his poetic
ability and speaks bighly of his own composition in a verse? at the
end of each canto in the second supplement.

Ramayana-manjari

The Kashmirian polymath Ksemendra of the eleventh century
made an abridgement of the Ramayana story in seven kdndas under
the citle Ramayana-madnjari. His extreme fondness for shortening the
epic stories and also other ancient works has been pointed out in our
discussion on the Bharata-mafijari. His departure from the original,
as regards content and structure, is almost negligiblc in this work.
Here we are to consider his mode of compressing the epic story as a
measure of his poetical achievement. '

The Bala-kanda begins with the story of Rsyaéiga and closes “”'d‘
the matriage of DaSaratha’s sons. He closes his Ayodhyi-kanda with
the death of Dasaratha, but in the original, we find that the closure of
the kinda is effected with the entrance of Rama into Dandaka forest.
The succeeding incidents up to the arrival of Rama and Laksmana at
the lake of Pampa after the abduction of Sita are covered by the
Aranya-kipda, Ksemendra narrates up to the crossing of the ocean

libray of the Oriental Institute, Baroda contains cantos 1-36 by Abhinanda
and a recension of cantos 37-40 by Bhimakavi.

1 It érimad Abhinanda-kavye k:‘lyastha-jﬁﬁti.kula-tilakena maham $ri-
Devaﬁsla-tanayena maham $ri-Bhima-krtau sa\rga-catU§§ayy§m catvariméatcamal)
sarga‘.

2 Na madhuram madhu phalgu ca phanitam

Rasapara na sitapi sudha mudha/
Adhara eva nava-pramadadharo
Lasati Bhima-kaveh kavita-rase| |
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by Hanumat in the Kiskindhya-kanda, but the topic is included in the
original in the Sundara-kagpda, which recounts in detail Hanumat’s
meeting with Mainaka and Surasa 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 Aranya-kanda
and Kiskindhya-kianda. Mere narration of events without a break
creates monotony and makes a composition boring; in order to avoid
that defect Ksemendra provides relief to readers through the descrip-
tion of seasons. The Yuddha-kinda of the Ra@mayana-mafnijars
concludes with the destruction of Ravana, but in the original the
lamentation of Ravana’s wives, Vibhisana’s coronation, Sita’s ordeal
and union of Rama with Bharata are inserted in this portion, whereas all
those events find their way in the work of Ksemendra in the Uttara-
kanda. The remaining incidents including Siti’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
of the Ram3yana cannot be formed, but in spite of his abridgement,
Ksemendra has exhibited a special aptitude by serving this purpose.
The following verses reveal the simplicity of his composition and use
of appropriate similes: 1, 2
R3ja ced dharma-maryadaim lobhad utkramya vartate /
Unmalopaplavenaitah sarvatha nihatah prajah//

‘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.’

Tatah papata Paulastyah Sl'aSta-Siyaka-kirmukah/
Krteah Sita-nikarena krakaceneva padapah / .

1 RM., 11, 276,
2 Ibid., V1. 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.’

lanaki-parinaya
The Janaki-parinaya is a poem in eight cantos by Cakrakavi,?
the son of Lokanatha and Ambi. Information about his parents is
gathered from the last verse of each canto: —

Yam siinum janayambabhiiva mahitah §ri-Lokanathah sudhih/
Khyatam Cakrakavim sati-samudayaih sammanitambabhidha//

‘Lokanacha, a man of renown and vast learning, and Ambi 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 Ru/emigﬁ-pdrizmya2 and the Paryasi-
parinaya.> The Draupadi-parinaya 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 Mababbarata
story. The present work, as its name signifies, deals with a part of
the epic story i.e. up to the arrival of Rima in the city of Ayodhya
after his marriage with Sitd.  After paying due homage to his prede-
cessors, the poet commences his work with a description of the city of
Ayodhyi and her ruler. Canto Il contains versesin praise of Visny and
a description of Ravana’s tyranny, At the end of this canto we find,
a divine person appears after the completion ot Putresti sacrifice with
a pot of milk and rice betore Dafaratha who is directed to distribute

it among his wives. The third canto narrates the bitth of four sons
and the march of Rima and Laksman, with Viévamitra for dcstroying

the demons. The next two cantos te|] us about the death of Tadaka,

The author appears to have lived i the 17th century.

2 Sargo’sau ]anakﬁtmaii—patigaye navye tadiye maha-

kavye caruni Rukmir)i-parir_]aya-bhratary abhiit paficamaly/ /
JP., V. 713,

: anuja-panigrahe tan maha-

kavye carum Pirvati-parinaya-bhratary abhiit saptamaly/ /

1bid., VII. 8o},

3 Sargo’sau Mithiladhirajat
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arrival of Rama and Laksmana 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 Visvimitra to Rama and Laksmana 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 stercotyped poetic diction makes his composition

unatcractive.



CHAPTER TWO

DRAMA
The Pratima-nataka

As compared with the Mahabharata plays ascribed to Bhasa, the
two well known Ramayana plays—the Pratima-nataka and the
Abbiscka-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-nataka, an attempt has been made to dramatise
in seven acts the entire story of the Ramayana beginning wich the
abandonment of the consecration of Rima 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 Rima’s exile in the forest
for full fourteen years. In this act the valkala incident has beeq
invented by the poet to explain the proverb that coming events cast
their shadows before.  Sita, out of fun, puts on a bark dress brought
by one of her maid-servants from the theatre-hall just before the
coronation of Rama. This incident foreshadows the impending
departure of Rima dressed in bark garment with Laksmana and S,
The cancellation order of consecration is communicated by Rima himself
later on to Sitd, who then realises the far-reaching implication of the
bark dress she has just put on out of curiosity. DaSaratha’s poignant
grief on account of Rima’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 is concerned with the statue-gallery. This act has a bcaring on
the title 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 of 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 lksvaku clan, namely Dilipa, Raghu,
Aja and DaSaratha are carefully preserved. At the sight of

Dasaratha’s statue, he loses his balance of mind and does not want
to hear anything about the statue of his father; buc 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 spiric and noble
purpose which raise his character to an elevated plane. The incident
of Sita’s abduction has been painted in a different manner
in the fifth act. Riama, intent on obscrving some rites concerning
the departed spiric of his father, happens to meet Ravana
who comes there in disguise. He attracts Rima by his profound
knowledge of the S$astras and advises him to offer the flesh of some
wonderful deer of the Himalayas to satisfy his manes. Ravana, by
his magic power, brings to Rima’s view such a deer in whose pursuit
Rama leaves the hermitage, and the abduction of Sit3 takes place with-
out any interruption from any quarter. Laksmana has all along been
kept away from this incident in the drama. The whole sixth act has
been arranged on a novel plan. From Sumantra, Bharata learns of
Sita’s abduction, and with a heavy heart takes to task his mother for
whose greed all these undesirable calamities are taking place. Kaikeyi’s
explanation that Da$aratha died as a result of a curse, and that her
slip of tongue in saying fourteen yeats instead of fourteen days
has caused Rama’s long exile, satisfies somehow Bharata who then
without delay marches against Ravana with 4 huge army. In the
Ramayana 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 dcstr.uction of Rivana, Raima
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returns to the hermitage where takes place his coronation in the
presence of Bharata, his mothers, citizens of Ayodhya, Vibbisana and
Sugriva. All of them, later on, start for Ayodhya for celebrating the
ceremony on a grand scale.

Bhasa’s sympathy for the fallen and persecuted 1s distinct 1in 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
exile under the pretext of a dowry (Sulka) promised to her by king
Dafaratha in place of two original boons. She wants to send Rama
into exile not out of greed for the kingdom, but knowing very 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 1s supported
by well known sages like Vasistha, Vimadeva 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 cxplanation 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 insulting terms used to her
by near and dear ones is surprising indeed. Her dying husband in
utter frustration of hopes and intense agony accuses destiny of not
making her a tigress of the forest!, and j¢ js her own son Bharata,
who on meeting her after his long sojourn abuses her rudely, refuses
to address her as mother and states before all that her presence bet-
ween his other mothers Kaualya and Sumitri is condemnable?.

Noble aspects of Bharata’s character also arrest our attention.
Bhara.ca's self-sacrifice; striking ﬁdclity to Rima, strong sense of justice
are given expression to in touching languagc by the dramatist. The

Anapatyd vayam Ramah putro’ nyasya mahipateh/

Vaae vyaghri ca Kaikeyi tvaya kim na krtam trayam? | | PN., 11. 8,
Mama matué ca matus ca madhyasthz tvam na fobhase/
Ganga-yamunayor madhye ku-nadiyg prav.eéitill Ibid., 113. 13,

W
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following verse reveals touchingly Bharata’s mental anguish at the news
of his father’s death and brother’s exile:1
Ayodhyam atavibhiitam pitra bhratra ca varjitam /
Pipasarto’ nudhavami ksina-toyam nadim iva/ /
‘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.’

Abhiseka-nataka

Events beginning from Sugriva’s coronation after the death of
Vilin at the hand of Rima, and ending with the consecration of Rima
on his return to Ayodhya after fourteen years of exile have been
dramatised in six acts in the other Ramayana play Abbiseka-nataka.
In the Pratimaz-nataka the poet’s striking departure from the epic story
is highly prominent in every act, but in the Abbiseka-nitaka he has
followed the Rimayana story only with slight omissions and altera-
tions. The drama is so named, because it is concerned with the
consecration of Sugriva, Vibhisana and Rima.

