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That Ksemigvara, author of the well-known play
Candakausile, has to his credit another work of the
same class named Nr_vi:s‘azlhmmw_i/a is not widely knowm.
" Whereas the Capdakausika has been edited, and translated
into various languages,’ the Nuigadhananda is rarely known
even as manuscript. The ouly knowledge that we had
about this play till now was confined to what Peterson had
written in his Report [II° giving the description of a
manuscript of the play. Recently another manuscript of
the work has been known to exist in the Anup Sanskrit
Library, Bikaner, a copy of which was given to me by
Prof. C. Kunhan Raja. The present study of this play is
based on this manuscript.

. AUTHORSHIP

There is no doubt as to the authorship of the Naisadhs-
nande. The prologue itself refers to the play as the work
of Kgemiervara : * '

MEBSE AR A G SR FEaRE
TR AR AW eh ARG |
The colophon also gives the same information :—
M FErFRERHRERNE A T AR G |
The similarity of the third Nandi VOIse.. the Naiga-
dliamunia ) g\ﬂ““ oF AD'VMg
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AT G G A T
W RFalgs Gy aEm: |
AR ARTFRS FARNE EORS
A G IR A AR 25 |
to the third Nandi verse of the Candalausika
HAG: T B M e
T GGA: G @ S A |
F: FEAEA FAfGS P ORI
mm&%rsgmz e O )
also indicates the common authorship of the two plays.

Moreover the concluding Bharatavdkys verses are found to
be the same in both the dramas.

THRAEe S9eEdl wag & 9 3 JRTe: |
HfeTE e U SR R |

I T TASHI T AL T,
TNREREHT SfrwE T §YE: |
T Y RS A
T SRR HaE S |

Thus it is quite clear that Naisndhananda is the work
of Kgemisvara, author of the Candakausika.

M 3,

KSEMIS'VARA

In the prologue to the Candakausrika we are told
that the play was written for King Mahipala.® This king is
described as having marched towards the south to defeat
the Karnatas ; Kgemisivara compares his patron Mahipala
with the famous OCandragupta of Patalipura, and the
Kargagas are compared to the Nandas.” This king is
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referred to as Kartikeya in the concluding verse of the
plays.® Pischel” has identified this King Mahipala with
the Pratihara king of that name who had his capital at
Mahodaya or Kanyakubja, and about whom wo have
inscriptions dating between 914 and 917 A. D. He is also to
be identified with King Mahipila mentioned by Rajasekhara
in his Dalabl@rata™ as his patron; Rajasekhara also
speaks of his patron King Mahipala as having marched to
the south. The Ragtrakuta king Indra ITII about whom we
have inseoriptions dated 914 A. D. and ahout whose contem-
poraneity with Mahipala there cannot, therefore, be any
doubt, asserts on the other hand that he invaded
Mahodaya.™ Mahipala’s fight against the Karpatas and
Indra’s march against Mahodaya are, probably, the same
fight as seen from opposite points of view.

Kgemisgvara was a younger contemporary of
Rajasekhara ™ and flourished in the beginning of the tenth
century A. D. as the court poet of King Mahipala of
Kanyakubja. He tells us that his great grandfather was
Vijayakostha (or Vijayaprakogtha). Nothing more is known
definitely about his life. Krishnamachariar says® that
Kgemisvara was a S'aivite, since all the three henedictory
verses of the Candakausika are in praise of S'iva ; but in
the Naisadkananda the beginning verse' is in honour of
Vignu and Sri, showing thereby that he has no special
leanings towards either 8iva or Vigpu '

