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FOREWORD

“ Some Old Lost Rama Plays ” was the subject of
a course of three lectures delivered at the Annamalai
University during March 1957 by Dr. V. Raghavan,
Professor of Sanskrit, University of Madras. The
Ramayana, like the other epic, the Mahabharata, has
been for centuries exercising a rare influence and
fascination over the playwrights in Sanskrit by
affording them themes of perennial value and interest
from its store-house of incidents and characters.
These playwrights, taking an identical theme from the
epic, produced dramatic works of unfading interest
and charm by grafting a variety of permissible and
effective innovations upon the original story. No
less than a score of such works are now available in
print. The Mahaviracarita and the Uttararaimacarita
of Bhavabhiti, the Adcaryacidamani of Saktibhadra,
the Anargharaghava of Muriri, the Balaramayana of
Rijadekhara and the Prasannaraghava of Jayadeva are
the well-known ones among such works. Some of the
Rama-dramas are known only by their names quoted
in later works; probably they have been irretrievably
lost. Others have been partially saved by being
preserved in the illustrative citations by authors of
works on poetics and dramaturgy.

The author of these lectures has gone through the
vast mass of such illustrative literature, in print as
well as in manuscript, and collected together all the
available references to Rama-dramas, lying scattered



in them. Steeped in the technique of the Sanskrit
dramatic lore, the author has, further, with true
insight and critical acumen, fixed the references in
appropriate places, and eventually from out of these
stray and isolated pieces, has succeeded in evolving
connected stories full of dramatic interest. Of such
resurrected Rama-plays, eight are presented here
by the author,—appropriately beginning with
“Ramabhyudaya” and significantly ending with
“Raghavananda—, the details of the plot having
been reconstructed with the help of and in accordance
with the clues given by the writers on dramaturgy.
The author further refers briefly to five more Rama-

plays and to stray Acts of some more plays of the
class.

These plays are of absorbing interest and are
bound to stimulate the interest and enthusiasm of
scholars not only in tracing more of the missing
links but also, as the author says, in discovering these
plays, as well as others of this kind. Judged from
the citations presented here, these plays deserve an
honoured place among the dramas in Sanskrit. The
credit of having salvaged the isolated pieces of these
time-wrecked dramas strewn about in the vast mass
of illustrative literature in Sanskrit and for having
reconstructed the original stories by working out the
links goes to the author of this work, and the world
of scholars interested in the subject will remain
grateful to him for this fruitful and fascinating study.

Annamalainaga r’} Dr. C. S. Venkateswaran, M. A., Ph. D.,

1562 Professor & Head of the Department
6—1— of Sanskrit, Annamalai University.



PREFACE

The material in the following pages formed
the subject of three lectures which I delivered
under the auspices of the Annamalai University
in March, 1957. The Introduction has since been
amplified and a section has been added in the
end on some Rama-plays and Acts of Rama-
plays on which only comparatively meagre
information is available. I should express my
thanks to the authorities of the Annamalai
University, the former and the present Vice-
Chancellors and the Head of the Sanskrit
Department for inviting me to give this course
under their scheme of special lectures, and for
also publishing these lectures in the present
form. Sri K. V. Sarma of my Department and
Kumari D. C. Saraswati, Research Student in
my Department, were helpful in the reading of
the proofs and the preparation of the Index.

24—12—1961 V. RAGHAVAN

Punarvasu }
Madras University
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INTRODUCTION

The subject of these lectures had long fascinated
me and I am sure others too, students of Sanskrit as
well- as of the general history of Sanskrit literature,
will feel interested in it. One of the phenomena in
-:the history -of Sanskrit literature that is bound to
-strike any student, whatever the branch of it that he
.is working in, is-that the appearance of a genius or
-of some outstanding production in a field threw into
oblivion most, if not all of the earlier productions in
-that field. This is true of the- department of Sanskrit
..drama too. The modest bow with which Kalidasa,
-in his Malavikagnimitra, made his debut on the
Sanskrit stage meant also the exit of Bhasa, Saumilla
and Kaviputra, the earlier celebrities (prathitayasasah)
.who were holding the Sanskrit stage. The pheno-
menon could be pursued in the still further
specialised field of a particular class of Sanskrit
drama, such as we are to consider here. The two
'Epics, described in their own texts as ‘Adi-kavyam’
‘and ¢ param kavinam adharam’ have always served as
the theme-source for Sanskrit dramatists. Plays based
on the Ramayana and the Mahabharata had been
.composed in a large number but the appearance of
Bhavabhuti and his two Ramayana plays and of
.Bhatta Narayapa and his Mahabharata play had
eclipsed all earlier compositions in these two classes
.of plays. What has been thus lost is not only
considerable in number but also noteworthy in point

" of merit,
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Glimpses of the rich repertoire of the Sanskrit
theatre which had suffered loss by the passage of time
and the vicissitudes of literary history, are afforded
to us by the encyclopaedic writings of some of
the leading Sanskrit critics who have, for purposes
of illustration in their works of dramaturgy or
commentaries thereon, drawn from a vast field of
dramatic literature. The most fruitful sources from
which one could reconstruct the lost pages of the
history of Sanskrit Drama are the Abhinavabharati,
the commentary of Abhinavagupta on the Natya
Sastra, the Avaloka of Dhanika on the Dasaripaka of
Dhanafijaya, the Srigara Prakaéa of King Bhoja, the
Vakroktijivita of Kuntaka, the Natyadarpapa of
Ramacandra and Gunacandra, the Natakalaksapa-
ratnakosa of Sagaranandin, the Bhavaprakasa of
Saradatanaya and the Sahityadarpana of Viévanatha.
With the help of these works which quote significant
and sometimes long extracts from the lost plays, it is
possible for us now to know more fully the nature,
extent and achievement of specific classes of Sanskrit
drama. Already I have shown this in respect of the
class of Sanskrit drama called Prakarana, the social
play,! and now I propose to show this in respect of
the first, the Nataka or the heroic play. In this class
again, on the present occasion, I shall confine myself
to plays based on the Ramayana-theme.

The Nataka type of play requires for its theme
a story that is celebrated or well-known, primarily in
the Itihasas and Puranas and the annals of the

1. See my Social Play in Sanskrit, Indian Institute of World Culture,
Bangalore, 1952. ‘
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Rijarsis; the Itivrtta of this type of drama should be
prakhyata. Among themes of such celebrated nature,
the story of Rama had exercised the utmost fascina-
tion on the playwrights. If they repeatedly went to
the Ramayana for their themes, the only answer is
what the authors of two wgll-known Rama-plays
Murari and Jayadeva gave. The former says in the
prologue to his ‘Priceless Raghava’:—
qq g WNAEIT FATEY qgH: AoTAy  SgEEl
ARSAR AEIIT | 9T ~
Ay goor QRIS SAgiT e IR
TRAAZATR GITAT FIRT B2 |
QARAE THTTRATEA YL
FFEIHRN: FAAIFRSATA FIT: ||

— Anargharaghava, Prologue, SI. 9.
The ‘Gracious Raghava’ of the latter poet says:—
F gAH FIA: QISH YATZAT quigha | AW
wefiat q: | g -
|gEal o YREFAF FIaat
FA F T T g TOEIRMIN: |
XA FAVAEIGERRA AT-
FAEFLH Gaag@EATEITA: ||

oy =7 |
id a@ frufhd gard aqr [atarsge
WUF TRRIANISI AT HTeY A9 g |



«
Fifif: geremr aiom: @isT HEELE:
& qev: fad a1 ggerRasgased ||

— Prasannarighava, Prologue, Sls. 12, 13.
The repeated use of the same well-known theme does
not necessarily make the plays hackneyed. In the
very conception of th Nataka, the condition that it
shall have a well-known theme is further qualified by
the statement ¢ Kificit utpadya-vastu ca’,—* together
with an element of originality and innovation,” a
condition on which Matrgupta laid some stress in his
Natya treatise. The poets took the cue from the
dictum ‘kificit utpadya-vastu ca’ and each one of
them tried to show his ingenuity in one direction or
other, and by the time of Anandavardhana, as we
shall see presently, this tendency to innovate and try
to improve upon Valmiki had gone to such an extent
that the reputed critic had to sound a note of
warning. For such innovations add to the inferest
of the plot only when they are within bounds. As
Yasovarman the dramatist, whose lost Rama-play we
shall deal with first, observed, ‘Ati-krama’ or ‘too-
much interference’ with the established course of the
story was not desirable. ' o

The following studies in the Rama-plays is also
a study of the extent and nature of the variations
which the imagination of the playwrights worked on
the story of the Ramiyagpa. Broadly speakihg the
efforts at originality of these poets manifest. them-
selves in two directions: One is to save, so to say,
the character of those dramatis personae whose
behaviour on some occasions, in the original story,
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has been the .subject of controversy and criticism :
Dasaratha and Kaikeyi on the occasion of the
proposed coronation and eventual exile of Rama; the
episode of Rama going after the palpably illusory
golden deer; Sita’s unbecoming words to Laksmana
and Ravana carrying her off; Rama killing Vilin and
in the end repudiating Sita who undergoes the fire-
ordeal. The other is the full exploitation of the idea
of magic, deceit and false impersonation that the
Raksasas are capable of and of which the original
story itself has some examples of vital importance;
allied to this is the fuller working out of the idea of
enmity between the Raksasas and those of Rama’s
side, utilizing the machinery of the Arthasastra and
bringing on of Ravana to the very opening sequences
of the theme like the Svayamvara of Sita and the
letting loose of his demon and demoness emissaries,
in different kinds of impersonations, on those of
Ayodhya and Mithila. This machinery is employed
on the battlefield, as also, in one of the plays to be
dealt with, in the story of the Uttara-kagda. The
actual details of each of these- variations and the
interest they impart to the plot by creating moments
of tenseness, suspense and surprise can be appreciated
as we go along with each of these lost Rama-plays.
Suffice it to point out here that these variations do
reveal the resourcefulness of these poets who
produced so many plays on the same theme. Says
Kuntaka in his Vakroktijivita :

eHwa HAfY FgRanmdast sut Ak aginl
BRI FEEART 9T AT AN g Tal-
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AT GZTAZTZAIEES FAN TEHAOAG | J97 JAT-
FYII-TFA - T LT R~ ATSTA AN —F AT T—HTA 15T F-
TIAT: | G (% EETHAUENT FAFE HOSETa -
Y1 ARTE FOTFT IREATHO T FRARAAATAGIIET ..
WA AR AR R gaiEAAHa-
SSATEFEATAL QERIEAT TEIATEH |

These variations are of further interest to a
student of the versions of the Ramayana, for some of
these variations initiated in the plays-which were of
popular appeal-appear in the other, later or popular
versions of the epic in Sanskrit or in the regional
languages of the country,~Rama and Sita having a
glimpse of each other before the breaking of the bow
and the development thereby of some amount of
Purvanuraga-vipralambha as technically required,
Angada as Rama’s messenger on the eve of the war
dragging Mandodari by the hair and teasing her, and
so on. The variations, however, do not form the only
noteworthy feature of these plays. They are, as
can be seen from the available glimpses, noteworthy
productions as dramas; written in a simple style
which however does not lack literary quality, and
giving scope for action and due prominence to the
emotions, these plays are indeed such that Sanskrit
dramatic literature is really poorer by their loss.