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
Vilin and Ravana 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 Rima. No satisfactory ex-
planation of Rama’s conduct is offered here. Vilin’s statement prior to
his death proves that he 1s not liable to punishment; although at the
close of the act the dramatist makes him utter-Bbavats danditatvad
vigata-papo’ bham nans. ‘Being punished by you, I am really sinless.’
Vilin’s  seeming satisfaction for meeting death a¢ the hand of
Righava does not at all keep back from our view the wrong stand
of Rama. The fact that the monkey-chief has been killed for no
faulc 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 Sita, Hanumat’s herojc activities in the city

1 PN., III. 1o0.
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of Lanki and banishment of Vibhisana for sympatlliSing with the
enemy. The touch of the poet’s inventive genius 1s to be seen 1n the
fourth act in the manner of crossing the ocean, In the Ramayana,
the monkeys throwing stones in the sea continually construct a bridge
for making their passage to Lanka, but here god Varuna, out of deep
reverence for Visnu born as Rama on earth, gives passage to Rama
and his soldiers by dividing the water into two parts——E§4 margab,
prayatu bbavan. This bears resemblance to the episode of Vasudeva’s
crossing the Yamuni in the Bals-carita. In the ffch act there is a fine
depiction of Ravana’s character. True, he is the haughty king of the
demons, and always ready to ill-treat his subordinates and fulfal his desire
by adopting wrong course ; but he has a soft corner too in his heare,
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
readers. Indrajic has been killed by an ordinary human being—that
is beyond the range of his belief:2
Devah sendri jita yena daityas capi paranmukhah/,
Indrajit so’pi samare manusena nihanyate/ [
. “That Indrajit too, who has conquered gods including Indra and
driven back 4| the demons, is killed by a man in the battle-field I’
pPSCt greatly at this critical moment, he feels a strong inclination
to k‘lll that captive lady who is the sole cause of destruction of his
family angq kingdom. The sixth act describes Rama’s union with Sica
after the deatl, of Ravana and Rima’s consequent coronation. In this
n:;mzcciin;:.m-s all along been i‘dcntiﬁed with Vi_f',r}u,’.' and he does
. 3 1n the last act until the fire-god certifies in the follow-
Ing manpey. 3 5
g:tﬁ:r:;g:’aﬁm L*-‘.kS‘_lﬁQi jﬁnfhi ]anakﬁtl—n,ajiain/
'Know, this dyg :t anuEpraPta ma[.m§1r!1 tanum asnta_/ / A '
human forng el ghter o ]auak,a is goddess Laksmi. ssuming
T[ ) d' - ?S come to you.
1elt diviniey is not emphasised in the Pratima-nasaka.
ABN,, V. 12,
Manusam ripam asthaya cakra-

Svayam karana-bhiitah sah k
3 Ibid,, VI. 29.

§Ell'fl.ga-gzldEldhatal} / )
aryarthi samupﬁgatal}/,/, Ibid., IV, 14.
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Mabavira-carita

It is a matter of great satisfaction that Bhavabhiiti bas 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 ts stated therein that he belonged to a religious and learned
Brahmana family of the Kadyapa gotra, whose members were followers
and teachers of the Taittiriya branch of the Black Yajurveda. They
had the surname of Udumbara and dwelt in Padmapura, apparently
in Vidarbha. He was the grandson of Bhatta Gopala and son of
Nilakantha and Jatokarni. He won the title Srikantha. He acquired
proficiency in grammar, rhetoric, logic and other branches of learning,
and wide knowledge in the Vedas, Upanisads, Samkhya 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 Mahikala of Ujjayini.

The Kashmirian poet Kahlana states that Bhavabhiiti and Vikpa-
tiraja—the author of the huge Prakrit poem Gaudavaha were patronised
by king Ya$ovarman of Kanyakubja.! No reference to patronage by
any king 1s, however, traceable in the plays of Bhavabhiiti; on the
concrary it is evident from his own statement? that he failed to secure
recognition during his lifetime and cherished high hopes for wide
popularity in future. The poem Gaudavaba was composed in about
736 A.D. before YaSovarman’s defeat by king Lalitaditya of Kashmir,
so it is probable thac Bhavabhici flourished in the last part of the
seventh or the first part of the eighth century. His posteriority to
Kalidasa and Bana is certain. Bhavabhiti is praised by Rajasekhara in

1 Kavir Vikpatiraja-éri-Bhavabhatyadi-sevitah /
Jito yayau yadovarma tad guna-stuti-vanditam/ |
Rajatarangini, IV. 145.
2 Ye nama kecid iha nah prathayanty avajiam
Jananti te kim api tan prati naisa yatnah/
Utpatsyate’sti mama ko’pi saminadharma
Kalo hy ayam niravadhir vipula ca prthivi//  Malati-madhava, L. 6.

20
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the Bala-ramayans® and anonymous citation from his works is found in

the Kavyalamkara® of Vamana; so these references help us fix the
lower limic of his date.

The early history of Rama beginning from his arrival in the
hermitage of Visvamitra with Laksmana, and ending with his return
from Lanka and his coronation is dramatised in seven acts in the
Mahavira-carita. In keeping with the title of the play which signifies
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 flood of light on the warlike deeds of Rima. He has no doubt
collected materials for his play from the Rimayana, but the account

which he gives of the life and deeds of Rima exhibits marked dif-

ference from the epic story. He has changed the epic narrative to

suit the purpose of his drama, and these judictous changes and
innovations give evidence of his constructive ability and inventive
genius. Lo 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 Ravana’s imminent conflice with Rama. A messenger named

Sarvamiaya comes from Ravana to the hermitage of Visvamitra and
makes a proposal for offering Sita to Ravana in the presence of
Visvamicra, KuSadhvaja, Rama and Sita.

Signs of mutual accraction
- 3 - -
of Rama and Siti are reve

: aled prior to his entry and indirect answers
are given to the proposal of Rivang

Rama entitles him to gain Sita
messenger to leave the pl

Breaking of Siva’s bow by
as his wife, and this news compels the
ace to communicate to Ravana the failure

1 Babhiiva valmika-bhavah kavil

Tatah prapede bhuyi bhatgmeﬁthatﬁm/

Sthitaly punar yo Bhavabhiiti-rek}
Sa vartate samprati Rajagekhar

2 Kavyilamkira—I, 2, 12 ; )

pura

haya
ah// BR. L 16,
ahavira-carita-I. 54.

' . —IV.o3 6, Uttara.rama-carita-1. 38.
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of his mission, and we find that the seed of the dramatic conflict is
sown in this defeat of Rivana as a suitor. The second act makes us
cognisant of the shrewd diplomacy of Ravapa’s valiant minister
Malyavac who, after hearing of the death of Tadaka, 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. Ravana’s exaspera-
tion at the unexpected death of his brave followers and rejection of his
proposal inspires to immediate action Malyavat who very defely
actuates ParaSurima 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. Parafurima although charmed at the stately
appearance of Rima cannot give up his motive of extirpating the
Ksatriyas even after an exchange of hot words with Satinanda,
Visvamitra and others in the capital extending over the whole third
act. ParaSurima’s discomfiture at the hand of Rama instigates
Malyavat to take recourse to another scheme in the fourth act.
Sarpanakhd in the disguise of the maid-servant Manthari is sent to
Laksmana 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
Dafaratha. The scheme succeeds and Rama, accompanied by Sita
and Laksmana, 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 ffth act gives us the news of Sita’s
abduction through the conversation between Sampati and Jatayu and
later on, Vibhisana’s alliance with Rama is announced through a letter
delivered by the female ascetic Sramani to Rama. Overjoyed at
Sita’s forceful captivity, Milyavat in the meantime forms a conspiracy
with Valin who exposes Rama’s duplicity in fighting against him.
Vilin’s death leads angry Ravana in the sixth act to measure his
strength with Rama in a direct combat. Through the grace of the
sage Agastya, Rima endowed with divine vision comes to know of
future events and becomes ready for the speedy destruction of the
demons. The seventh act describes Ravapa’s death, Sita’s rescue,

’
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confirmation of her chastity by the fire-god and Rama’s coronation.
Rima and Sita are highly blessed by Indra, Brahman, MahesSvara and
Dasaratha 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 poct
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 conflict, therefore,
should have been handled with greater dramatic sense and skill.
Besides this, Bhavabhutt’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, Janaka, Da$aratha, 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 too. All the
characters are racher mediocte. The Mabavira-carita being his

carlier work reveals some deficiencies, most of which have remarkably
disappeared in his mature composition.

Uttara-rama-carita

Th‘? Uttara-rama-carita of Bhavabhii seeks to dramatise in seven
acts  with considerable alteration the activities of Rama’s later life
cxtending from the banishment of Sita to the final reunion., The

interest of the drama centres chicﬂy 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 po'et’s mature genius shows marked signs of improve-
ment in dramatic tCClmique, 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. Bhavabhiiti has written altogether three dramas, but we can
form a true conception about his literary characteristics by reading

this drama alone.