ARGUMENT OF THE PLAY

The Naisadhananda is a Nataka in seven Acts dealing
with the famous story of Nala. The dramatist has not
made any major deviation in the story taken from the
epio, but the plot has been knit together in an admirable
manner. The seven Acts are called respectively Mahendra-
sandega, Dawtyadamayanti-darsana,  Damayantiperinaya,
Dyutapahrtasarvasva, Analagarbha, Damayantiparidevana and
(Upasam)hara. The scenes are quite dramatic and there is
plenty of scope for action,
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Act T shows us king WNala and Viduagaka in a chariot
driven at great speed by Vargmeya. The king is going to
take part in the'great svayamrare of Princess Damayanti
of Vidarbha. In a few masterful hints in the course of the
conversation the preceding circumstances are indicated—-how
Nala has already fallen in love with Damayantil on hearing
about her bewitching beauty from a golden swan he happened
to meetin his garden, and how he is now going to the scuywri-
vare in a happy and optimistic mood. The Vidugaka, who is
frightened by the rushing wind coming against him on ac-
count of the great speed, is asked to close his eyes and staud
still, holding the flag-staff. The king enjoys the beauty of the
natural scenery on the way. Soon they reach Kundina, the
Capital of Vidarbha. Vidugaka who opeuns his eyes is struck
with wonder at the opulance of the city. Suddenly they
hear a command to stop the chariot, for the dust produced
by the running chariot has gone up making the thousand-
eyed Indra, who is coming in a plane, to shed incessant
tears. The chariot is stopped accordingly; the king
and Vidagaka get down and move to the garden to
take shelter wunder some shade, after sending the
charioteer to look after the horses. Nala now hears the
words of the golden swan assuring him that it has instilled
love for Nala in the mind of Damayanti. It ix at this
happy moment that Indra’s messenger Matali enters, The
king promises to do anything that Indra wants. Then
he is told that he should go to Damayanti as Indra’s
messenger to persuade her to accept Indra himself in the
svayarvara. It is a great shock to the king, but he has
to keep his promise. The scene ends with Nala’s lamenta.
tions about his misfortune.

In the second Act we find Nala, in the same mood, going
to meet Damayanti to convey to her Indra’s message. She
is in the garden with her friend Vidrumamala, preparing a
wreath of flowers. Hiding behind cveepers the king is
able to feast his eyes on Damayanti’s unsurpassed beauty ;
from their conversation he knows that she loves him. . He



5

approaches them and is cordially received. He gives her
Indra’s message with great difficulty; but she says that she
will accept Nala himself in the Svayamvara, and that
Indra cannot get angry towards him for that.

The third Act deals with the Svayamvara. The lords of
the quarters have come disguised as Nala, Damayantl
selects Nala; the other kings get angry and there ensues a
battle in which the king is victorious. None of these
incidents takes place on the stage. We are informed about
these through long reports from Vidusaka and others.
Towards the ond of the scene the king appears on the stage
along with the rescued Damayanti.

In Aet IV is described the condition of Nala possessed
by Kali who has Moha and Maya as his helpmates.
Damayant1 is extremely worried over this change in her
lord. Though he is being defeated in the play of dice by
Pugkara, he refuses to give up the gambling. Damayant:
tries her best to dissuade him from gambling again. He is
loging his wealth and his country. Knowing that some
misfortune might happen to them, Damayant: sends her
two children to her father’s palace. The victorious Pugkara
who is sorry that Nala did not allow Damayant1 to be put as
the stake, approaches her and behaves rudely towards her;
but goes away to meet Nala who is coming to fight with
him. Nala who has defeated Pugkara in battle now comes
to Damayanti; but he does not want to take the country
by force. Leaving all ornaments to Pugkara, they leave
for the forest. ‘