As already stated, many of the lost Rama-plays
are cited rather copiously. I have therefore, as on the
previous occasions,! collected together all the extracts

1. Sec the Social Play in Sanskrit already referred to; also the Devl:
odndragiptd, J. of the Benaras Hindu University, IL (1937-8), pp. 23+54, 307.
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and references and reconstructed, as fully as possible,
the plays, the way they have been conceived and the
progress and details of the plot Act by Act. The
order of the plays considered in these lectures has
been arranged from this point of view, those of which
more extensive views are possible being placed
earlier. The pride of place naturally goes to the
Riamabhyudaya of King Yasovarman of Kanauj, the
patron of Bhavabhuti and next in importance come
the Krtyaravana and Chalitarima. After dealing with
some more plays, extracts from some of which are
many and from others few, I have noticed also a few
on which the available information is very meagre
and some titles of stray Acts which are cited from
unidentifiable Rama-plays.

The sources from which I have resurrected these
plays and their themes and other details have been
already mentioned and they have also been set forth
in the Bibliography and Abbreviations. I have, as
it is obvious, concerned myself only with the produc-
tions of the classical period and the lost masterpieces
referred to in the standard Alarmkara and Natya
works, extending from Abhinavagupta and Bhoja
to Sagaranandin and Visvanitha, One of the
important early Rama-plays which a close student of
Sanskrit dramaturgy will miss in my account is the
Udattaraghava of Anangaharsa Mayuraja; I have left
this out in these reconstructions, as I have since been
lucky enough to discover a manuscript of it. And
I hope these lectures on the lost dramatic master-
pieces on the Ramayana-theme will indirectly create
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sufficient ‘interest in them and lead to the eventual
discovery of their manuscripts:



YASOVARMAN’S RAMABHYUDAYA

Perhaps the best of our lost Rama-plays is the
Ramabhyudaya of King Yasovarman, the patron of
Bhavabhuti and Vakpati, in the former part of the
8th century A. D. Dr. Keith says after examining
some verses from this drama that “we may regret
the loss of a work which contained verses as pretty
as these, even on the outworn topic of Rama and
Sita”1, The name Ya$ovarman is seen in the
anthologies, the Suktimuktavali, the Subhasitavali
and the Sarngadharapaddhati. Peterson’s Introduc-
tion to Vallabhadeva’s Subhasitavali contains a note
on Yasovarman in which some verses attributed
to him are collected and his lost drama, the Rama-
bhyudaya, is mentioned. There is a brief note on,
the Ramabhyudaya of Yasovarman by Sri R. Rama-
murty in the J. O. R., Madras, III. pp. 268-272. The
Ramabhyudaya must have been a very widely known
play as the numerous references to it and quotations
from it in works of poetics and dramaturgy show.
These references and citations are ample and
informing enough, enabling us to know the author
of the play, the number of its Acts and the story
of the play, Act by Act. A complete account and
reconstruction of the play are now given.

(1) That its author is Yagovarman is shown by
references in the 3rd Uddyota of Anandavardhana’s

1. Sanskrit Drama p. 222.
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Dhvanyaloka (Dhva. A.) and Abhinavagupta’s
Locana. In connection with Prabandha-dhvani,
Anandavardhana remarks that the course of the
original story may be changed for the sake of Rasa
but in the case of stories such as that of the
Ramayana which is brimful with Rasa even as it is,
one must not meddle too much with the trend of the
story, introduce innovations as one pleases and spoil
the Rasa. (3.11 Kariki and Vrtti; p. 144 and 148).1
He says:—

T UEETeIT ¥ T YAEmET: |
FARAT 9 JAAT GoB1 @A 1)

A FAMAY A, @woT T ARA[ | AT~ FAEAR
q JrEE )’
Commenting on this, Abhinavagupta says :—
~_~ = N ¢
AGHU(T | YATSTT T |
I have given above the purified text of the Locana

and not the -text as printed in the  Nirnayasagar
edition. The Nirnayasagar edition reads :—

AGEHAR | YANTTT AR Rea@iw a9 gzai-’

This makes one think that besides the bit quoted
by Anandavardhana, Abhinavagupta quotes a
further bit, viz., faafaf@ ar w3, The quotation
marks and fullstop-mark in the middle have misled
some scholars; for instance it has been taken that
the bit quoted by Anandavardhana ¢ st 7 Sriy-
#wA: ?> represents a foot of an Anusjubh, requiring

1. Nirnayasagar Press edition of 1928,
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the emendation of sifdERA: into IIFHA: ,—¢ FAWHET 7
|qiFA:° and consequently the quotation-like passage
in Locana ‘fer@a@ Tar zm2ai > has been emended
into ¢ ferfamfy Tar mzat’ and taken as the other
foot of the Anustubh line, though a lame one.

The Srngara Prakasa (Sr. Pra.) of Bhoja has
helped me here to correct the text of the Locana in the
N. S. Press edn. and also the ad /ioc reconstructions
proposed for these quotations in the Dhva. A. and
Locana. In indentification of the person and the
work referred to by Anandavardhana in his words
az%q, Abhinavagupta says TRI¥TTr Tmiaden. The
text should have a fullstop here. The fullstop and
the quotation marks for feratafd Tar Ay should
disappear and this part of the text should be
corrected. The bit Rerafi@ is a mistake for ferratafa
and it should be printed in bold type, for it is
Pratikagrantha. The “Sthiti” here is the word
in Anandavardhana’s Vrtti gRIIIMIET  FAET
Tagaot [ etc. This word “Sthiti” is inter-
preted by Abhinavagupta as ‘ the course of the story ’;
the text printed with two separate words ¢gur =gt °
must be corrected into one of a single word with
“Katha > in the place of “yatha”. (&af&araig| Far-
zzarg | The Locana should thus read :(—

AZHAR | YAISET TAEA0 EARR s |

Therefore no Anustubh is playing hide and seek in
the Locana. Nor is there any necessity to prune
the ¢Atikrama’ in the bit quoted by Anandavar-
dhana into ‘ Akrama’ to give us an Anustubh foot.
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o goqrAnt 7 |AAmA:*? is the correct text. It forms
part of the latter portion of a line of a verse in the
Sardulavikridita metre.

(2) Before going to the full Sardalavikridita
verse of which the quotation in Anandavardhana is a
bit, we must pause to consider the significance of this
reference in Anandavardhana which quotes a dictum
laid down by Yagovarman in his Ramabhyudaya.
The dictum of Yasgovarman is quoted by Ananda-
vardhana to support what has been said by himself
that in stories such as that of the Ramayaga, the poet
must not seriously tamper with the course of the
original story. Ya$ovarman’s dictum is “ No trans-

gressing of the natural course of the story”, umwt
7 sf@swA: 1 This dictum occurs in the midst of the

enumeration of a number of good features of a
drama, which Yagovarman gives in a verse and which
he takes credit for as present in his own play. From
this it is clear that Yasovarman wrote his play as a
protest to other Rima-plays whose authors presumed
to improve upon Valmiki and played at ducks and
drakes with his story. Yasovarman’s court-poet,
Bhavabhiati himself took liberties with Valmiki to
some extent in his Mahaviracarita. We can suppose
that the authors of the Krtyaravana and the
Chalitarama, to be dealt with in this course of
lectures, preceded Yasovarman and Bhavabhiti.
They let out their powers of innovation on such
t.:pisodes of the Ramayana as they thought called for
improvement, e.g., the situation in which Sita abuses
Laksmapa, sent him after Rama who had gone
chasing the golden deer and was herself carried away
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by Ravapa, the episode of Vali-vadha and so on.
Authors made such innovations out of too much
piety and the complacent thought that they were
saving the character of Rama and Sitd. Anangaharsa
Maiyurija’s Udattaraighava made Laksmana go after
the golden deer. In a later period, Rijadekhara
wrote the Bala Ramiyana and tried to save the
character of Kaikeyi and Dadaratha in an Act of the
play entitled Nirdosa-Dasaratha. This tendency to
improve upon Valmiki persisted till a very late
period when poets like Rimabhadradiksita wrote
plays like the Janakiparipaya. Yas$ovarman dis-
liked all such innovations and found ample emotional
interest in the way in which Valmiki dealt with
the story in his epic. He dramatised the story
from the Paficavati to the Pattabhiseka without
spoiling the original Rasa, without letting loose
on Vialmiki his own ‘‘sveccha”. Corroborative
evidence on this point comes from the Ms. of Bahu-
ripamiséra’s Dasarapakavyakhya (Mad. Ms. R. 4188)
which says that Yasovarman did not resort to the
new way in which Murari killed Valin. Bahurapa-

misra says :—
4T ATTUTT ANRTTSTAFA: ALY TRAw: | P. 32

In Act 5 of the Anargharighava of Murari, Rama
himself meets Valin, their talk leads them on to
the fight, they themselves then fight together and
Rama kills Valin; Hanuman and Sugriva, Guha and
Laksmapa who are onlookers on the stage inform
us of the fight taking place in the nepathya. What
did Yasovarman do with the episode of Valivadha ?
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Bahuripa says that he did not do it in a manner
different from that of Valmiki (st#@sr); but does
Bahuripa mean to say by his words ‘Imrxg»{?r
qR&h: >, that Yasovarman left it altogether? The
dramatist could not have completely eliminated
it from his plot and it is certain he did not also
change it in any manner. There is a reference
followed by a quotation in the Natakalaksanaratna-
kosa (NLRK) of a speech of Vilin engaged or to
be engaged in duel; Valin speaks of his own prowess.
NLRK 3126-9 :—