The dramatist has derived his plot from the Rzmayana ; 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-
vamsa, where in the fourteenth canto it 1s mentioned in a verse® 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, Laksmana 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 Laksmana she, overpowered with labour pain,

1 Tayor yatha-prarthitam indriyarthan
Ascdusoh sadmasu citravatsu/
Praptani duhkhany api Dandakesu
Safcintyamanani sukhany abhiivan// 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 of by goddess Bhagirathi and go.ddcss
Earth, whereas in the Ramayana she, being banished 1n the primary
stage of her pregnancy, is seen ctying by Vialmiki who wich .thc
help of his disciples brings her to the hermitage where she gives
birth to Kusa 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 Sitad in the last act are no

less admirable, Another point of departure from the epic story 1n

the frst act is to be met with in the timing of Satrughna’s expedition
against the demon Lavaga. lo the Ramayana some time after the
banishment of Sita, Satrughna is asked to slay the demon Lavana,
and on his onward march he spends one night in Vilmiki’s hermitage

where Sita has been residing at thac time; but in the drama almost
simultaneous occurrence of the two incidents is referred to. Rama’s
sorrow 1s full to the brim act the time of Sitd’s banishment, so in
order to rouse up the martial spirit and heroism of Rama, the news
of Lavana’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
Aweyi with the forest deity Vasanti. The friendly convetsation
of the two supplies the readers with valuable information regarding
the intelligence of Kusa and Lava, who are studying with Vilmiki,
and the probable visit of Rama to the Paficavati forest to kill the

Stidra ascetic Sambika, The next point of divergence is found in

the event of the beheading of the Sadra ascetic. In the Ramayana

Rama, being advised by Nirada, kills the S$adra ascetic some days
after the departure of Satrughna in order to bring back to life the
dead child of a Brahmana; but in the drama about twelve years afcer
the exile of Sitd, Rima revisics Janasthina for killing the Sadra
ascetic.  Bhavabhiiti 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 full
of old reminiscences, and as such Rama fails to control his grief and

tears as well, though he is of calm disposition by nature. The poct
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will show their final reunion and with this motive in view he never
misses an opportunity to exhibit their mutual fidelity and strong
love for each other. In the second act his grand description of the
sublime and majestic beauty of hills and wild scenes of nature knows
no parallel in Sanskrit literature. Bhavabhiie’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 1s well conceived by the poet for
mastetly 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 Sitd in a spirit-form. Sid,
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 Dandaka and Pafcavati.
With a loving heart she resents the cruel words of her dear friend
Visanti rebuking Rama for banishing innocent Sita at the instigation
of his subjects, and readily wants to caress her husband whenever he
falls ia a swoon out of profound deep-rooted sorrow. Even a long
period of separation has not hindered in the least the spontancous
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 acc Bhavabhiiti brings to-
gether in the hermitage of Valmiki sage Janaka, Kausalya, Vasistha 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 Rima rises in their
minds. We hear nothing of this meeting either in the Ramayana,
ot in the Padma-purana. This is absolutely the product of the poet’s
imagination.

The Vidiisaka’s character 1s conspicuous by its absence in the
Uttara-rama-carita, buc the dramatist has dexterously compensated
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that defect by introducing a laughter-provoking conversation between
Saudhataki and -Bhinddyana in the interlude of the fourth act.
The idea of a duel between Lava and Candraketu is also found in
the Padma-purana, which gives an elaborate account of the fight
between Lava and Kusa on the one and Satrughna and Puskala, the
son of Bharata on the other hand. In the Ramayana nothing 1s
mentioned regardinyg the strained relation between the guards of the
sacrificial horse and twin brothers. The poet has handled the situation
ina new manner by making Lava and Candraketu fight against
each other,

Bhavabhiti’s indebtedness to Kalidasa is manifest in many places
of the Uttara-rima-carita, but it is admitted on all hands tha:
Bhavabhiti has the rare ability of assimilating the borrowed ideas and
presenting them in a new gatb to enhance artistic and dramatic effect.
The recognition scene of the sixth act bears close resemblance to the
seventh act of the Abbijiiana-Sakuntala where Dusyanta recognises his
son.  The major point of divergence from the Ramayana 1s noticeable
in the final reunion of Sita with Rima 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 sotrows of separated life
described in the foregoing acts. By the enactment of a miniature play
on the bhappenings of Sitd’s life after her exile, Bhavabhiiti brings

about their final reunion and herejn he has exemplified dramatic
technique of the highest order.

From the point of characterisation Bhavabhiiti’s depatture from
t.hc e.pic story cannot be overlooked, The divinity of Rama and Sita
ts highly emphasised in books [ and VII of the Ramayana, but
Bhavabhiti’s Rima and Sita have been humanised, they share the joys
and sorrows of life like ordinary human beings. The dramatist’s
portrayal of Rama’s character both jn his private and public capacities
shows his creative power at jts best. His Sita is an embodiment

of womanly love and sc1E~abnegati0n; repeated trials bring out in
brighter relief the unswerving teuth of her character.
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Kundamala

The Kundamala is a drama in six acts by Dhira-(or Vira-)naga.
The author 1s a citizen of Araralpura which cannot be identified
till now with any known place. His posteriority to Bhavabhiu is
certain, as the latter’s remarkable influence is traceable in his concep-
tion of Chaya-Sita and final union. Siradatanaya in his Bhava-
prakasa® mentions the work, and verses from this work are found in
the Sahitya-darpana® of Visvanitha and Srrgara-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 Sita who is deserted by Laksmana in the forest infested by wild
animals.  The shocking news of exile is communicated to Sita by
the dejected Laksmana there and Sita, overpowered with deep geief
and finding no other alternative, submits meeckly to her lot. Finding
her in that pitiable plight, the great sage Vilmiki takes her to his
own hermitage. The interlude to the second act gives us information
about the birth of Kusa and Lava and the perforimance 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 Rima.
The significance of the title is explained through the events of the
third act where Rama, while loitering in a melancholy mood with
Laksmana on the bank of the Gomati, notices a garland of Kunda
fHowers 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 is wreathed by Sita and she is
living surely in a nearby locality. Then they gradually come near
the hermitage of Valmiki. At that time Sitd, invisible to men
through the grace of Valmiki, is engaged in plucking fowers there.
Now she gets a golden opportunity of knowing the heart of Rima
lamenting bitterly for Sica. In the fourth act the author strikes
a note of poignant pathos by describing Rama’s intense grief at the

1 Kundamalitra suélista sandhi-paficaka-samyuta/
Bhava-prakasa, VIIL. 233.
2 KM., L. 2 with prose ; SD., VI. 36,

21
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ke of the
sight of the old familiar scenes of the for_eit. charivzlslc WI:Y o
hermitage Rima feels the presence of Sia, uct:1 gE e e Rama
despair when he does not find her. At thf: end o b Tilottams has
led to believe by the jester that the celestial n?fI}?P The siohe of
deluded him in the forest by imitating Sita’s acnv1t.1es. 1‘)‘3 S‘a’d |
Kuéa and Lava in the fifth act fills Rima’s inind with doubt ans- -I,C
cannot attain mental equanimity, until his belief that they atf: mI s
sons is confirmed. In the sixth act Ku$a and Lava 'C]CSCrle -n—e
story of the Ramayana in simple verses up to the dcscmo.r; of Sllt:;
Valmiki then brings to Rama’s court Sita who has to testify to h
chastity and is then accepted by Rama. - -
The story of the Ramayana has Leen related Wl.l wout ““.}’ sign
ficant modification in this work. In order to explain the rtitle, the
poet has brought in the episode of the gar]and 'Of Kunda flowers.
He has tried to exhibit some originality by the episode of t.he alleged
imitation of Tilottam3, but that serves no useful dramatic purpose.
Excessive love of form and expression invariably leads to a correspon.d—
ing neglect of content and theme, but no such tendency 1s .foun.d in
the author of the Kunda-mala. His narration of the theme in simple
language has made his work worth-reading.

Aicarya-cadamani

The Aicarya-cadamani of Saktibhadra,

1 who bc]ongs to South
India,

15 a drama in seven acts on the epic story beginning from

Strpanakh3’s appearance before Laksmana in the forest and ending
with the fire-ordeal of Sita.

Saktibhadra’s date cannot properly be
ascertained,

As a drama, the wotk is ot impressive at all, The

title refers ¢ the crest-jewel by which Sita is recognised, but
this incident has no sp

ecial importance in the Darration of the
subject-matter,

The poet has adopted
bringing to light the magi
will.  The first two acts describe Sirpanakhd’s passionate love for
Laksmana. Her disappointment caused b.y insult at his hand has

the device of creating confusing situation by

€ art of the demons who change form at

1 Saktibhadra is believed to haye flourished in the gth century A.D,
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been used as one of the motives of conflice. The poet exhibits his
inventiveness in the third act by slight modification of the epic story.
Afrer the dcparture of Rama to catch the golden deer alive, Ravana
enters the Paficavati forest with his charioteer and Sarpanakba.
Ravana and the charioteer assume the forms of Rama and Laksmana
respectively, and Ravana takes away Sita telling her that they should
at once proceed to help Bharata in his danger according to the
instruction of the ascetics of the forest. Sirpanakhi in the form of
Sita misleads Rama, who looks at the flying Sita in the sky buc
wrongly takes her to be Maya Sita. Through irony of fate, Sita too
forms a wrong impression about Rima standing on the ground and
submissively proceeds with Ravana. Marica in the form of Rama
tries to delude Laksmaga, but this dclusion does not last long as
Strpanakha is forced to disclose everything. Jatayu’s interference
does not save Sitd who is carried to Lanka in the fourth act.
Interlude to the fifth act relates Mandodari’s dream about the
impending calamity of the Raksasa race, and in the act proper, a
minister makes Ravana conscious of the critical situation. But the
latter shows no interest in it, and he professes instead his passionate
love for Sita. The sixcth act brings to Sita Hanumat who offers -the
wonder-ring of Rama and accepts the miraculous crest-jewel of
Sita as a token of recognition. The last act refers to Ravana’s
destruction and the fire-ordeal of Sita.

It is true chat the poet has not been able to demonstrate construc-
tive abilicy 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 Rivana. As
in the dramas ascribed to Bhisa, here also we find the line in the
prologue : — “Kim nu kbalu mayi viiﬁa’pana—vyagre $abda iva
$rizyate”” and Sthapana in place of Prastavani. Of course the peculiar
dramatic technique of plays attributed to Bhasa is shared by almost
all South Indian plays. It has been claimed that Sakcibhadra is also
the auchor of the Abhiseka and the Pratimi, but no importance can

be attached to that suggestion for want of adequate proofs.
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- 1attadri-vardhamana-
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2 Prakramair h ttha-vakrimno Muririm anudhavatah/
Sti~tajasekhara-giro nibi yasyokti-sampadim/ /. ) -
Srikantha-carita, XXV, 24,
3

Anke kunataka iv0ttama-niyakasya

Nagam kavir vyadhica yasya Mucari, itcham/,
Ak.tﬁnta-kgtsua-
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asartipaka, II, 2. .
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Mayam amrea-vindu-nisyandi  kandalayati
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not permit a reader to form a similar opinion regarding the poet’s
scholarship and mode of composition for reasons stated below.