In det V we find Nala and Damayanti moving in the
forest; in spite of the lack of comforts they are happy.
Kali who is worried over this makes the ‘Dice’ take the
form of birds and fly away with Nala’s garments—(the only
object left with them which they were using as their
bedding, fan, seat and umbrella). Because of the fatigue
Damayanti lies down, and falls asleep: Nala who is now
fully possessed by Kali leaves her and goes away. Soon
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there is a wild conflagration, and he falls in a swoon.
Meinwhile Damayantl wakes up and wails on noting that
Nala is gone. She is caught in the smoke and runs away
searching for her lord. When Nala recovers from his swoon
he hears a cry of help. Karkotaka who is caught in the
fire is calling for help. Nala helps him out of the fire;
Kiavkotaka bites him in return, as a result of which Nala
becomes old and wrinkled in form. Karkotaka tells him
that this form will help him in his life incognito, Nala is
given a cloth by wearing which he can regain his original
form. At the advice of Karkotaka Nala now goes to serve
King Rtuparna of Ayodhya as a charioteor,

Act VI takes us to the court of King Rtuparna in
Ayodhya. King Nali under the new name of Bahuka is
quite comfortable there; but he is deeply worried about
his misfortune—his country taken by the enemies, his wife
abandoned in the lonely forest and he himself disfigured
and living in servitude. The thought about the possible
cilamities to which she might have fallen a prey is making
him moody and dejected. The adventures of Damayant!
in the forest are made known to the audience with the help
of a play within the scene. Having escaped from the forest
and reached her mother’s house at Cedi, she sent messen-
gers sacretly to spe whether Nala could be found. Bahuka
had given a vague reply to her general message.
Damayanti has now sent an actress to test Bahuka with
the help of a play depicting her own adventures in the
forest. King Rtuparna, his queen and Bahuka are witnes.
sing the play, little knowing that the actress is keen on
testing psychologically about the identity of Bahuka. The
entire story—how Damayantj on waking up alone in the
forest lamented bitterly, being anxious about the safety of
her lord, how, in the eourse of her wanderings there, she
was bitten by a snake and consequently saved by a hunter
who then became enamoured of her beauty, made advances
towards her and was killed in the fire of her anger, how being
- dejected with life she was about to commit suicide when she

a
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heard about the arrival of a caravan under whose protection
she later reached Cedi, and how she was comfortably
received there—is presented through this interlude. Every
now and then Bahuka almost reveals his identity by his
passionate remarks, and it is with great difficulty that he
controls himself. Though Rtuparna does not suspect any-
thing, the actressis convinced thut Bahuka is Nala himself.
She tells the king that Damayantt has decided on
re-marriage, since she does not know anything about her
heartless husband, and that Pugkara has also been invited
for the svayarvara. Bahuka is angry at this news, and
the king is also eager to participate in the svayamrare. It
is almost late, still with the expert knowledge of Bahuka at
driving they expect to reach there in time.

The last Act takes us to Damayant: at Cedi. The:
actress who has come with Rtuparpa and Bahuka telis her
that Bahuka is Nala himself. Bahuka has learned the
‘secret of the dice’ from Rtuparna on their way from
Ayodhya, and has now goue to challenge Pugkara. Nala's
gon Indrasena who has grown up into a valorous young
man hears abhout I3ahuka’s challenge to Pugkara, and is not
in a mood to yield his country to a stranger. The
victorious Bahuka enters with King Rtuparna in the
chariot. He looks at the boy with affection. Indrascna’s
anger also melts in his presence. Nala understands that
it is his own son, With the help of the cloth given by
Karkotaka he resumes his real form. He prentends anger
towards Damayantl for her attempt at re-marriage. She
vindicates her position by jumping in the fire from which
she is brought back unscathed by the fire god himself.
Damayant1’s parents also come. Kali suffering because of
Damayanti’s curse is set free, and the story ends happily.