ATeHA: TETARIET TART | 741 YHIGEY T —

AT BT SEAFUSTIES: |
TIA @ 3 e war A 7 IR

On p. 222 of his Sanskrit Drama Dr, Keith says :—
“It might be interesting to know whether Yafo-
varman was successful in introducing any new
element into the established plot”. None who
had seen the reference in the Dhvanyaloka to Yaso-
varman’s Riamabhyudaya,—and Keith seems to
have, as apparent from p. 220 of his book,— would
have any doubts on this question. For Ananda-
vardhana quotes Yasovarman himself to say that
he made no .transgression (Atikrama) of the
“established * story ( Katha-ma rga).

(3) Now, the full verse of which “ R AATT T
|namwa: ¥ quoted by Anandavardhana forms a part.
The verse itself is anonymously quoted by Bhoja
and it can be identified as a verse from Yaso-
varman’s Ramabhyudaya with the help of what
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Anandavardhana and Abhinavagupta have said.
The verse has at the end of the first half the bit
“FUOTART T AATQFA: >’ which Abhinavagupta attri-
butes to the Ramabhyudaya of Yasovarman.

The context in which the Sr. Pra. quotes this
verse is the consideration of a set of good features of
a Prabandha taken as a whole. Bhoja treats of Rasa
under two heads, the Rasa in a Vakya, Vikya-
rasaviyoga, and the Rasa in the work as a whole,
Prabandha-rasaviyoga. The Aviyoga or non-divorce
of Rasa in both cases is achieved by avoiding flaws
(Dosa-hana) and securing Gunas and Alamkaras
(Gunalamkara-yoga). Bhoja has two sets of Dosas,
Gunas and Alamkaras, those of the Vakya and those
of the Prabandha. When Gupas and Alamkaras are
secured after the elimination of flaws, the work

becomes “ excellent in build”. It is to reinforce this
point with a quotation that Bhoja gives the verse
from the Ramabhyudaya of Yasovarman :—

¢ _giFrgTE ASFLEEL I | gy —

A T99T TFAGIT , @EF qRAIHAr
gfeamEaT e I, FAMR T AR[EA: |
I TGIHEIFEFRAGE TG T
fAgfx: TRwEIamER ARG T (|
—p. 411, Vol. IL. §. Pra.

This verse is of further significance to us since
it is the only fragment available to us from the
Prastavana of the Ramabhyudaya. For this verse
can appear nowhere else than in the prologue. It is



8 LOST RAMA-PLAYS

also interesting to compare this verse with a similar
-one in the prologue to his court poet Bhavabhiti’s
Malatimadhava, =TEETeTaq etc., especially in the
second half:—

TleEgz Al ¥ a9at aqdar AW
ANTRT JAET TWE qOSHITITAL: |

The expression fazi: TRWETARATED: in Yaso-
varman can be compared with the expression in the
Bharata-vakya in Bhavabhuti’s Uttararamacarita —

awar RIETe ... .- ;|

Above all, this verse of Yasovarman in the
prologue to his Ramabhyudaya interests us in two
other aspects. It contains the earliest expression
of the idea and word Aucitya and it is not necessary
to repeat here what | have said of this in the chapter
on Aucitya in my book Concepts of Alamkara
Sastra. The other aspect is the mention of the
Guna called Praudhi of Sabda and Artha; a Guna
occurring in the verse of Bhavabhiti also, &g StEed
etc., and which in Alamkara literature appears only
in Vamana. [ have explained this in the chapter
on the History of Gunpas in my book Bhoja’s Srigara
Prakasa.

To pass on now to the references to and extracts
from the Ramabhyudaya in works of poetics
and dramaturgy :—Quotations from his play are
found in the Dhva. A, and Locana, the Abhinava-
bharati (Abhi. Bha.), the Dasarapakavaloka (DRA),
the Srngara Prakasa (Sy. Pra.), the Bhavaprakasa
(Bha. Pra.) the Natyadarpaga (ND) of Ramacandra
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and Gunacandra, the Sahityadarpana (SD), the
Natakalaksaparatnakosa (NLRK) of Sagaranandin,
and the Anthologies. If we collate all these references
and extracts an adequate view of the Ramabhyudaya

can be had.

(4) The Ramabhyudaya is a Nataka. Its theme
itself shows that it belongs to the first type of drama,
the Nataka.

(5) Itis a Nataka in six Acts. Not only do we
have no extracts mentioned as taken from the 7th Act,
8th Act and so on (which is but negative evidence of
doubtful value) but we have also the definite affirma-
tion by Saradatanaya that the Ramabhyudaya is a
Nataka in six Acts.

qeF THT IH ARGEAERY | _p. 237 Bha. Pra.

(6) We have only one verse from the Prastavana
of the play and it has been given above. Saradatanaya
refers to the announcement of the play in the
Prastavana by the Sutradhira “Tmsg3d AW AEH”
etc.” on p. 200. Of a similar nature is a reference to
the Ramabhyudaya in the Sahityadarpana (p. 330,
N. S. Press edn. 1922).

(7) The extent of the story of the play is from
the Arapyakipda to the end of the Yuddhakanda of
the Ramayana. The play opens in Paficavati where
Rama, Laksmanpa and Sita are leading the exile-life
and ends with Rama’s coronation.

The exact end of the play is definitely known.
Siradatanaya says that the Nirvahaga, the last Sandhi,
of the Ramabhyudaya is the coronation of Rama at

2,
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Ayodhya which is attended by Sugriva, Vibhisana,
and the other monkeys and Raksasas.

o Siecut el
aqr & YANGEY geiiaa fnfiao |
FIAT AT YHINEHITT 98¢ 1 _pps pra, p. 212

That the Ramabhyudaya did not embrace the
story of the Uttarakanda, the banishment of Sita and
the Agvamedha is certain and is known from the
following observation of Abhinavagupta in his
Abhinavabharati:

TAFIET FERAEIARRA | 7 & @ vaiaam:
awIfTaE sRATEIETE" |
—Mad. Ms. Vol. IL. p. 491 ; GOS.edn. III. p. 5§

The Natyadarpana (ND) says that the story in
Act V. of the play is the great battle. The exact
quotation gives Rama lamenting on seeing Ravanpa
cutting off the head of Maya Sita. The battle is yet
to be fought and there is but an Act remaining. It is
impossible to finish in one Act the war, the corona-
tion, life at the Capital, the banishment of Sita,
her forest life, Valmiki composing his immortal epic
and training the two sons of Sita to recite it, the
Asvamedha and the reunion. This also shows that
the Ramabhyudaya did not include the story of the
Uttarakapda of the Ramayanpa.

1. The correct meaning of the above passage has not been made out
and it has been said that Abhinavagupta here proves the fact that Yadovarman
dramatised the Uttarakapga story also (JOR 1II. p. 271). The Nirvahaga is
the end of a play and if thz Nirvahapa of thz Ramabhyudaya is the corona-
tion of Rima to which Sugriva and Vibhigaga go with their followers,
how can the play extend to the further story of the Uttarakapda ?
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In this connection, there is only one reference,
which however seems to have set many on the wrong
tract, It is a reference in the Dasdaripakavaloka
(DRA) and the ND. Illustrating Chalana or
Avamanana, the Avaloka says:—

TqT T QARYZY FEMET TRATT TR STT| _p 59

The ND. gives this reference to illustrate this same
point on p. 95. Dr. Keith notes this reference and
deduces from it (p. 223. Skr. Drama) “Sita’s
abandonment by Rama as an act of duty.” If Keith
is thinking of Sita’s banishment into the forest as
told in the Uttarakanda, he is wrong. The Sita-
parityaga and the Avamianana and Chalana of Sita
here refer to the repudiation of Sita by Rama on the
battlefield of Lanka, after the victory, on exactly the
same grounds, advanced not by any of the lower folk
in Ayodhya but by Rama himself. Rama refuses to
take Sita back and Sita asks Laksmana to prepare
fire so that she may enter it. The fire-ordeal proves
her virtue and she is then taken back. Gods appear
and attest to her virtue. Then all happily leave
for Ayodhya for the coronation. The ND. gives
an extract bearing on this fire-ordeal in the
Ramaibhyudaya on p. 109. Thus itis settled that the
Ramabhyudaya extends from the Sirpanakha episode
at Paficavati to Rama’s coronation at Ayodhya after

the war.

Regarding the exact beginning of the drama,
we cannot be as sure as about its end. The following
are the references at our disposal to say anything of
the exact beginning of the play and the story of Act I.
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(a) Bahuripamidra says in his Dadaripakavyi-
khya (P, 33 Mad. Ms.)