The story of the Rimayana is deale with in the whole drama
without any notable modification. In the firse act Visvamitra
approaches king DaSaratha for seeking his permission to take Rama
and Laksmana 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
Viévamitra—Sunahéepa and PaSumedra relate the history of Valin,
Ravana, Hanumat and Tadaka. This is followed by a description of
the hermitage, its dwellers, noon and the sunset by Rama and
Laksmana who have already entered the stage. After Rama’s fight
with Tadaka, 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
Mithili and her ruler. In the third and fourth acts the poet’s
intention to imitate Bhavabhiti 1s distince, but his treatment of
Ravana’s feud and Mailyavat’s conspiracy lacks dramatic vigour, and
as such serves no useful dramatic purpose. The fourth act closes
with the encounter of ParaSurama with Rima who politely exchanges
words with his antagonist. It is worthy of notice that Para$urama
does not come here at the instigation of Malyavat which he does in
Bhavabhiiti’s drama. The ffch ace 1s concerned with the description
of Rima’s marvellous and heroic deeds, Sita’s abduction and Riama’s
lamentation. The act is brought to a conclusion with Vilin’s death
and Sugriva’s coronation. In the sixth act we find an indirect
reference to the construction of the bridge, Ravana’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 Ayodhy3i and in doing all this, he pays
scant heed to dramatic action. By composing one hundred and fifry
two verses in che last act he really satisfies his poetic fervour at the
cost of dramatic excellence.

For want of dramatic action Murari’s composition does not elicic
praise from readers. His poetic 1nspiration is genuine and it would
have been better had he composed a Mahakavya without attempting
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to dramatise the story of the Rimayape. His monologue, dialogues,

characterisation, delineation of sentiment speak of

his moderate
dramatic power.

He fails to exhibit restraint in useless elaboration

of the incidents through verses. At places his verses are characterised

by inherent melody of 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 of word and sense.
It is held that Bhavabhiiti’s Mabavira-carita and Malati-madbava
give rise to monotony, for the dramatist seems to be fond of making
his compositions inordinatcly lengthy, but compared with them,
the 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-ramayana

The whole story of the Rimavana u to Rima’s coronation has
yar p

been looscly dramatised in ten acts in the Bala-ramayana by

Rajasekhara whose writing amply bears the marks of a decadent
period.  In a long prologue containing twenty verses, he gives an
account of himself and his erudition.! A close analysis of the whole
play containing about seven hundred and eighty stanzas will reveal
that his treatment of the epic theme, despite some innovations shown

on the lines of Bhavabhiti, lacks dramatic vigour. The progress of
the story

is often interrupted by his strong zeal to compose descriptive
and sentimental verses. The dimension of his drama and the

feeble handling of the plot are in themselves discouraging.
The first act o

Ca pens with a conversation between SunahSepa and
a Raksasa, dispyi ; :

s » disguised as ap ascetic, who informs us that the person
having the abilic

Otlity to break S$iva's bow will get Sitd as wife. On
account of his passionate love for Sita
?

fulfil the conditj - A, . _
- lddltloll of marriage. This misdirected passion of Rivana
as been ma . . _
made the real cayge of conflict between him and Rama, and
or’s imitation of Bhavabhati, The

1 Mahiarastra-cidamaner ak3| a-jalad

Rivana comes to Mithili to
this departure reveals the 44

asya caturtho daurdukih Silavati-
sinur upadhyaya-ri-rajasekhara ity aparyiptam bahumanena,
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dramatist has failed to draw an impressive picture of Ravana as rival
to Rama. His passionate longing for Sitd has been unnecessarily
elaborated upon in the second act, and Paraurama frankly refuses
to help this licentious fellow. The interlude of the third act narrates
Rama’s bravery in warding off demons and also Ravana’s disappoint-
ment for not getting Sita as his wife through the conversation
between two birds CitraSikhanda and Suvega. Act III proper shows
the staging of the drama 872 svayamvarana’ in Ravana’s palace and
this device of an inset play 1s again borrowed from Bhavabhiti.
Bhavabhiiti’s influence is again reflected in the author’s conception
of Milyavat’s conspiracy, but here he effects the banishment of Rima

with the help of Manthara and demons disguised as Kaikeyi and

Dasaratha. The fourth act recounts Rima’s encounter with

ParaSurama, and the following act shows the poet’s novelty in devi-
sing entertainment for Ravana 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 Sita to
strike terror into the hearts of enemies. Rijasekhara unsuccessfully

and

information of
his beloved. Ravana’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 Sardila-vikridita metres has done a great harm to his play. For

. . _ye g . L - > .
imitates Kilidasa in describing Rama’s pangs of separation,
in his ardent appeal to all creatures to give him the

want of dramatic action his work bears no dramatic charm, and as
such it has not won the approbation of readers.

Mabanataka or Hanuman-nataka

The Mabanataka, also known as Hanuman-nitaka, is o be called
a drama for its having the word nataka attached to it; 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 Ramayana
pr:j\ctically 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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. i admodara
k are found. The West Indian recension compiled by Dimo
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- . nd the East
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bold attempt to attribute the authorship to the mythic

= f the Maha-
faithful follower of Rama. In the Prarocana verse of th
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) . almiker wpadesatab
nataka of Madhustidana Misra 1t 1is stated-—“Vdalm; evc; o
t ) . ‘
svayam aho vakti Hanuman kapih”. At the en
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There is some speculation regarding the priority ol% : o s
recension. Most probably thete existed an essential nuc g

i i addition of verses
which these two huge recensions dcvcloped by the

from existing works on the Ramayana. T

he earlier recension might
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: . . : jaof Dhara, with
tato existence during the reign of Bhoja ’
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eat to his warnings. Mandodari too advises him to give up Sita,
but he tries instead to frighten the captive lady by showing her the
severed head of Rama. [n act IX occurs the death of Rivana after
fierce battle of Lanka ; and here takes place Sita’s ordeal of fire also,
out of which she comes out unhurt and her chastity 1s 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 Laksmana.

The author of the work shows no intention of adhering to the
rules of a drama. Stage directions so prominent in a dramatic
composition are wanting here. No appropriate dialogue is found ;
the mode of conversation i1n verse is not attractive at all. The
work 1s 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 iregular 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. Ac 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 Rima, 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 Bina’s Kidambari and
Harsa-carita. The author has unsuccessfully tried to imitate Bhava-
bhati’s seyle.  His alliterative verses lack the forceful construction
of Bhavabhiti, in whose alliteration sound and sense go hand in hand.
The author has unhesitatingly borrowed verses verbatim from Bhava-
bhati. For instance, cida-cumbita-karikapatram*  and iyam gehe
Laksmir® are takea from the Uttara-rima-carita {—

1 MN, IL 3 ; URC, IV. za.

2 MN., IV. 28 ; URC, 1. 39.

22
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Ciida-cumbita-kankapatram abhitas tani-dvayam prsthato o

Bhasma-snigdha-pavitra-lafichanam uro dhatte cvai:fa.n} r.auravun/‘

Maufijya mekhalaya niyantritam adhovisa$ ca min]lgglnl'cam ,

Panau karmukam aksa-siitra-valayam dandam param paippalam’//

‘On both sides of his back are two quivers of arrows, the feathers
of the Kanka birds at the ends of which are touched by the tufe
of his hair, his breast has holy and lovely marks of ashes, he h;l.s‘ puf
on the hide of the Ruru deer, his lower garment dyed wich Manjistha
is tied by a girdle made of Miirba grass, he has in his hand a bow,
a rosary of beads and a staff of the Pippala tree.’

Iyam gehe Laksmic lyam amrta-varttir nayanayor
Asav asyih sparfo vapusi vahula candana-rasah /
Ayam kanthe bihuh Si§ira-masrno mauktika-saral
Kim asyd na preyo yadi param asahyas tu virahal//

‘She is the very goddess of wealth in my house, she i? like a
brush of nectar to my eyes, her touch is like a thick sandal paste to
my body, this hand of hers on my neck is like a cool and even string

of pearls, Everything bclouging to her is highly dear to me, but
separation from her is intolerable.’

Prasanna-raghava
The traditional narrative of the Ramayana is adopted for dramati-

in the Prasanna-raghava by Jayadeva, the son
of Sumitri and Mahadeva of Kaugcjinya gotra. The author is to be
distinguished from other Jayadevas well known in literary history by
thf: personal  accoynt given in the prologue.r  This Jayadeva is cer-
tainly the auglyor of a work op thetoric known as Candraloks; and
most probably he acquired the title of Piytsavarsa for his sweet and

sation in seven acts

yah sa eva Jayadeval $ravanayor/,
na kim ih, Mahadeva-tanayah/ [
asyeva Yasyasya Sumitrﬁ-kuksi-j
Ramacaudra-padimbhoje bhramad bhl:ﬁ

Lalsman anmanah/
giyate manah//
PRG,, I. 14-15.
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fluent style.* 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
after an unusually long prologue Dilbhyayana, the disciple of Yajfa-
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 svayamvara ceremony of Sita betrays the
dramatist’s tendency to imitate Kalidasa and Sriharsa; but mere
imitation of Kilidasa without his characteristic sense of proportion
and appropriately charming phrases demonstrates his feeble handling
of a situation. The presence of Bana demon in the svayamvara
ceremony exhibits a deviation from the original. Such innovation is
generally introduced for dramatic effect, but here we see that Bana
demon is brought on the stage only as an arrogant rival to Ravana,
Incidents of the second act are put in a new setting which bears the
distinct mark of Kalidasa’s influence. Like Dusyanta and $akuntals,
the dramatist allows Rima and Sita to meet each other before their
marriage in the temple of Candikd, in consequence of which they
pick up close intimacy within a short time. The author has
utilised this scene for showing his capacity of dclincating the senti-
ment of love; as it has no direct bearing on the incidents
narrated in the succeeding act. In the Abbijiiana-sakuntala the
masterly description of the first meeting of the hero and the heroine

1 Candralokam ayam svayam vitanute Piyiisavarsah krti/
Candraloka, . 2,



172 EPIC SOURCES OF SANSKRIT LITERATURE

keeps up the smooth flow of the narrative i1n the next act, but here no
such atcempt is made by the dramatist. The third act gives 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 ParaSurima, and
the latter after an exchange of hot words finds no other alternative but
to recognise the supremacy of his rival. In the fifth 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 Riksasas, abduction of Sita and Sugriva’s accession to the throne of
Kiskindhya from their conversation. The dramatist’s novel method
of presentation in this portion is rematkable indeed, but 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 Siti; and
that poignant agony of separation subsides to a certain extent when,
by a Vidyadhara adept in magic, he is shown the events of Lanka
including Sita’s ordeal of fire which proves her chastity and loyalty
to Rama. Moreover, the conversion of burning coal into peatls
is the poet’s novel idea to produce direct proof of Sitd’s chastity.
The last act gives an account of Ravana’s death and the aerial journey
of Rima 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.