ECHOES FROM CLASSICAL WRITERS

Influences of earlier classical dramatists can be saen
throughout the play. But Kgemigrvara is not a slavish

imitator; whatever he takes from others, ,b:e ﬁml\{gsf\hlg ;m\
. \. 5 -' )
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by giving a stamp’ of his own dramatic genius. Now and
then we are reminded of some classical passages, but we
never feel that he has borrowed them, He is mostly indeb-
ted to Kalidasa and Bhavabhiti. The opening of the first
Act is quife similar to that of the S@kuntale ; and the
foilowing verse describing the speed of the chariot:

z¢ PR A T [ AN
QR gfemd |

AR T 5 WEE-
OO FFFAIGRE e |

reminds one of the well-known verse T 50 etc.,
thero. Similarly Nala’s statement in Act. II

R TR ﬂﬂiﬁﬂﬂﬁl g ) may he compared with
‘S AR GO ke Ea '
—S'akuntala I

Towards the close of the third Act Damayanti is about
to leave Nala. She goes and comes back to take the flower
wreath that she has purposely forgotten. Then again on
her way she stops under the pretext that the flower dust has
fallen into her eyes, and she looks at him longingly with
tears in her eyes. This scene is quite similar to the depar-
ture of S'akuntalg after her first meeting with Dugyanta

(E\"ﬁg:\(“' T &d m etc.)

The idea of a play within the play that is used in the
sizth Act of Naisudhanwilae must have been borrowed from
Bhavabhilti’s Utlararamacarita; but Kgemisvara has used
it, like Shakespeare in Hamlet, to tast psychologically the
reactions of the hero who is witnessing it. Indrasena's
vilorous challenge in the last act of the play is reminiscent
of Bhavabiati's treatment of Lava and Kuga,
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fen @ ¥sf FogmiRash
T Fa: o g e |
T 7GRN SRR
ANAER & BRI N Acst TT verse 10 of the

Naigadh@nande contains an echo of the well-known verse in
Mrechakatika :—

T A ¥ e R
e i e A |
WY A &y Aeeeme
TeER S R |
Nala’s words to Karkotaka who has biften him—
9 FEET N TOW | Ge AR R
HFAAGIETH | make one think of Jimutavahana's words
to Garuda in Nay@nunda. Perhaps an influence of the

Nagananda is found in this play even in the sslection of
the title.

Kgemigvara's indebtedness to the Mudi@iralbsasa is
suggested in the following verse (V1-7)

which reminds one of Rakgasa's words i—
% Ty aied W auE e, e A
o g ey R o S|
W qQ wFee: @i Sad Ik ﬂa—'[
AARCEEAGOR SN A 9 !
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The following verse wherec Nala laments about theé
difficulties that Damayanft would have had to suffer in the
forest :

o 3FArgEA e e
e ez &/ e |
TGS AARToT
@ Fiai a e A ||
reminds us of
‘T eE i AR fedt o
in Anangaharga’s Tapasavatsardja. *°

Kgemigrvara has perfect command of pithy and foreible
expression. The pitiable condition of the parents of a girl
in India is well put in the mouth of the Sitradharu.

TG e (T PR & A |

AR AW AAgEREm T

Y ARG T A FA T T L |

wdrahEM | AR G @ sl &g 9T gem &= 0
The first verse is repeated in the last Aot also.

King Nala advises Vidugaka to get used to the wind
in the moving chariot, because ons must endure whare
there is no cure:

sl fomert s g s |

The king’s decision never to swerve from thg path of
truth is put in a telling manner :

R UL, ST AR, |
26 g THoTA: & T TFIER |
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Moha, in the fourth Act, boasts about his great-
ness thus : :

TRGARRTGHIAE FRATANSAFGHT & |

Effective, indeed, ave the words of Nala t¢ Damayanti
on the eve of their departure to the forest:

& 82 9 9 <A 9EEl a9 a0
T g T A 5@ | Fa7 ||

How fickle prosperity is can be seen in the verse:
SAEAR: FRSFT: |
AR B PR 1

The condition of the king about io leave his wife
in the forest is well portrayed in the following verse:

e s AEarEd AEd |
W@ W Aed AoEnd a3 Ul

Here and there in the play we find general maxims
put in an effective manner:

‘A Romi R FdteeieReRe e | 0
‘T W g o & R 3 0

‘ FAEEn W g @ |

‘ AR GIIA TERARTATH,

¢ o AR il

‘ SfTEETIR R SR |

Kgemig'vara has complete command over the language,
and knows how to adapt the style to the nature of the
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theme described. There is vigour in the description of the
wild fire stopping suddenly as by magic:

I SERESERER B EErEeT

H: PR AR G |
TR TR A Al

RisH AEESesa el 7% SR qEm: ||

‘Simple and effective is the doscription of Bhima's
condition, happy to receive Nala back, but anxious about
the fate of I’amayanti:

R e s Rafieer awa 9 =
g4 A T IARE A Y ReReRE |

The dramatist has shown resiraint and good taste
in the use of figures of speech and in descriptions.

From_ the above analysis of the play it would be seen
that the Naisedh@nanda is an important play which deserves
to be included among the classics in Sanskrit literature.



NOTES

(1) Candakausika, a drama in five Acts, Bombay
1860; Candakausikam, OCalcutta. IS67; Candakausika,
edited with a commentary by Jivinanda Vidya Sagarn,
Culcutta 1884; Translated into German by Ludwig Fritze,
Leipzig, 1883. Translations into some of the Indian
languages are also known.

(2) TReport on the search for Sanskrit manuscripts in
the Bombay circle, part IIL (1884-86) pp. 21, 340f. The
Ms. is dated 1611 A. D.

(3) The title of the play is Nuisadk@nanda, and not
Abfi.i-na,vanai.gadh’dnayw_la as is given in the New Catalogus

Catalogorum (p-227h), ‘ —FAFRATEE AW ete. in the

prologue (found in both the manuscripts) may seem to
suggest that Abhiqmva-;I,(L‘ll,,_s((vr;'”lﬁ’lmnd(l. is the title. But the

correct reading must be © BN A9 AW | Compars
with the passage in the prologue of the Candalkavsika

* FRORARE Fee SRR AW W ete., In the pro-

logue of our drama itself the title is mentioned as Naisa-
dananda. * TR (AR 9 WIS, TR e afe v

The colophon also calls it Naisadhananda.

(4) wfFEdR in the Me.
(5) The Ms. rends zege Yoweg + The Ms. is very

corrupt. T have made my own corrections while quoting
passages from it.

(6) MERSE, .. SrdeaT |
() 1 —4

(8) See the Bharatavdl:ya verse quoted above.
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(9) Ses S. Konow, Das indische Drama, p. 87. There
is no reason to doubt (as Dr. S. K. Aiyangar has done in
Sir Asutosh Bilver Jubilee Volume, Orientalia 3, pp. 559 f1.}
the correctness of the view expressed by Pischel and
generally accepted by scholars that Kgemisivara Hourished
in early tenth century in the court of the Gurjara Pratihara
tuler Mahipala I; see ¢Mahipala of the Candakausika, by
K. A. Nilakanta Sastri, J. 0. R. M. Vol. 6. 1932, pp. 191 .

(10) 1—7
(11)  Eo. Iud. 7, p. 30
(12) Rajasekhara wrote his DBalaramayane for his

patron Nirbhaya or Mahendrapala of Kanyskubja, who was
AMahipala’s predecassor.

13) History of Clagsical Sanskrit Literature, p. 642
(14) R S fame 2R as Faif =
N ToRAT 389 genlaoEal e |
TG JERRISAE A = 8 TS
(15) There has been some confusion between
¢ Kgemisvara’ and ‘ Kgmendra’, owing, no doubt, to the
similarity of their names. One Tanjore Ms. of the Canda

Rausika has ascribed it to Kgemendra. Obviously it is &
scribal ervor. Patersen says (Report IIT p. 21) that

the verse, @A f........ of the Naigndhananda i3 ascribed
to Kgemendra in Padyamrtelarangini; but in D,
J. B. Chandhuri’s edition of the work the verse isnot found.

(16) This similarity was pointed out to me by Dr.
V. Raghavan,
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