T QAT TNTHN TITARIAHEAAGTGHR: TA-
A (R T aaT IT(R: A fehwEiE gl |

(b) Abhinavagupta says while commenting on
the ‘Kapota-hasta’® in Hastibhinaya chapter of the
Natya Sastra:—

cagifr () UARGEY AOWSE Aen FEIWAR
HTHT 91 T 307 w37 A (1) 1

— Abhi. Bha. Mad. Ms. Vol. I P. 299 GOS. edn. IL. P. 56

(c) The Upaksepa is the first Anga of the first

Sandhi in the first Act of a play. Abhinavagupta
gives ‘““fear ” as the Upaksepa in Ramabhyudaya:

7T YAYZY WARHT AT |
— Abhi. Bha. Vol. II. P. 531 GOS. edn. IIT p. 64

The ND. also gives this same reference on p. 116.

Is the ¢ fear > meant here the fear of the sages of
the forest from the Raksasas, Sirpanakha, Khara, and
Ravana? Or is it Ravana’s fear on hearing of Rama
insulting Strpanakha and annihilating Khara and his
army? What does the second reference given by
Abhinavagupta mean? A Brahmacarin is mentioned as
doing the gesture (Abhinaya) for Kuca, i.e. ‘breasts’,
in Act I. Evidently the scene is the Aérama in
Paficavati and the breasts refer to Stirpanakha’s whose
disfigured form the young boys are laughing at. By
Act I, Abhinavagupta may mean a Vigskambhaka to
Act I proper. Bahurupa would give evidence for a
Viskambhaka at the beginning, giving us the
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Surpagakha episode, which he definitely says is not
actually presented on the stage but is reported as
having taken place. The characters in this Vigkam-
bhaka must be Brahmacarins and some sages of the

hermitages of Paficavati.

On p. 325 of Hemacandra’'s own commentary on
his Kavyianuéasana, there is an extract from the
Ramabhyudaya, given to illustrate Akasabhasita :

T QARgY—ama:  (EE)  wEes()aE(E)-
FHA YANIRAER | & N ! FEmr o qREsaaAr-
gIRoAn:  gewRuar qREy @99l ST T TE AEg-
SFaEt gENASRIE |
This may be at the beginning of Act I or II.

The story of the IInd Act may be sought here
to decide what has been depicted in the Ist. The
Sr. Pra. and the ND. quote from the second Act an
extract showing Ravana sitting in council and asking
Mairica to aid him to carry off Sita. Therefore, we
must have some matter for Act I and cannot hold the
whole of the Sarpanakha episode as done off the
Stage. Perhaps, only the cutting of her nose by
Laksmana takes place off the Stage. The other
incident referred to by ‘adi’ in Bahuripamisra’s
remark RYrETATEHREFAT-AMFIEGE i the annihila-
tion of Khara and his hordes by Rama. These two
form the excitants of Ravana’s enmity towards Rama.

(8) ActIl. Ravapa is in court, Sarpanakha
arrives with her nose cut or Ravana orders the court
to meet, having already learnt about the insult to his
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sister and the destruction of his kinsmen. Ravana
resolves to carry off Sita and asks Marica’s help.
Marica refuses at first, pointing out that Rama was a
great man. The dialogue between Ravana and Marica
is given as illustration of Asatpralapa (on the side of
Ravapa) in the Sr. Pra. and the ND. Says Bhoja :—

gE TR FAA T T G )

T T TEISTT TIA AETAISHISEISAT ]

~ AN N
Fa7 AVEEY G sg—
- hn .
I — 979 e ole - -P. 471 §;. Pra. Vol. 1. Mad. Ms.

Since there are gaps in the passage as quoted in
the Sr. Pra., [ give it as quoted in the ND. p. 144, to
illustrate Asatpralapa :

a1 erfA=E af 7 gAY BddsE —
TAM: — AT FAAT VAR FAT FSAAEGIIRE AT
qMg: , IFIERL 0T JEAREIAAM | 9 T HSA9-
BRI T YL qRWTRIAARG | a9 A=A
AEMH RT3 |
AT — @ifr! SEdr gReE aRVT EmeEdEd | A
@ AT T THATIGACNT ¢ | AT TRA=a
A ad |
M — (@hraq) o fF am geawal 7] e !
FEAT GEATRAr TRATTEH S FGR=T
ATATEIET & U 3RT ST A |
TFFAA, T AATE AT TR HLT:
FRIERFIS A gSerEel arEaT T ||
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I ATGYTIT TINAT REAiy qauna AEEd |

A further part of the dialogue in the same
situation is also quoted by the ND. as illustration of
the appeasing of the angry (p. 72):

FEE AEOI | T QAVIRY sy —
AT — AAAFIRATAT, ATGC | TRIGE DT |
TR AfET 5 EmiErdr fRsgasags
FIUoT EETOEIRAREES I9 a¥ a9 |
TAAVIINAN: FSAT ~ARCATIE:
. [ ~
FUS: TIRGATH WIAq: WIZEEISART: ||
Ao — AN ggargmarie! gz! veamgy ! /& agar-

FAT TG ATHS RIS
'. o Y ha ha
Rg@away ad gyANg FAES: |
USRS (ST YS!
|g: IREAET gALd AIrgAEa: 1)
(zfr @ERIEIR )
g (WEANEGE ) qeigg JHIEg AR | AgAged
e | g !
. N NN =
FEHEITACTATHARAL T |
TNELEI@E AT FA: ||

(g ®AILIE) T, S€IF | SorARRKAIsE, A
el |
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i | S ) [aSiinY .

I AT AN FERT AT e S
IR | AR NEIRIIE (F0s: SgaTE WA
WEZEAISTI: T TAATSE |

Saradatanaya also refers to this Asatpralapa of
Ravanpa in the Ramabhyudaya:—

a0 i QARIZT SaTEeE: |
ARG gErE g qAm: Far |
ATGIEHE TGS & TIT 11 gy pra, pp. 2323

There is a single extract from the 11Ird Act which
is a verse sent as a message of hope by Sugriva to
Sita through the monkeys that go in search of her.
It is not easy to decide how Yadovarman dealt with
the actual carrying away of Sita. It could not have
been part of the second Act itself. If we are to make
it the action of the main Act (IInd), we will have to
relegate the discussion and decision of Ravapa to
abduct Sita to a Viskambhaka but the dialogue,
even the part available to us, is too long for a
Viskambhaka. Did Yasovarman leave off the abduc-
tion of Sita to be reported in a prelude to Act III?
That appears to be the case.

(9) ActIIl. Rama is separated from Sita. He
has killed Valin and established Sugriva on the throne
of Kiskindha. Sugriva sends out the monkeys to
search for Sita. As an ally and friend of Rama, he
sends a message of hope to Sita. Both Abhinavagupta
and Bhoja quote this message of Sugriva :

TYT QARGEY TSy et sfy gt d@ite: -
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TEATT et TRST TSUREAT |
AT 3Py @ smERaR THE: 1)
— Abhi. Bhi. Vol. II. p. 504 : GOS. edn. III. p. 20
Bhoja illustrates with this situation the second
Patakasthana: ‘
TIETAIALTE BT TAATHA |
TRIHHAE G TREa ||
T QABIRY qAASY gitw: afatr—
TEAT FhIA TILSTY TSTREATT |
AT 1Y T SERsaty e |l
AT Je: TRE AN, TER I a=[A: -
REFAET T AT, ARRIGIAET, ey g
GHFA PAE WIRHT S, 7 g T2 O Rat JEd |
— Sr. Pra. Vol. I1. p. 488
The ND. also quotes this on p. 45 as illustration of
the same second Patakasthana with the comments
I TSR TR GREARRY €@t SR T
A, TFIETG] |
but gives it wrongly as found in Act II.

(10) Act IV. There is only one extract from this
Act available to us. The ND. says on pp. 91-92:

BIENEARIRING 9 dledi R ggaffr
qeH, | 74T QAR IgASe—
FE — a@, Prfigagfeaared anw ¢ aggasre o
FEAFN: NREEAT | BT T W gEamEn-
A ENIRTERE | o T
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IR LU R L E e Te A et kst
SIS TR FA ARG TIGZ: |
@ FA T AW WRIAAIIIRAGFIZART
EfaEeTs: FAAEATT O fregar Haag: |
T HIETEEIEEAH |
Ravana has learnt that Rama had crossed the sea
and camped outside the City for war. Ravana is
waking up Kumbhakarna for his assistance and
Indrajit, Ravana’s son, boasts of his own prowess

and asks his father why Kumbhakarna should be
disturbed when he himself was available.

(11) Act V. The war is in progress. Ravana
produces by his black magic a severed head of Sita
before Rama. Rama swoons and weeps. There are
two references bearing on this situation. The Abhi.
Bha. refers to the peculiar make-up, a stage-property,
Citra-nepathya, contrived for the Maya-Sita’s head:

T4 wrRRr Foew (7) YRR |t s )|
Abhi. Bha. Yol. III. P. 13. GOS. edn. Vol 1I1. p. 104,
The ND. also says on P. 158 Amirizaid TRz |

The ND. gives the following verse which Rama
speaks in this situation: (pp. 56-7)
T STE, RAr qu9r QAREEY TENSY TH: —
TARATET: T @i & I L
A T quqr 4y ST 9N qun: R |
e AN .N ~e
AT AN forar UgRE SEATIL: @nveqom
T frashfda g g9 w R e |
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AT [EUA  AHTATERATAG AT S
dtarTRcEar @ |
The Dhva. A. quotes the last line of the above verse
on p. 124 and the Locana, the other three lines.

In the NLRK. 1ll. 783-790, Sagaranandin, while
illustrating the same Vimar$a-sandhi, refers to a
totally different use to which Ravapna puts a Maya
Sita and cites the same as from the Ramabhyudaya;
but as he himself states below in lines 1300-2, the
play from which this is cited is a different one called
Raghavabhyudaya.

(12) Act VI. The war comes to an end and
Ravana has been killed. Sita is publicly repudiated
by Rama, as the reference in the DRA. (found in
the ND, also-Sitaparityaga, Avamanana and Calana)
shows. Sita then undergoes the fire-ordeal. Here
the text is quoted by the ND. on p. 109.