Tet? . .
The dramatist’s actention o language to describe propetly

different feelings is to be appreciated,  Soft and soothing expressions

are used 1n case of delineation of the sentiment of love, and again

sharp lengthy phrases are profusely applied for describing the anger

of Parafurama or herojc sentiment.
in point of language s
sentiment of pathos.

Similar sense of appropriateness
noticeable also in the depiction of the
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Ditangada

The Diitangada of Subhata narrates in four scenes the embassy
of Angada. From the prologue! we come to know that the play was
produced at the court of Tribhuvanapila, who scems to be the
Caulukya prince of 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 of Devapattana in
Kathiawad by the deceased king Kumirapala. In the prologue the
Diitangada 1s mentioned as a Chaya-nataka, but really speaking, no
special characteristics of shadow-play are found in this composition.
The Chaya-nataka in the sense of shadow-play was not known to
Sanskrit  Theorists, and as such its existence in olden days is
exceedingly doubcful.  Verses from known and unknown Rama-
dramas have been inserted into this book;? for this reason it may be
said that the technical term Chaya-nataka has been used in the sense
of adaptation or borrowing (chaya).

Rama in the fiest scene encourages Angada to go to Lanka for
demanding the restoration of Sita; and Angada expresses his willing-
ness to do it in boastful language. Ravana in the second scene does
not pay heed to the salutary advices of Vibhisana, Mandodari and
Malyavac, all of whom try their best to dissuade him for incurring the
displeasure of Rima. In the third scene Ravana tries to deceive
Angada by showing the love of Maya Sita for the lord of the demons;
but his efforts are not crowned with success, as Angada detects his
duplicicy and angrily leaves the stage with threats. The last scene
gives us information regarding the death of Ravana and Rama’s
victory by means of conversation between the Gandharvas.

1 Yad adya vasantotsave deva-éri-kumirapéla-dcvasya yatdyam pada-
vikya-pramana-parangatena mahakavina $ri-subhatena vinirmitam Ditangadam
nama chayi-négakam abhinetavyam,

2 Verses from Bhavabhati, Rajasekhara 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.

Svanirmitam kificana gadya-padya-bandham kiyat prakeana-sat-
kavindraih /
Proktam grhitva praviracyate sma rasidhyam etat Subhatena natyam/ [
DAN., L 56,
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The theme is well chosen and dramatised within a short compass
with some touch of originality. Ravana’s motive of deluding Angada
by bringing Maya Sitd on the stage and showing her love for the
lord of Lanka is the only innovation of the poet in this play. The
want of dramatic action and proneness to narration—the prominent
defects of the dramas of an irregular type are also noticeable in this
play. lts utility for dramatic performance on the occasion of a
festival is to be recognised, but in spite of its self-description as a
Chaya-nataka, we cannot regard it as a shadow-play.

Unmatta-raghava

Both Viriipaksadeva and Bhaskara have written one-act plays
under the same title Unmatta-righava; but their dramatic subject-
matter differs widely. Viriipaksadeva’s plot has a close connection
with che epic story, but Bhaskara has created completely a new
situation to describe Rama’s maduess caused by Sita’s disappearance.
Bhaskara’s play,! known as Preksanaka,® opens with a conversation
between Sita and Madhukarikd who are engaged in plucking fowers.
As Sitd proceeds a few steps forward, she is turned iuto a gazelle
through the curse of Dutvasas. Coming to know of her disappearance
frotu Madhukarika after his arrival in the cottage with the golden deer,
Rima tur'ns mad in intense griecf. Then commences the heart-rending
lamentation of Rima for his beloved wife, for whom he makes a frantic

search in the whole forest. Rama’s griet subsides with the entrance

of Agastya who discloses the cause of Sita’s disappearance. Durvasas
‘::;i:::gh:‘)ipl:::;:;? ifn a l;iem:lof t.hc forest which always wears
woman entering that o lelnan-c groweh of ﬂow?ts. Any

part 1s turned into a gazelle. Seeing Sita’s

miserable plight in the form of a gazelle, Agastya is moved with pity

and makes '
her free from the curse, The appearance of Sia

1 It is menti i
o m 1onled in the prologue that the play was written to entertain a
group of scholars who assembled to pay respect to Vidyaranya. The dis-

tinguishcd scholar Vidyiragya flourished in the 14(}1 century, so on this basis
Bhaskara’s date may be determined, '

2 Unmatta-raghavam nama yat Preksanakam uktavin /, UR (B)., 1. 21,
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exceedingly delights everybody and the play closes with a happy
union of the couple.

The dramacist has chosen a new situation, but the mode of
presentation is not highly impressive. The influence of Kilidasa's
Vikramorva$iya is distinct in Sita’s transformation into a gazelle and
Rama’s search and maddened 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.

Unmatta-raghava

The Unmatta-raghava of Viriipaksadeva is a one-act play known as
Preksanaka. Some lines in the prologue® throw a flood 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 Karnita, Cola
and Pandya countries and his victory-pillar was constructed even in
Ceylon.?

The play proper opens with a description of the golden deer which
Sitd wants to have at any cost. Rama, urged by Sitd’s ardent desire,
follows hastily the running deer and Laksmana too leaves Siti to com-
ply with her request for helping Rama.  On their return they find the
cottage empty; and Rama thinking of Sid’s calamity bursts into
tears and starts lamenting aloud. Rima in his miserable condition
turns mad; and as he noves about, he asks every object he passes by
about his beloved. Mango tree, Asoka, Navamailika, Campaka,
Vakula, euckoo, parrot, deer, elephant etc, are carnestly implored by
Rima trying to elicit information from them regarding the where-
abouts of Sita. Sometimes he regains his normal sense and seecks some

1 Pautro Bukka-narendrasya dauhitro Rama-bhiipateh /

Vidyate hi Virapakso r8ja Hariharatmajah // UR V)., L 3.

King Bukka and Harihara reigned at Vijayanagara in the 14t century and
Viriipaksadeva ruled there in the beginning of the 15th century.

2 Tasya rajiiah Kamﬁ;d'Im}(.ufa‘CO]a'PﬁfJdya-magdaladhipatcb Simhala-
dvipa-vinyasta-viiaya-stambhasya soqla;a-mahidina-dikgitasya sakala-kala-
vilasini-svayamvara-pateh krtim unmatta-raghavam nama preksanakam prayo-
gato dardayeti. UR (V)., Prastavana.
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explanation for this mishap by connecting Sita’s loss with some sin
committed by him in previous birth through these lines:*

Racitah sukhantarayah kasya kadi va maya na vijhatam/
Tasyaivayam hi vipakah katham hi bhiyas tam eva kunviya//

‘I cannot remember whether I ever hindered the happincss of any-

body ; this calamity is indeed due to such misbehaviour. How can I
repeatedly do good to that person?’

At the end of the play, the author adopts a new device for alter-
ing the story of the Ramayana 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 Laksmana
has gathered correct information regarding Sita’s captivity from Jatayu,
and after extirpating the Raksasas and their lord he will soon arrive
with Sita.  Then the whole story of conflict with Ravana is put into

a single verse ;?

Valiny uamilite drak pramudita-manasah Sirya-putrasya sahyad
Baddhe setau kapindrair lavana-jalanidhim Laksmano langhayitva/
Hatva Paulastyam 3jau saha rajanicaraih sendrajit-Kumbbhakarpam
Devim adiya bhiiyas tava savidham asav agatah puspakena//
‘Laksmana seated on the Puspaka chariot has 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 _d‘c destruction of Vilin, and killing in the battle Ravana,
Indrajit, Kumbhakarna and other Riksasas.’

- y . .
i Riama’s Cr?dltablc achievement with regard to the destruction of
Ravana and his followers s thus ovetlooked

the arrival. of Lakgmat_m with Sit and other fo
happy ) un?oP of the hero and the heroine takes
to their divinity at the eng of the play is an ob
ous flow of decpcst veneration for t{,cm from

The play closes with
llowers; and thus the
place. The reference
vious sign of spontane-
the heart of the poet.?
1 UR(V), L 7s. 2 Ibid.. 1, 89
3 Catvarah sahaj3 manugya-vapusi yliyam Harcraméa.kéh.
Siteyam kamala vanay ) ) j '

Yitih - kasa ime sarve’pi nikaukasah’/,
atan samprati taé caturdags samih Saketam etya tvaya

Bhiiyo’p1 trl-yugivirodhi-cariteniridhaniyéb prajaly/ [ UR(V), 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
wotk. 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 full
credit to Laksmana for the annihilation of the Raksasa 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.

Adbbuta-darpana

It is a drama in ten acts by Mahadeva, the son of Krsna Siiri of
the Kaundinya-gotra. The author, who belonged to Tanjore, fourished
towards the middle of the 17th century. The epic story commencing
from Angada’s mission to Ravana and ending with the coronation of
Rama has been dramatised in this play. The author has revealed his
cagerness 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 Laksmana the false news of the treachery of
Angada, who has reacted to the policy of dissension successfully applied
by Ravana, as he is assured that he would be given the kingdom of
Kiskindhya 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 Rima and Laksmana believe that Sugtiva
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 Sugtiva, 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 of Rima and Laksmana.
Statements of this disguised demon, however, do not impress
the shrewd Laksmana, 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 of the fifth act describes
Malyavat’s concern over the impending battle, and the act proper
shows an attempt of malicious Strpanakhi to dclude Sita by show-
ing her the severed head of Rama. Sita falls into a swoon, but the
assurances of Trijatd and Sarami help her to regain consciousness. The
following three acts describe the incidents of Lanka which are visualised
by Rama and Laksmana through the magic mirror. The presence of
false Ravana, false Rima 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
Laksmana, real Ravana too are present there, and they enjoy the
conversation of their false counterparts and at places make appropriate
rematks too. The real battle and death of Ravana are narrated in
act IX by means of conversation between Lanka and Nikumbhila.
The dramatist in act X wants to relate the last pare of the story in a
different manner.  After the death of Rivana Sirpanakha, 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 Ravana. In that case, strongly attached as she is to Rama,
she will enter fite or do something else to end her life. That takes
place accordingly, but Sitd comes out of fire unhurt. Then real Rima

en L.
ters and gladly accepts her. The alteration in the lasc act does not

revea : . . o i )
1 a‘f)’ dramatic motive, it again exhibits the poet’s desire to bring
to prominence the magic power of the demon.

The dramatist’ . L. .
Matist's attempt to make an imaginative presentation of

the ) lcg,c“d df’es not produce any dramatic interest. From the very
beginning he ignores the character of Rima whose mental weakness,

despondency and bewilderment are magnified through his statements.
In Laksmana, however, we find an opposite characeer. His farsighted-
ness, courage, presence of mind draw our admiration. The following



CHAPTER TWO 179

verse proves the steadiness of his mind. News of Angada’s’ treachery
inspires him to utter.?
Sarva vanara-vahiniyam athava bhii-carinah pranino
Yad vanupravifantu raksasa-balam lokis trayah se$varah/
Prakarattasila-vighattita-sikha-sirna-sphulingaih $arair
Arya.bhri-racanam vinaiva nimisa Lankeyam adipyate/ /.

‘Let the whole army of monkeys, or all creatures of the earth, or
three worlds with their lords join the Raksasa army. By me the whole
Lanka 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 of the wall)’

1 AD, 1. 27,
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1. CAMPU
Ramayana-campi

The well known Campii-kavya concerned with the story of the
Ramayana is the Ramayana-campii, which is ascribed to Bhoja of_ the
11th century A.D. In the concluding verse of the Yuddha.kanda,
it is stated that the first five kandas are composed by Bhoja and the
sixth kanda is written by Laksmana Siri,* son of Gangadhara and

Gangambika. In some manuscripts, however, exists a seventh kanda,
that is, the Uttara-kanda by Venkatar3ja.

In this work we find a faithful representation of the epic story
with no signs of originality. The Bila-kanda narrates the birth of
Dasaratha’s sons after the performance of Putresti sacrifice, departure
of Rama with Viévaimitra, Rima’s marriage with Sita and defeat
of ParaSurima. The next kanda covers the tragic death of Daéa'ratha
after the departure of Rima from Ayodhya. Herein is distinctly
exhibited Bharata’s self-abnegation in ruling the kingdom in the name
of Rama. The Aranya-kinda is concerned with Sitd’s capture by
Rivana and Rama’s piteous lamentation for his beloved. Alfter
recounting the death of Vilin and coronation of Sugriva in the
Kiskindhya-kdnda, the author passes on to the incident of Sica’s
meeting  with Hanumat, whose heroic adventure ultimately results
in t.hc destruction of the whole city of Lanka in the Sundara-kanda.
Bhoja’s co.mposition hete concludes abruptly, and the rest of the epic
story dealing with Rama’s fight with Ravana, the destruction of the

latter and his dynasty and Rima’s teturn to Ayodhya with Sica 1s
related by Laksmana Sgy in the Yuddha-kanda.

T Prag BhoiOdim'P“ﬁcakaflda-vihitﬁnande prabandhe punah/
Kanda Laksmana-siting vicacitah sagtho'pi jiyc cisam/ | Rem., V1. 130
The 6th kanda of Laksmana Suri 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 of
which we find an uninteresting account of the epic story. At times,
few verses of elegant beauty provide some relicf to readers:?

Kalyana-vada-sukhitam sahasaiva kantam
Kantara-cara-kathaya kalusicakara
Ambhoda-nada-muditam vipine mayiirim
Santrisayann iva dhanur dhvanina pulindah//

‘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
simile?:
Prabham ivarkim tamasim nihantrim
Brahmim dadhanam niyamena laksmim/
Taponidhim $aurya-nidhih prasannah
Sva-nama samkirtya nanama Ramah/ /

‘Rima, pleased and valorous, uttered his name and bowed down

to thac great sage, who acquired by regular penance spiricual power
which removed darkness (ignorance) like the rays of the sun.

2. SLESA-KAVYA
Rama-carita®

Of Slesa-kivyas written on the story of the Ramayapa, the Rama-
carita of Sandhyakara-nandin deserves special mention.. A
discloses his identity and praises highly his own work iq 2 supplement
called Kavi-prasasti which is attached at the end of the poem, He is
the son of Prajapati-nandin and grandson of Pinika-nandin of Pundra-
vardhana in North Bengal. He narrates the story of the Ramz;);aga
along with the historical incidents of che reign of Ramapala with words

1 RCM,, 1], 31.
2 Ibid, III, 12,
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conveying double meanings. He finished the work during the rel’g.n
of Madanapila, the son of Ramapila, in the eleventh century. His
father was a minister of Rimapala, and as such the author musc' 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 ?f
four chapters consisting of two hundred twenty verses composed in
‘Rryi metre. The poet’s constant effort to apply punning \.vords has
considerably checked the spontaneous flow of the narratwc’e. The
major portion of the Ramayana story including the birth of Dasaratha’s
sons, destruction of demons in the hermitage of Viévamitra, departure
of Rama for the forest, Sita’s abduction and the burning of Lanka 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
Ravana. The description of Suvela mountain, though insignificant,
occupies a major portion of the chapter and the poet has to do it
dcliberately, as it facilitates the narration of some historical incidents
of Ramapila’s reign. The third chapter extols Sitd’s virtues and
harrates Rama’s return to Ayodhya with Sit3, Sugtiva, Vibhisana and
Angada. The concluding chapter relates Sita’s exile in the forest
and the passing away of Rima and his brothers after Kusa was made
the king, Strictly speaking, the epic story has been briefly gone

in the first two chapters and only a small portion is covered
by the last two chapters. A petusal of ¢he whole book reveals that
the author has only touched upon the main outlines of the epic story;
and so far g narration of incidengs ig concerned, no proportion in

lChapt-crs ts maintained. OF course ¢lye author’s artificial effore and
aborious search for double ente
defect,

through

ndre are the main causes of this glaring

: Another point to be borne iy, mind is that the author’s
Primary purpose is to relate ¢t
Ramapila;

with tegard

he historical events of the reign of

and to achieve this purpose, he does not mind any flaw
to the epic story., The jp,

narration of contemporary historica]
point of view its value 1s negligible,

portance of the work lies in jcs
incidents, but from the literary
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The poet's boastful remarks in the Kavi-prasasti* demonstrate high
self-confidence in his poetic abilities. It is not possible even for a
scholar to appreciatc his writing without the help of a commentaty.
He calls himself Kalikala Valmiki,®? but when we take into account

Valmiki’s simple diction and lucid style, we do not feel inclined to

approve this title of Sandhyakara-nandin. Such laboured embellish-

ment and strained expressions brought 1in by astonishing feats of
verbal jugglery have made his work unimpressive to readers. The
following verses and their translations will reveal the laborious nature

of his efforts: 3&*
Anvaya-bhavanam sahasamanta-vrajam abhyupeta-sahayyam/
Anumene sa mahado ravi-tanayam micra-bhavam 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 ap alliance
with him offered him assistance.’

Krcchrena ratna-garbham sinus tasyajnayasu cacuryac/

Janakabhuvam sa sumantrasrita-sauta-vidhis tato vanam ninye//

‘At his command his brother, wich great difﬁculcy promptl
and cleverly took the jewel-wombed daughter of Janaka to the forcs{

with Sumantra as charioteer.’

‘His son, clinging to wise counsel and filia] duty and acting
under his orders, cleverly and promptly brought the native lanz
full of precious things under his protection witl great difficuley.’

1t Kavya-kala-kula nilayo guna-mani-merur manisinam iab/

sima sihityavidam adesa-bhasa-visaradah sa kavih// RC., KP
2 Avadanam Raghu-parivgcja-gaudﬁdhipa-rﬁmadev;yor ctat/ - =
Kali-yuga-ramayanam iha kavir api kali-kila-yalmikih// f Lbid. 11

3 RC., 1. 44.
Ibid., 1V, 3,

-
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3. DUTA-KAVYA

The Diitakiavya is one of the important branches of Sa-l-lsl{tlt
literature and epic stories provide theme for several D'ﬁta.-kav.yas.
The Megha-diita of Kalidasa 1s a unique production in this dlrec.tlon,
and not a few poets fele inspired to compose Diita-kavyas of ordinary
dimension in direct imitation of the Megha-data. Many of thc.m. do
not possess the distinctive poetic genius which accounts for an original
creation, and as such their compositions bear distinct marks of strong
imitative urge in this direction, Some of these WOl'k.S, t}mreEore.
mostly lacking in quality have after all enhanced the quantitative value
of this branch of Sanskrit literature. Imitative tendency is clearly
discernible even in the structure of some works where Mandakrana
metre has been employed to play its usual role, but instances of

poets showing variation by the use of S$acrdila-vikridita, Sikharin,

Malini and Vasanta-tilaka metres are not rare. Animate objects like

the parrot, peacock, cakravika, swan, cuckoo, cakora and 1nanimate
objects like the Moon, the wind, the culasi plant are chosen as

messengers to convey assuring messages to desited persons as quickly
as posstble.