R ERATT TERA™  NACREAd, | a9
ARRIZY AW s@reamar S0 STed 9Re | ag=g [
FEFT: —

gaaTe AaEgI R RE

Rrag Wk A qagURT aar J§ S 7 |

AR AT AREHTSaT QISTAFA

AR F6ea, ASara-aw T ||
qa: SRR @ENT dEEEE g | 9y g gdsd-
AT — ¢ TIATTE A WA gaEME gy Sumi |
wA ARATABEHITITGSNTA AFIAH: |
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It has already been seen that Saradatanaya gives the

Nirvahapa of the drama as the starting of Sugriva
and Vibhisana with their followers for the coronation

of Rama.

(13) We have other stray verses also quoted
from the Ramabhyudaya.

]"\W TS S o S Y. - [EFT m
JTaT: BRI TARGEITRAHE: FI3T |
FRi wvg =% FIEFAT TAISRA | |
%€ g B ARSI geT & g dRr W
quoted by Anandavardhana on p. 61 of his work
depicting Rama’s Viraha in the rainy season is to
be located in Act II of the Ramabhyudaya. It is
prior to Sugriva sending his monkeys in search of
Sita; Rama is spending hard days on mount
Malyavan. First, there is the rainy season and then
autumn. It is in autumn that the monkeys start on
the search. From this same situation, we have two

more 'verses depicting Rama’s Vargakila Viraha.
One is a well-known verse:

ATAGATRT AfoS W Argeeia
Hiana: B a9 TESSEEER T |
IS FgamgERTE: ¥ qEgE T
TR EERREATTAN ¥ {5 T 2wy 1|
Vallabhadeva ascribes this to Yasovarman and “so

also Jalhaga in his Suktimuktavali. (Mad. Ms. P, 230
GOS. edn. p. 163.)
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The other verse is:
ATFERERT: AT TRighiT:
ARTDTTH WHRAA: JeATRTSTEAA: |
oW FRNTEE a9 T, FREERaEar
TRF AMAR AW TSI & FTEETa: ||
quoted on pp. 92-3 of the Dhva. A., and it is attri-
buted to Yasovarman by Jalhapa (Mad. Ms. p. 218.

GOS. edn. p. 153). It is also part of the wailings
of Rama in the rainy season.

Dhva. A. IIIL. p. 132:—

T FEEEARW I PRI —- ¢ Faagid:
TAPAS: |

Locana: gawgfimismeiiin: ad=raias-
AT AT S JAIN AL |
RIS TE, {2 Wi o
FRTEEAT a9 BT | aF 6@ )
‘The above is quoted by Anandavardhana in Dhva. A.
Ud. IIL p. 132; while he quotes only the bit Zawsia:
mentioning the Ramabhyudaya by name, the whole
verse is quoted at this place in the Locana; it is also
quoted on pp. 604-5 of the S. K. A. of Bhoja; this
verse too has to be located in Rama’s vilapa in the
rainy season in this drama.

Dhva. A. II. pp. 90-1:
CFeE AaTgREaty e S qor-
TR ADGET: FTHEAT AW |
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FANEISRART Y qg-ANTCAEAT:
g ARl | $AONE °rET A 59 |1

This is a very well known verse quoted by
Anandavardhana and numerous other writers. Hema-
candra explains its context on p. 20 of his Kavyinu-
§asana :

HaramREEsgeEEeE JRRARIIRE: |
and Vallabhadeva and Ksemendra (in his Suvrtta-
tilaka) ascribe it to Ya$ovarman. This verse is also
from the Rama-vilapa in the Ramabhyudaya, but
relates to the spring season; i. e., this should be placed
before Rama meeting Sugriva; it is when Rama is on
the Pampa-banks that the spring is on. Yasovarman’s
verse e etc., in which Rama addresses an Agoka
is inspired by the following verse in the same mood
of Rama in Valmiki :

b Y AN
I [HAGE FHIEaRTETH |
ST F% fd frarEdem ang
Arapya Kapda 60, 17,

Jalhana gives some more verses of Yasovarman which
are evidently from the Ramabhyudaya. Jalhapa gives
over the name of Yasovarman:

TGt qeEIHY el ST AHCRAT
CHTRIE@HIH: g A GIHIATT: |

mua—cgavr?nm FEdT ATHTARESEL
ATgEEATET foret( FE )SAarEaTs Rear: ||

This verse describes the commotion created in the
peaceful hermitagas either by Surpanakhs or by the
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arrival of Ravana in his Puspaka or by the latter’s
departure in Puspaka with the crying Sita. The verse
is anonymously quoted on p. 110 of the Avaloka.

Suktimuktavali, Mad. Ms. p. 490, GOS. edn.
p. 727 :—

NI TSTRATTA AT
AR A S T T &I |
< ,i bg'\ o qm’i’ q;_'_ - [a'i'

WrgRffriag faair fraa: gwmEse
The Sarngadharapaddhati also ascribes this verse to
Yasovarman. It has to be located in Act V probably.
It describes the fall of Kumbhakarpa in the fight and
is perhaps spoken by two Vidyadharas or some such
persons above who are witnesses to the fight and who
make the audience aware of the fight that is taken as
fought off the stage. For this is the way the fights'
are dealt with in Sanskrit plays.

Suktimuktavali, Mad. Ms. P. 584, GOS. edn.
p. 507 :—
gewT: &1 YA, |qad e |
AR T qUAET T AT T SN |
This verse is Valmiki’s and is found as the words of
Vibhisana who advises Ravana. Yasovarman borrows

it and puts it in the mouth of Marica in Act II, or of
Vibhisana or Kumbhakarna in Act IV.

The Suvrttatilaka of Ksemendra enlightens us
more on the contents of Act IV. This Act has. in its
early parts the embassy of Angada from Rama to
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Rivana. The Suvrttatilaka quotes as a verse  of
Yasovarman the following :—
q TF TIHI FATAIST FAIAL
T GEATFAARITENS QAT B |
IS SEIES: TR OF FipITn
F T F T ! 7G (et qaramn |1
The following attributed to Yasovarman in the
Kavindravacana-samuccaya (Bib. Ind. Edn. S1. 454;
Subhasitaratnakosa, HOS. S1. 742) is likely to be a

verse of Ravana addressed to Sita ; it may be in Act
V, though the last line makes this somewhat doubtful.

TSGARUAA (AT, TE> T4
ArseaTEEE T, (B )w (@@ |
HATAUG: FAGT T FrId 3 A
T FET TGS TR0, T qoT ;0 ||
(HOS. readings:— (a) ¥9IE (b) =% (c) TIT: ),
The Suktimuktavali (p. 200, GOS.) gives another
verse over the name Rajaputra Yadovarman and
Dr. Keith takes it as our Yadovarman’s verse (P. 222
Skr. Drama).2
FIAAMY TOERE3 T VAT & FaA qegars
b N O ha ~ L I3
A A g FRR arm I |
1. Manikyacandra quotes this verse anonymously.

2. Keith quotes it from Saragadharapaddhati (S1. 1634) but ‘wrongly
refers us to Subhisitavali. The Sarngadharapaddhati has the following

readings :
3. FHASATIIVE A2 |
4, TSEH & w1 )
b, EITHTRIES |
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Hidisd frrar AfmRRay: aeeresRar
fFarTRare Raan@(fa)wwdy. .. Sad @i |
This verse with Vipralambha Sragira is not definite
enough to enable us to place it in the Ramabhyudaya.

Yasovarman might have written other works or
Muktakas on various aspects of love.

Ksemendra quotes an Arya IsqR1JvzE3 ctc., in
his Aucityavicaracarca and ascribss it to Yasovarman.
Though he commends that the idea in the verse is
Nirveda born of Fai¥afyamaaar it is not from the
Ramabhyudaya and is not a verse of Rama. It is
said in a footnote that another Ms. gives this verse as
Sriharsa’s.

While the number of the extracts shows the
popularity of the play, the extracts themselves speak
of the excellence of the style and the delineation
of emotions in Yasovarman’s work. Even as the
treatment of the story is free from strained ingenui-
ties, the diction is simple, elegant and full of Rasa.
Not only does Anandavardhana Ttesort to it for
illustration of Dhvani and Rasadhvani, but even
where he quotes a bit, Abhinavagupta quotes the
whole verse, bearing witness to the vogue of the play
among Sahrdayas. Quoting the verse ‘&asgfya: * for
Suddha Asamlaksyakrama dhvani, Anandavardhana
makes the following observation which forms an
appropriate tribute to Yasovarman’s art :—

TAfs T(Fd IEIUGIRT TRAITAE  qITT, G99 T 98
CATRT AFAALT |

6. WY TY A AT 1 All these readitigs aro bettcr,
4.




THE KRTYA RAVANA

Next to the Ramabhyudaya, the Krtyaravana is,
among the lost Rama-plays, the most largely quoted
in works of poetics and dramaturgy, the Abhi. Bha.,
Sr. Pra., ND. and Bhi. Pra. As a contrast to the
Ramabhyudaya, the Krtyaravapa, like the Chalita-
rama, takes liberties with the original story
and introduces changes there. The Krtyaravana
emphasises, as its name signifies, the Pratinayaka
Rivana, who resorts to all sorts of black magic.
Consequently it is on the side of the Pratinayaka, an
Adbhuta and Raudra dominated play, set in Arabhati
throughout, and on the side of the hero Rama, itisa
Karupa—dominated play. From beginning to end,
there is a series of situations portraying Rama in
deepest grief. This is but natural, since Raudra on
one side results in Karuna on the other. Ravanpa
first resorts to the Maya of the golden deer, then
Surpanakha personates Gautami and Sita, and in the
war, an extract shows that Sita is made to commit
suicide in fire on seeing the illusory chopping off of
the head of Rama. These series of perpetrations of
witchcraft culminate in the greatest, in the raising of
an all-destroying Krtya, a female evil spirit, which
perhaps Ravapa intended to let upon the camp of
Rama stealthily at night. This however is not clear,
‘though the name of the play ““ Krtya-ravapa® would
take us in some such line of inference. Kuntakal
1. VJ. De's cdn, 1928, p. 243, See also JOR. Madras, 11, 238-243,
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cites the Kprtya-ravana as a play whose title is
significant and refers to the essence of the play.
Krtya no doubt refers also to magic in general and
need not necessitate the assumption of such a raising
of an evil spirit, in addition to the other deceits of
the golden deer, the false personations by Surpanakha
and the cutting off of a false Rama’s head. But one
1s not satisfied with these minor necromancies and an
artistic imagination would wish to crown these acts
in a greater act of Abhicara, something like the
performance of an evil sacrifice by Ravana himself to
win the war, even as his own son Indrajit did at
Nikumbhila. This we are led to guess also from an
extract from Act VI. of the play given in the ND.
where Ravana is said to be in the Santigrha, the
place where he is performing the Abhicara-yaga.
P. 88, ND :—