The Hamsa-sande$a of Venkatanitha Vedanticarya, also known as
Vedanta Defika and the Bhramara-dﬁta-kivya of Rudra Nyaya-panca-
nana, being two Dita.kdvyas on the Rima story, are fic for discussion
hete. The main story of the Mahibhirara too attracted the attention
of writers of Dita-kavyas and the pame of one such Dirta-kavya
deserves mention here.  This is the Monodiita of Tailanga Vrajanacha
Composed in 1758 AD. In this work Draupatﬁ seeks the help of

mj ..

‘nnd to act as a messenger to Krsna in her helpless condition ar the
¢ ) s

Ime of her insult by Duhsasana i,

he court. Swiftuess of mind is
known o all, and

the author’s wise reljance on the ability of mind
to - o .
carty the message of Draupadi to Kesna shows his right selection,

Ha msa-sandes,
The period

of Venkatanitha Vedanticarya who composed the
Hamsa-sandeta

can roughly be fixed berween 1268 A-D- and 1367
A.D.—, period famous in the histoty of the Hindu kingdom of
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Vijayanagara. The private life of the poet was marked by simple
habits, polite dealings and strice 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 givesclear evidencc of his literary genius by thc
composition of the epic poem Yadavabbyndaya on the life of Srikrsna.
The influence of the Kumara-sambbhava on this work is distinctly
traccable. A philosophical drama Sarikalpa-siryodaya is the product of
his dramatic genius and philosophical erudition, and it belongs to the
group which includes the valuable dramatic composition Prabodba-
candrodaya. He throws some light on his personal life in this dramatic
composition.  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 licerary
activicy. St Appayya Diksita wrote commentaries on many of his
works and paid unhesitatingly glorious tribute to his licerary genius.

The Hamsa-sandesa of the poet is an erotic lyric of 110 stanzas
in Mandakranta metre in direce imitation of che Megha-dita. It
consists of two Asvasas, of which the first contains sixty verses and
the second fifty. Rama, anxious for Siti’s rescue, makes hurrijed
arrangement 1n consultation with Sugriva for marching against Ravana,
still he cannot avoid some delay in the maccer. Afeer recurning from
Lanka Hanumact reports the distressing condition of Sicz to him., The
miserable plight of his beloved makes him gloomy. He is extremely
eager to deliver her as carly 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 Tungabhadria, he sends it to
Lanka to givc her necessary consolation.

Like the Mecgha-diata, the first Agvasa gives a pen-picture of the
path the swan is to cover from the Tungabhadra o Ceylon. During
the journey, it will pass through mount Malyavae, Sahya hills, mounc
Anpjana, Tundira, Kafici, Srirangam, the land of the Colas, the river
Tamraparni and lastly the lofty peak of Suvela mountain on which
lies the shining city of Lanka. The description of this long charming

24



186 EPIC SOURCES OF SANSKRUT LITERATURE

path enables the poet to give topographical information along with
the display of his descriptive power.

The poet describes the distressing condition of Sita in the second
Aéviasa just in the manner of Uttara-megha of the Adegha-diita. 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 his 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 estimating the poetic value of
the work. The composition is not, however, extremely fascinating,
still there are verses of lofty conception and grace. It must be
frankly admitted that it has a definite worth of its own in the range
of Data-kavya literature, and those who want to read it as a kavya will
have their motive satisfied by proper appreciation of the work.

Bbramara-dita-kavya

The Bbramara-diata-kavya of Rudra Nyaya Paficanana of Bengal,
who flourished in the 17th century, narrates a fictitious incident like
the Hamsa-sande$a of Venkatanitha. The Data-kavya is so named
because a bee is sent to Sita with Rima’s message. The message is
oot 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 wich deep grief and seeing a couple of bees
on a lotus in the lake requests the drone to start with his
message from Citrakiita to the ASoka forest in Lanka. During its

journey 1t will pass through Vindhya mountain, the river Reva,

a { 2 Ty gt . . . .
Karnata, the Kaveri, Kafci and che ocean. After a vivid description

of Lanka, Ri.ma 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 Hamsa-sandesq and Bbmmara-dﬁta-kﬁvya is almost similar, and

both the poets adorn their works wich 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 werk shows that he 1s not
lacking in poetic ability too. His contribution to Sanskrit literature
of the 17th century is a matter of great pride to his countrymen.

4. A WORK WITH A LEGENDARY THEME
Ravanarjuniya

Legends of the Adababbarata supply inspiration to many writers
for the composition of the Mahakavyas and dramas, but the legends
in the Ramayana 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 Ramayana. Some
exception is found in the case of Bhagtabhima (Bhaumaka) who com-
posed the Ravanarjuniya on the conflict between Kartavirya—the
king of the Haihayas and Ravana, The story was partated to Riama
by the great sage Agastya in the Uttara-kinda® to teach the lesson
that a boastful man sometimes suffers defeac for his arrogance. Bhatta-
bhima’s date and place of birth cannot be properly ascertained. A
reference to the author is found in the Suvrtta-tilaka of Ksemendra

who calls it a ““Sastra-kavya.”’?

Once Ravana with his attendants comes to the city of Mahismati
to fight with its ruler.  Ac that time Kartavirya surroundcc'i by
innumerable ladies 1s sporting in the midst of water. Ravana, a
staunch devotee of Mahadeva, worships the deity and has sévcral
garlands set afloat on the water of the Narmadi; but the conduct of
the king Kartavirya who withdraws the current of the river causes his

exasperation, In the fight that ensues, Ravana is made captive alter

his discomfiture. Pulastya’s 1ntervention secures his liberation and

ultimately both the rivals agree to be friendly to each other.
Imitating Bhal':t':l., Bhattabhima has composed this poem in eight
chapters for illustrating the rules of grammar, This motive chat stands

1 RAM,, VII, 31-3.
2 Sastra-kdavyam caturvarga-prayam sarvopadesakre /
Bhatti-Bhaumaka-kavyadi kavya-§astram pracaksate/ /

Suvrtta-tiluka, 111, 4.
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uppermost in the minds of such poets from beginning to .cnd never
permits them to adhere to a high poetic standard. Here like Bhattj,
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 ot Bhattabhima. 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  sitras,
the poet has exemplified all the remaining siitras of the A??adby&yi.
The epic legend is very short and he has lengthened it with some
dcsctiptions. King Kartavirya and his qualities, his sport with ladjes
in the midst of water, his fight with Ravana have been elaborated.
Verses of elegant beauty are sometimes met with in his work ;1

Suptotthitah pravikasan nayanaravindih
Kascit sama yuvatayo nalinibhir asan/
Nidra-nimilad-urunetra-saroja-$obhah

Kascit prabhata-samaye ca kumudvatinam /|

‘Some young ladies with their expanded lotus-like eyes bore perfect
resemblance to the lotuses just after their sleep and  some,  wicly ¢heir
broad eyes having the beauty of lotuses but still closed under (e
influence of sleep, looked like lilies in the morning.’

The following verse reveals how he shows his efficiency in Huserat-
ing four rules of grammar (Parijer asodab, Varanarthanam ipsitab,
antardhay yenadarianam icchati, janikartub, prakftib) n a singlc vcr;c
Maintaining its poetic charm and appeal ;2

Renucayar pathi pardjayate sma kascid
Antardadhe karivarad aparo’ Svasadi/

Jatam kapola-phalakin madayzr tasmad

Bhragan nyavarayad ibha$ cala-karna-tala//
‘Some horseman was obstructed by dusts on the way,

Some dis-
appeared leaving the track to a lofey

clephant. The CICPllant with

1 RAR., VI, 82, Itisan illustration of the rule *Tulyarthair atulopama-
bhyam trtiydnyatarasyam,”

2 Ibid,, 111, 12.
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his long moving ears prcvcntcd the bees from sitting on 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. lc may
be worthwhile to mention some of their names: —

The Ramabbyadaya of YaSovarman, the king of Kanyakubja, isa
lost drama probably in six acts. Citations by Anandavardhana and also
in anthologies under Ya$ovarman’s name were probably made from
this work. The Udatta-raghava of Mayuraja is cited in the Dasara-
paka and the Sabitya-darpana, but we have no definite information
regarding this drama as it is lost. Both Kuntaka and Abhinavagupta
refer to three Rama-dramas—Chalita-rama, Krtyaravana, Maya-
puspaka, whose date and authorship are unknown. The Udara-raghava
of Sakalyamalla is a poem in sixteen cantos on the entire Rama story,
buc only nine cantos are available. The Ramayamakarpava of
VenkateSa 1s an instance of Yamaka-kivya and the Ramacandrodaya
of the same author is an extensive Mahakavya in thirty cantos. Several
Rama-dramas like the Jamadagnya-jaya (Vyiyoga), the Abbinava-
raghava of Ksirasvamin, who was the pupil of Bhattendu-rija, the
Raghbu-vilasa and the Raghavabbyudaya of Rimacandra are mentioned
in the Natya-darpana, but these works are not available. The Janaki-
parinaya is a drama in six acts by Ramabhadra Diksita, son of
Yajharama Diksita and pupil of Nilakantha Diksita. The licerary
value of this work i1s negligible. The whole issue has been here
complicated by confusing disguises of the Raksasas appearing as
Viévamitra, Rima, Laksmana and Sica.

The Svapna-dasanana of Bhimata of the 8th century is mentioned
by Bhoja and RajaSekhara. Bbhimata is often identified with Bhima-
the author of the Pratijia-canakya, buc this view is untenable for
want of reliable proofs. Somadeva in his Katha-sarit-siagara has
devoted some space to the narration of the Rima story in the
Alamkaravati Lambaka®.  The meeting of Indra  with Ahalya

1 KSS, IX. L. g1-112,
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and their miserable plight due to the indignation of the sage
Gautama have been recounted there in the third chapterl.
Ksemendra of manifold literary activities composed 2 drama
named Kanaka-janaki towards the second half of the 11th century
and the work is cited in his Kavi-kanthabbarana. Hastimalla, the
pupil of Govinda Bhatta, wrote at the end of the 13th century a drama
Maithili-kalyana by name in five acts in Southern India. Viamana-
bhatta Bana is believed to have written a poem Raghunathabbyudaya
in the beginning of the 15th century. The drama Ananda-raghava
Was composed by Rajaciidamani Diksita, the son of Srinivasa Diksita
and Kamaksi Devi towards the end of the 16th century. The Uttara-
campn of Venkatadhvarin of the 17¢th century is an incomplete  work
dealing with the story of the Uttara-ramayana, and another poet of this
century Vasudeva by name wrote the Rama-katha. The Rama-
5/9yudaya was written by Ramadeva Vyasa. Icis a short play of two
acts dealing with the well known topics—the conquest of Lanka, the
fire ordeal of Sitz and Rima’s return to Ayodhya. The Raghunatha-
vilasa, a drama by Govinda Diksita, the Righava-vilasa by Visvanacha,

the author of he Sabitya-darpana and the Rama epic Raghuvira-carita
are

° some other works dealing with the story of the Ramayana.
.

. Aufreche in bis Catalogus Catalogorum mentions 2 Raghuvira-
f:artta.of seventeen cantos written by Mallinacha. It deserves mencion
1(1 this Connection that Madhuravani, a court poctess of king Raghu-
hatha of Tanjore, composed a work Riamayana-sara o0 the principal
story of the Ramayana in the 17th century. .Thc Bhaumi-parinaya,

d . i
3 drama by Ratnakheta Diksita, has not been publlSth'

1 KSS., 111 1L 137-47.
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[n the foregoing chapters we have endeavoured to show the dimen-
sion of great epics—the Ramayana and the Mabibbarata. The Maba-
bbarata had its origin in the legends and traditions of a great historical
war, whereas the Rimayana grew out of the recollections of the glori-
ous age of the KoSalas and che Videhas. As a heroic poem the
superiority of the Mababbarata is undeniable; but asa poem delineating
the softer emotions of our daily life, the Ramayana makes a stronger
appeal to the minds of millions in India. The Mababbarata describes
the political life of ancient India with all its heroic grandeur; high
aspirations and lofty chivalry of the heroic age find full expression in
this epic. The Rimayana represents mainly the domestic and religious
life of ancient India; 1its sincerity and sweetness, its liberality and
nobility arresc the attention of all readers. A close penetration into the
ancient life of the Aryans enables ustorealise fully why India produced
and preserved for full ewo 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 truch, unless it
depicts vividly human feelings and human life to some extent. It is a
matter of common knowledge that not only the kernels of the epics
but also the different episodes, legends, myths, fables and didactic
stories were known to the intelligentsia of 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 Ramayana
and the Mababbarata from their seniors and whenever occasion per-
mits, they are ever ready to pass them on to their juniors to uplife
their mental and moral outlook. Therefore the unmiscakable inAuence
of these two epics on the formation of character or on the advancement
of knowledge or on Indian social life for centuries is undisputed, The
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tradition seems to be an almost unbroken one and even the moderp
mind, in spite of its scientific angle of visiox?, does not and‘ cannot
escape from the varied influence of the two epics. Tl.lc gn‘mnl’c verses
and small didactic stories can guide them even in this SC{CﬂtlﬁC age
when the buman race faces total extinction due to the discovery of
fearful weapons. N

The characters of the epics, whether real or fctitious, leave per-
manent impression on the minds of\thc Indian pcoRlc and SOlnc. of
them are idolised and enshrined in their hearts with intense der)tIOIl;
while others are regarded as the expression of all that is_ dark, hideoys
and ignoble, and as such fit for rejection. In the Ramayana, W.e find
a lofty admiration of what is sublime in human character. The Intense
devotion of Rama and the loyalty and womanly love of Sita run ke
two t.hrcads of gold through the whole fabric of the epic and enngble
and purify the work in the eyes of all Hindus. Rama and Sitz are
the ideals of perfection so far as manhood and womanhood are con-
cerned; their fortitude under trials and eribulations, their Proneness
to truth and nobility, their strong sense of duty under all vicissitudes
of fortune raise before all the Hindu ideal of a perfect life. Bharata
and Laksmana too are held in high esteem for their brotherly Ioye and
stern devotic;n to duty. In the Mabzbbarata, each hero has a marked
personality of his own, cleatly distinguishable from those of geher
heroes, The stately and majestic queen Gandhari, the affectionace
mother Prthi, the sensitive Draupadi cherishing her anger wil]

the
wrongs done to her are feacfully avenged, the tender-hearted and

beautiful Subhadea—these are vivid images which reveal
Power and richness of fanc
Y“dhi§l;hira,
Jewels of the

the creatjye
y of a high order, The noble and truthfy]
the valiant Bhima and the eyer agile Arjuna are .
e The pictures of haughty and uncompro.
ising Duryodhana and the evilb-minded Dyhgzsana are drawn i,
due Prominence among the wicked sons of tl:lc old and blind Kuru
monarch.  Thus while the Indians ty to imicate the characters of
Rima, Bharata, Yudhisthira and Gandhar, they are also stricely
prohibited to emulate the ideals of Ravan,, Duryodhana and Sakupj,
nspring of inspiration ¢
religious reformers, and at the same time it has purified the popylar

Indian epic.

The story of the Ramayana is the mai
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faith of our modern times. Rama, a strong votary of truth and duti-
fulness, is identified with the spirit of God. He is believed to have
descended on earth as an incarnation of Visnu, the preserver of the
world. The monotheism of Visnu 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
of one God and believe the heroes of the ancient epics—Krsna and
Riama to be the incarnations of the God who pervades and rules the
whole universe.

Popular appeal of these two epics lies in another characteristic
feature which distinguishes them from all other works of later Sanskric
literature. It lies in the grand simplicity of the narrative which 1s
in direct contrast with the artificial graces of later Sanskrit poetry.
The poetry of Kalidasa, 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 of 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 absolutely 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 resule that ctheir 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 sutely come
out of them delighted and ennobled. To poets, plagiarism is not a
sin at all; they feel a strong inclination to plunge deep 1nto such
valuable treasure to change what is copper into pure gold. Ic 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 debes
to future generations serves as an incentive to use their poetic talent
to the highest degree of efficiency. Presentation of old fnaterials
without appreciable touches of originality and free play of imagina-
tion involves unproductive labour and is, therefore, useless.  A]]
persons have a natural likeness for newness and variety, so poets
are naturally inspired to bring in new variation in their literary com-
positions. 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 uvtlity for those
stories ; they themselves find immense pleasure in their task and 4
the same time have succeeded in distributing it to readers. In some
cases the new outlook of authors is inAluenced 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 thar (he
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 coyld
select their subject-matter from the epics.

Thus we can say without being accused of exaggeration hat
the whole range of classical Sanskrit licerarure is permeated by ¢he
spitit of the great epics. When we say this, we must not be mijs-
understood, for we are also aware of the fact that there were few
other sources, particularly, the Brhathaehz of Gunadhya which s
i1‘15pired the creative genius of succeeding poets 5 but the quantity of
literature, as reviewed by us, which we think has been faitly exhaus-
tive, will prove beyond any vestige of doubt that the imagination of
Ind.iau poets, in general, was stipred up by the poetic beauty and
variety of character of the two great epics. Not to speak of clagsical
Sanskrit literature, all the provincial liveracures of India have 450
utilised epic sources to the fullest exgepe.



APPENDIX

Ic is 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 those 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 Pandava-vijaya is a poem in twelve cantos by Hemacandra
Roy. As its name signifies, it narrates the victory of the Pandavas
in the battle of Kuruksetra. Absence of astonishing feats of verbal
jugglery and lengthy monotonous descriptions accounts for the brevity
and intelligibility of this composition. The Jarisandba-vadhba is a
poem in ten cantos by Tacinisankar Vidyaratna. The Bhisma-vijaya is
a prose composition by Laksmana Siiri in eight ucchvasas. No other
renowned poet in Sanskric literacure has made an attempt to give a
pen-picture of the life history of Bhisma. The incidents of his life
have actractive elements of a fine composition and the present author,
taking into consideration che literary possibilities of this episode, re-
counts in this work his birth, his memorable vow for which he acquires
the title Bhisma, 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 Nala in ten acts in his drama Bbaumi-parinaya. The narrative
has been cleverly handled here with an ingenious display of originali-
ty in every act like the Nala-vilisa of Rimacandra Sari.

The Da$anana-vadba of Yogindranitha Tarkactdamani is a prose
composition in ten chapters. The destruction of Ravana being the
main theme, the author devotes his actention specially to Ravina’s
haughtiness, his fascinacion for Sita and the city of Lanka. The author
shows some novelty in Ravana’s desire for an amicable setclement wich
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Rama. Ramapanivada, the well known writer of Kerala, has composed
several works in Sanskrit, Prakric and Malayalam.  The drama
Sitaraghava and a poem Righaviya 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 has not hampered
the sweetness of verses and simplicity of language. The Rima-vijaya is
a poem dealing with the heroic exploits of Rima and his final victory
over Ravana in nine cantos by Riapanitha Upadhyaya of Michila. The
work contains descriptions of different seasons in sweet language and
each canto closes with the word Sti.  The Raghunatha-vijaya-campi
consisting of five vilisas is an uninteresting composition by Krsnakavi.
The Hamsa-diita is a dita-kavya in direce imitation of the Megha-diita
in two parts by Nityananda Sastel, the first part consisting of sixty
eight verses and the second fifey-cight verses. The Parasurama-carita
is a fine composition by Hemacandra Roy in ten cantos. Generally
works based on the Ramiyana are concerned with the main stoty,
but works on episodes are very rare. This composition serves that
putpose and secks to narrate Paradurima’s birth, his gaining of

divine Weapons, conflict with Kartavirya and extermination of the
Ksatriyas.
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