A0 FAGIN TP WETTIET TIT 7957 egc,

Thus, on the side of Ravziga, the Krtyaravapa is a
full Arabhati play. Says the Abhi. Bha.:—

FIUGEET  FRHETE  FAWIUE T ACHE
<
ERUES — GOS. edn. Vol. IL. p, 410

On the side of Rama, it is one full of pathos, Karupa
Rasa, with Rama weeping at every step over his
misfortunes. Ramacandra and Gupacandra go to the
extent of saying that the Krtyaravapa is an instance
of a play where there is tco much of pathos which
one is not able to bear. There is in it the Rasa-dosa
of Punap-punah dipti of Karupa, Illustrating the



28 LOST RAMA-PLAYS

over-development of an Anga-rasa, Karupa, here
(i.e., Adga-augrya), the ND. says:—

o AF-AET ... e ... TAT FOANEAN ASTIAS-
FERMIREAT-AAANAAANG AT YgHE:  FEONIFI |

The drama must really have been of absorbing
interest and full of action. When we see the style
of the dramatist, we can at once say that he has
not indulged in rhetoric and verbosity and has
concentrated on development of action. The style is
consequently simple and straight. As for example in
the following line:—

TERT W7 Gre® T T FEs

a verse which young Angada contemptuously flings
at the great Ravana. Usually, in dramas we find
that Ravana breaks upon Sita with flamboyant verses
boasting his valour. How unlike Bhavabhiiti, Murari
and Rajasekhara is this simple verse with which
Ravana points out to Sita that they two make an
equal and =xcellent couple :—

EECTIE L

{SRETT wAT SyEr: oA ®AW KA |

QAR oA AIaE qTe J1 |

Again the poet’s dislike for the flaimboyant manner
is seen in the following simple way in which he closes
his play and pronounces the Bharata-vakya :—

U :— TAITHEg —
AAA qA wWo: Frfaaral AR |
QAT AN T AN TG=AqH ||
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afy =

e serag sy Mo |
Nl FAA: BT FIIEAG WA |

As the various extracts from the play given below
will show, every Act is full of action. And the drama-
tist himself seems to be conscious of this and to have
consciously attempted at writing such a play, in utter
dislike of a verbose drama, actionless and deteriora-
ting into a mere Sravya-kavyacut up into Acts and
put up like a dialogue. For he makes the Sutradhara
say in the prologue that he is so tired of the art that
he would fain leave the wretched profession to others
and take to the yellow robes of Sannyasins. For
drama has become wordy and devoid of any significant
action. He says :—

g — (foaer) aet! ag shfr—

TFIGHFANT (AT |

|lfiwe qeS oo @ ur 7299
qE T=Pg WAAl IA WF I FAN GOEH  FANEIEAT
FACIBH SFAATaGT | P. 149

There is one more reference bearing on criticism
of this play. From Saradatanaya we come to know
of a dramaturgist named Subandhu who classifies
Nataka, the first type of play, into five kinds, Pirna,
Prasanta, Bhasvara, Lalita and Samagra. Sarada-
tanaya tries to explain these terms with citations of
examples but we are not satisfied with his explana-
tions (Bha. Pra. pp. 238-241). Unless we get the



30 LOST RAMA-PLAYS"

original work of Subandhu, we are not going to
understand these five varieties of -drama fully. It
must be said that the reference here in Saradatanaya
to the Krtyaravapa being a Nataka of the type called
Piirpa is obscure. If the citation of the Krtyaravana
as an example of the Pirpa variety is however not by
Subandhu himself but only by Saradatanaya, the
reference is very much less valuable.

Regarding the date of the play, it is earlier than
Sankuka whose time is C. 840 A. D. This is said on
the evidence of Abhi. Bha. where Abhinavagupta
says that Sarkuka illustrates Vidrava from the Krtya-
ravapa; pp. 523-4, Abhi. Bha., Mad. Ms. Vol. II; P. 52
GOS. edn. Vol. III.

AT g [T FAT O 9 ET I | a9 T -
AT | Ag o AR I shagE | el
= N
Eq‘m q’g5§ ' etc.

The Plot : The extent of the story of the Rama-
Yana dramatised into the Krtyaravana is from Sitapa-
harana to Ravapavadha. The drama opens with the
exiled Rama living in Paficavati with Sita and
Laksmana and closes with Sita’s first repudiation by
Rama himself, her fire ordeal, the appearance of God
Fire and his testifying to Sita’s chastity. God Agni
pronounces his blessing and Rama utters the final
prayer for universal peace and bliss in the form of
the Bharata-vakya. 1n the earlier part of this same
last Act, the seventh, Ravana is killed by Rama.

The number of Acts: The Krtyaravana takes
seven acts to dramatise the above story.  The
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following Bharata-vakya preceded by the closing ele-
ments of the play (Kavya-samhara and Prasasti) is
given by the ND. P. 113:

FEAGE — T FAWTW wE B {7 T 7wl
FAMOT FASHARGAT 3 HTE—

o~ D ~ hnY

afi— 8| ITgAM, 1 q Rk fhrragsanT
i— WA ! e gty aai !
ND. P. 114:—
(9 ) AT FEAXEN—

qudiFag —

T AW dqO: fafqarEt avRe |

TARANTAl & @E9: Sg=aary, ||
oy T—

faiaa: 99T geg d@-a: @+g AT |

goeat FAT: BEA: WAF A7Ig AEG |
That this forms the end of Act VII may also be made
out. For, another extract in the ND. says that some
third persons, most likely Vaimanikas, Vidyadharas
etc., who had been seeing the great war from air,

observe that Ravana, the great warrior, had fallen.
And this is said to be the first part of Act VIL

41 FAXER agaEy s —
g, A FB |—

QU0 SRANT ALFEAEA ST |

Qs gmER: AT ada )
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~ NN

o RARET T R |

After the fall of Ravana the only great event is
Sita’s repudiation and the fire ordeal, the Fire God
figuring in which closes also the play. This must
form the latter part of the seventh Act. Hence, the
Krtyaravapa is a play in seven Acts.

The Story, Act by Act.

Though we have settled where and in what part
of the Ramayana story the play begins, it yet remains
to be investigated how the play actually begins, and
with what particular incident, the dramatist opens.
We have also to decide whether Act I has a Viskam-
bhaka and what events are packed in the opening
Act. Regarding the opening of the Act, we have
also to decide how the curtain rises, i. e., how the
Prologue glides into the first Act. We shall start
then with the Prologue itself, from which also we
have fortunately an extract supplied by the ND.
(pp. 149-50):

YT FIATET AT —
QAIR 2 (fqeq ) orrdf | @1g sy —

STFgIEFan MR |

|fdrsra weda fafdvom adur 2aq |
azeag wadl 9% fug a1 sAl JwEd Sarahmt sefyst
WA |1 ? ad: wITE —

TRIERAEITR T AITERIUA |

WP EEAEINATRIETAT eui ||
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T |ifiwt gRy MR REERgEEE @
qresa_ |
Here the Sutradhara resigns his profession and takes
to the path of a Sannyasin. Now, prologues must
be suggestive and should always refer to similar
events in the coming play. Here, I think, the
dramatist suggests a character coming in the play
who is dissatisfied with his job, is disgusted with
his kinsman and chooses the path of spiritual salva-
tion. In Act I we are told that the golden deer
comes, the golden deer which is Mairica; and
Strpanakha appears as Gautami and Sitd and soon
Act II ushers in Riavana for the abduction of Sita.
It is a recognized dramatic principle that characters
are’ to be hinted at before they are introduced.
(srafaaeT grs=w 99w ). And before Act [ opens at
Paficavati with Rama’s hunt after the golden deer,
Maiya-Sita’s abuse of Laksmana etc., many things
must have happened, viz. Surpanakha’s courting of
Rama and its consequence, Khara-Disapa-vadha,
the news reaching Ravana through the defaced
Surpanakha, Ravana going to seek the aid of Marica
and the final settlement of the plans for abducting
Sita with the aid of the golden deer. Thus Act I
must have had a prelude, a Viskambhaka which must
have opened with Marica soliloquising. He had
turned his steps in the path of salvation as a recluse
after his bitter experience at Rama’s hands during
Vi¢vamitra’s sacrifice. [t is Marica’s Nirveda and his
life of a recluse that the Sutradhara’s words refer to.
The reference of the Sthipaka-Sutradhira to a bad
master is clearly intended to mean Marica’s disgust

J
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at Ravaga forcing him to give assistance in his
despicable act.

Act I must have opened with the golden deer
frisking about in front of Rama, Laksmana and Sita.
That the golden deer figures in the drama is expressly
said by Bhoja;—

HTAT YT —

FARANIRT FAETELIARART G STATIN |

—P. 483, Vol. IL. §r. Pra.
The poet has taken great liberties with the original
story here as already remarked. He has introduced
Surpanakha here who personates as Gautami first and
seems to take Sita away to some distant corner and
leaves her there. She at once takes the guise of Sita
and having heard of the cry for help from the
direction of Rama, swoons before Laksmana, chides
Laksmana and sends him away for his brother’s
rescue. This the dramatist has done to save the
character of Sita who, in the original, unbecomingly
suspects Laksmana’s character and pours unbearable
abuse on his patient head. The following somewhat
corrupt and obscure extract in the Abhi. Bha. refers
to this context.

‘et 3fd | FLT FEQWEN AAHEITIAT AT
FELE TEAU ATTLIGHWT TS —

SHOIET — o7 gRe !

qa: wiar — e o
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’ ¢ 03 - (? » Ny ~
qIeAT IOET) — (&|TT) 9T Aagd (1) FI AOEAy
O ARG ATRIR oF @E—i awt % g i gga 1(?)
— Mad. Ms. 111, p. 48, GOS. edn. Vol. III. P. 176

Perhaps Surpanakhi in the guise of Gautami has
decoyed Sita away from Laksmana to a distant
corner of the grove where suddenly the false cry
for help from Rama is heard. At once, the false
Gautami leaves Sita therc and purports to hasten to
inform Laksmana of it. On her way, she takes the
form of Sita and hurries to Laksmana when the false
alarm again breaks upon their ears. At once she
begins to upbraid Laksmana who is reluctant to leave
that place. The dialogue between Laksmana and the
false Sita is given by Bhoja and Ramacandra. The
Sr. Pra. quotes it in Vol. II. on p. 472. Ramacandra’s
extract which is bigger is given here. ND. p.136:—

Tt FAWAN TINST TR Fioraar &g

aftarare |7 (3R FeIr [T REAET | =it T qgrat)
Sao: — oty | @Arafaf |

sl — (tflt S=eT wRd @ w()@ [awen] 7)
AT oorss! oS o gH gier =39 | orey! qnt
ge rraar @it a1 fagg g wigaRey
FF W IFARTSEAT  qEr@raen a{y g
ge Fargd 1 of wonfir, wawear g =
ARy, (& I e |
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(s srqrd! ormify o fEem 1 @@y sgriArd
2 oo ~ . . . =
TG gy | frgg aEd IEHE: F9 A AT
| WAL OF AT SAAIAY | TG AMA ARG
T AT, 5 AT | )
@AM _ opF ! Ag Id vg e anfyarsi |

IET — FAR Q?anﬁdr??’fqlﬁ[l of = aﬁtm:-
emar Qrm | Al 9T ST 3 AT

AT gFaT ) T |

(FaR!) ©d gary: w1 WEQ ) o € GRUEEr
WM | eyl o=aig § A(A8 AW Saramd 1)
It seems that with Laksmana’s departure the first
Act closes.

Act II.

We are told by Ramacandra that Ravana abducts
Sita in Act II, as the extract to be presently given will
show. But before that, there seems to be a scene of
Ravanpa coming to that place through air, for we find
Bhoja illustrating Mada or pride by Ravanpa’s pride,
with a verse of his, from the Krtyaravapa while he is
coming flying through the air. He is evidently
coming to and descending in Rama’s hermitage. The
following is the extract in the Sr. Pra. Vol. II. 487,

(73:) TEoreniy ARy FRMNNTE: | mn—g‘qmqﬁ
ReTR™r TEol weTgie

Wiar (w0 A Arm: aRSraTy
waw fefr R9r; 7 i Wske dq
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WRIISE A ArFTES AN
IeAg g R T |
As he was coming along the skies, Ravana asks the
alarmed gods not to be afraid and asks the Sun’s
charioteer to drive ahead in peace. Ravana then
comes into the hermitage where Sita alone is present
and there are also some hermits nearby. The hermits
and their chief, a Kulapati,--seem to play some signifi-
cant part in this drama rendering the help they could
to Rama. They are terrorised by Ravana but they try
to save Sita from him; Ravana first asks Sita to prefer
him and accept him as her new lord. He asks her to
mount the Puspaka. She curses and abuses Rivana
and when she is not willing to mount the Puspaka,
Ravana threatens to chop off the heads of all the
hermits. She takes pity on the hermits and prefers
her own suffering to the slaughter of the hermits.
The poet has undoubtedly worked in a unique idea
here in making Sita all the more noble by taking
upon herself this vicarious suffering. The powerless
hermits can do nothing but curse the evil Ravapa.
We shall first give here the extracts in the ND.
presenting the dialogue between Ravapa and Sita. The
first of them is clearly stated as extracted from Act II.
The next closely follows and forms its continuation.

ND. P. 80:—

quT Feaan EAASE—

o — frygTergiy !
fam waT SBT @AT &0 MR |
GRGANROAST HAAA AT | ||
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rar — garm ! erar FiT ge q fARagr, w1 Ao Feg |

o b 1
(gars | stRar qraA @A | it 1 aoAr 3y 1)

Jbid. P.81: .
T4qT HANAN —
Yo €T ! Srre@ar gou=y |
frar—gare | offy afted, T 90 AR |
(gara! aIfy AR, | A AEATH 1)

Yo— o ! 1% agar —
AT TEASag BT
@@ TEAORTEE (F) |
T IR AZAUBABIILIC
RIS QAMNUE REE aEd, |1
il — a¢ Aqur a0 W=SRE, A I0 A9 | 5
ATTETIW A=A | &F ATSHAIA |
(3T arreAw: AT AAMRAY, 7 gAQAGATAH | 5F
AR | gr srragA ! (3R Wt g At o)
The Abhi. Bha. has a part of the situation as illustra-
tion for Utthapana.
1. Cf. Ramacarita of Abhinanda, Argada’s words to Rivapa :—
IPAT: AT FRAwromAEa: |
| (Seegameaadr ¥ A 7 fEms 1 —xxvin. 33

2. This verse is printed in the textas running prose matter with no
metrical division of lines. Further, it is wrongly printed and read with
the last word in the sccond line as Candrahisena’. Perhaps the editor
took it to be a Vifegana to ‘Karepa'’. Far from it. It is Visesya to
‘ Drdhapiditamugtiyantram® and * Candrahdsena’ must be * Candrahdsam'.
The final letter Na is a separate word and should come over to the third ling

of the verse,
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= ha
e (FFanm) Badsg—
- - ~ .
Cageld FeRe: ) SIEAYRT JEElar sfr ganeg
e — () IR FER @ 1 WA qg
AN 3T ARG | ST FRoNERE: ¢ guENd dyar

AT B 7

—Mad. Ms. Vol. III. P. 13. GOS. edn. Vol. I, pp. 104-5
The presence of eye-witnesses of Sita’s abduction by
Ravana gives Rama the information that Ravapa
has carried Sita away. This is known by Rama
immediately in the play in this manner, though in the
original Rama knows it only after a time, and only

partially, from Jatayus.

Act III. :
This Act contains the return of Rama from the

hunt, the astounding discovery of Sita’s loss and his
meeting the hermits who narrate to him the incidents.
Meanwhile Jatayus has waylaid Ravapa and given
him heroic battle but has been thrown down half-
slain by the demon. The hermits discover Jatayus
fallen down and it must be their chief, the Kulapati,
who extols this service done by Jatayus—Paropakara.
Abhinavagupta gives the Kulapati also as a Prakari

in the Krtyaravapa.
P. 499. Vol. IL. Abhi. Bha. (GOS. edn. IIL p. 15):—

qaE qUART ¢ AF AGREA @ oswd | wwr
FERIA TS 1!

1. Reference is made to Kulapatyaika by Saradatanaya and

Sagaranandin; that is the name of the corresponding Act in Maiyuraja's
Udartaraghava and should not be confused with the situation in Krityaravapa

discussed here,
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Tt is in this Act that Rima meets the dying Jatayus
that had performed heroic deeds and Rama pitiably
mourns over his death. The ND. has two references
to this particular situation. Once it says that Jatayur-

vadha is one of the many places where great grief is
shown by Rama.

747 FARNEN FEGHI- SR RENE-H QI Romong ua
qg: FEONIFAT | |

(P. 174 ND. extract above given). The other reference
is a quotation of Rama’s verse on seeing the huge
fallen body of Jatayus from a distance, his surmises
as he approaches it as to what it could be and his

slow discovery that he is his father’s dear friend
Jatayus. ND.P. 83:—

T FARET — TR FZTY ATAIAATE —
RIRGIRAEO Foreaa:
a8 AN N N
FAIRTGR!: AT I7aT: |
FTRE /AT W T2 g: IRECE
T a7 @ o saw (Y7 &) [ e o
Acts IV & V.

These two Acts must have covered the story upto
the war. We have an extract from Act VI in which
Angada is seen in Lanka as a messenger sent. by
Rama to meet Ravapa. Within these two Acts,

Rama must have crossed the distance to Kiskindha,
made friends with Sugriva and killed Valin. .Sugriva
must have sent monkeys to search for Sita for
though Ravana has been known ag the abducto’r no
one knew the place where he might have kept her.
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We have two extracts from the ND. giving us
Laksmana in his sorrowful mood anxious for a
speedy turn in the fortunes of Rama. The second
extract seems to be from the earlier part of this
context. It illustrates Kheda by the fatwue in
Laksmana’s mind (ND. p. 97):— :

FAT FEAWAN FEAT: —

AT FODHT: TAAAFAT TG STgAT:
¢~ " - .
SRl gl [FHMATRAT: R 11\%1?1 |
® ja o L d n_n
YR €3 AgAHAAE: JH7 AN
fid T fFEFUSFgTTEE [T 99 1l
That this Act is appropriately called the Atavyarka
and that Rama’s Vipralambha is portrayed here,

are both known from a citation and gloss in
Sagaranandin’s NLRK (11.3097-3100).

TG TR @@ | T FAWEAN HISTg —

AN A N

Txfe ¥fr g gfiae aEg.
zeof AT WEET TAAGAR | TANT
Then in ND. on p. 85:—
q1 FeAEY qGASE A EE g
PRSI Beun - ' aq_ A0 AT, ST -
mmmﬂrﬂmmwramgmﬁm HER  AEHE
W 17 A IFAEF: AT FEANA ATAT: |

Perhaps these words open Act IV and at once

Hanumap meets them on behalf of Sugriva,
6.
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Sugriva’s alliance is the Pataka in the Ramayaga
story. Therefore, it can be surmised that it is in this
part of the drama that the following extract given in
the Abhi. Bha. is to be located. Abhinavagupta gives
it as an illustration for Pataka and it is likely that it

is a verse spoken by Sugriva himself. Tt expatiates
on the virtue of service to others. ‘

T FAAEIA —

g (F) SR e a9 T SERAr IRt |
AEFIATAEA: TUAAT: TETI )

—TP. 501, Vol If, Abhi. Bha, GOS. Edn. 1L, p. 17
Act VI.

Rama has reached the shores of Lanka and
Angada has been sent as messenger to Ravanpa.
Rivanpa is said to be at that time in his Santigrha.
Perhaps he has come to realise his situation and is
performing some Abhicara-yajfia to get the aid of

some Krtya. He at once hears a disturbing alarm,
seeking help.

Angada has chosen a way to set about his
business. He goes into the harem, seizes and teases
Riavana’s queen Mandodari. The ND. extract on
p- 96 gives the verse in which Angada teases
Mandodari. This novel idea is adopted by later
popular versions of the epic like the Adhyatma
Ramayana.

AT FAREAR ARREG iy

e —

~ Ay ~
AT TR I ANRA @ g7 gt
JAE JrEEangt fzmar qam |
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AZIFEATHUCTAT G2 Fharwrgfa
ERtzienciucntefgiterseilbite e ol
That Arigada seizes her by hair is stated by Sagara-

nandin who mentions this as an example of the

element of Askanda in Arabhati vrtti, NLRK.
1l. 13534

HEFT: ... ... AGIA AZEAFATHEION |

Mandodari cries for help to her lord Ravaga, and the
cry reaches Ravana’s ears. The Pratihari learns that it
i1s Mandodari herself that is crying for help and in-
forms Ravana that there is a commotion in the harem.
Ravapa asks her to ascertain what it is due to. On
p. 88 of the ND. we find Drava or Sanka illustrated
with this situation from the Krtyaravapa. This

extract is helpful doubly. It is definitely said to form
part of the VIth Act. g or s/wr—

qui FEAAN QYST WRALEr TN qer— &
IFswEw | qimrane aR=r !

[&r saga ! aRama& ! aRamaa ! ]

SEET — (AT GEHANRIEANA ) oAeAT WiE {&
etz | (swg) Wit | SISt wEAT Fedel g |

. nono0 ~ Ay .

[ aidy Wil oty srohegfa | (o) Wl g
WEI, TS HAT | ]

UAM: ~ STt fhea ) e

I AT TFY |
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The Pratihari goes and comes back with the news
that a monkey is teasing the Queen. Ravana at once
rushes to her succour. There Angada meets him as
Rama’s messenger and an exchange of words ensues.
Young Angada performs his duty in a masterly
manner and the scorn with which he refers to Ravana
and touches upon the disgraces which Ravana had
previously experienced are admirable. There is an
ease and flow in the verse here. The whole situation
is varied and shot with emotion, Mandodari in fright,
Angada in play, laughing and loathing Ravana, and
Ravapa with love for Mandodari on the one hand
and on the other, with burning anger for the small
monkey. The ND. (p. 158) refers to this situation
on p. 158.

RIS FraFad FARET | TAE-gET Af-
IR FEEAT WA, AFTE FIE:, AT TN
“L’.EFHH gu ra?rr-" AT agar g, “ e e
TSF TT AR Fgrae” g T A FIWRASALEL
UAET AT |
It is to this scene of great agitation that the SD.
_.refers to as an illustration of the Avapatana, an anga

of the Arabhati vriti (p. 329, N. S. Press edn. 1922) —
ﬂqa’rammcmrlmqmwauaq l
-ﬂ?qmm‘g?m{ vee sar aas 1
TIT FIIN TYST—
‘5RT agEe: gen ' TR FeFRTIdY |

The. above context is reviewed more fully by
Abhinavagupta ;—
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—gsAa: ... 97 HARE0 §55§—

AR Q@EEE: @ER: gE @ESER qEgEr

fessrea: |
— Abhi. Bha. Vol. lIL. p. 13; GOS. cdn. 111. p. 104

KN ,
—(TERAITA,) - - T AGIARINOAT AR AT

- . = Y ~
Wy, ETERdE:, {9 IE I ® iy g
~ o he . - 3
frar? @ty FRAT @, UHoEnReh:, (<R )
CqEEE UE aeF @ SRS FEEa” 3Ry agar-
sgg@  FIEEREEASEE:,  CAEEd dean’ oo
A [iF—A [ TR |

1bid. Ms.l Vol. 11I. p. 13; GOS. edn. p. 104

This has to be read with the extract given
previously. The ND. gives this illustration, following
Abhinavagupta who quotes part of the extract given
above as illustration for Sapka or Drava on p. 523
Voly. I1. of his Abhi. Bha. and remarks that this forms
part of the Garbha-sandhi. The actual war will form
the Avamarsa, with the sure hope of success crossed
now and then by obstacles and calamities like the
swooning of Laksmaga on being hit by the Sakti and
the weeping of Rama on seeing Maya-Sita’s head
being chopped off before him. The final victory
ending with Lord Agni’s blessings and reunion
of Sita form the Nirvahapa. Discussing Vidrava,
consisting of Sanka, Bhaya and Trasa, Abhinavagupta

says:—
FEAEN Gus§ TER Aqe - g orzaew | qli-

wirfy ARy -
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S — (oeTr) (WrAnan) otEr wielt  frer
AFEER | (SwEE) WAgr (W) WS () qER
FSFS AT |
UHAT — Frai faaiEf |
AT T AT, FHEAL @AY |
— Abhi. Bha. IL. p. 523; GOS, cdn. III. p. 52

This is the illustration which, Abhinavagupta says,
Sankuka gave.

This Dautya of Angada must have been finished
in the earlier part of Act VI whose latter part must
have been taken up by the war of which two incidents
are mentioned by the ND. on p. 174, viz., Laksmana-
sakti-bheda and Sita-vipatti-§ravana. Ramacandra

gives these two as instances of the depicting of too
much grief :—

—313’-3?[5[!1'{ coe YT giqlthﬁ—'ﬂalﬂiﬁ-am-
qiwaT-diarAafasaiy e gghg: FEE |

We happen to know a little more of the latter
incident called Sita-vipatti. A big extract from this
part of Act VI is given on p. 101 of the ND. We
are introduced to a demoness named Darunika whom
Ravapa has commissioned to put an end to Sita’s life.
Even the demoness is shocked and she tells it to the
good Trijata who is a friend of Sita. Darupika
avoids the more dastardly act of murdering Sita
herself and adopts a method by which she can make
Sita herself commit suicide. Within sight of Sita, an
illusory murder of Rama is staged through witchceraft
by or at the suggestion of Darunpika. Sita, seeing her
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beloved lord murdered, resolves to enter fire and end
her life. It is the report of the suicide of Sita in fire
that is carried to Rama and is referred to as the Sita-
vipatti-§ravana by the ND. The following is the
passage :—
ATSAT | FHATAATE DIFATENAT | q4T FAa
fraeen grefusiraET et 99— g @ gw wond?
(g fF o wofa ?)
TTEIORT — 3 faae | oy oM rafSEAT s e @R
FrRsalX | o 30 S{E A FEE |
[orr frae ! ofy i srfeat oar w0 TR fow-
Rreafa 7 g SWT SR 1]
fre — a1 i ge qreire [ gEE (T & gie-
g=gq 1) (g AT ) & ae! vary
fagdy gt wgm?r HTHIT’%R‘%’HE’;’T‘II'%{(WT)MW.
frezar ST qQEATESHMT |
[ar frore ! uar & Biaweh ww wig: Arenfies-
Sreafa (= )ATOfAT oFfH FHAGEAT 1 ]
frstar — 1 g3fE ! WA AT O FHET wgAr s
qIEIAE |
[ &afq aegwTRer, A1 T FAaw wgumn
HYrerd | ]
QAR AT SAEANEAT B TI0H GTHN-
; ~
FTET AT I |
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It is clear that this sixth Act is a considerably lengthy
one. :

Act VII, the last.

In the first part of this last Act, Ravana is slam
An extract in the ND. (p. 100) not only mentions the
incident with the quotation of a verse but specifies
also that the extract is from the first part of Act VIL

TYqT FARAN GHATEA JITE —
FE W ?E'

A TEAT AEEEA FAl |

qTAAIST AR >IFamfa qaq: ||
# AN yeorer B 3R
There is no extract to show how the dramatlst
managed the coronation of Vibhisapa. As a matter
of fact, there is no light on the interesting question
of how this dramatist handled the character of
Vibhisana. The most poignant incident of the latter
part of Act VII is Rama’s repudiation of Sita and
her fire ordeal. When she enters the fire, God Fire
appears and assures Rama of her chastity. The
drama now comes to a close and we have two extracts
from the very end of the play, which have already
been given.
ND. p. 113 :—

FEAHER: —a4T FeAI0 S0 TRer B e
T AEl FA Faswrargrr afe — :

‘ae ! vemat ¥ g Gawgsa@

T — ! o qaly fawfa ?
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qRRE:— FAT FAIN T -
qYMHTAG —
AT A7 GO Pl AR |
TSI G G971 9g=a9d ||
AN T -
f{@a: g |®eg g |@eg MU |
Sl T F5A: AEITEFLRG ARG 1)
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THE CHALITA RAMA

The earliest Alamkarika from whom we know of
a Ramiyana-play called Chalitarama and get some
glimpses of it is Dhanika, the author of the Avaloka
on the Dasariipaka. Dhanika quotes it thrice, on
pp. 27, 83 and 85 (N. S. Press edn. 1897).

1. On p. 27, he quotes it to illustrate bandha or
taking one captive ;:—

At arEa: ) awr SRFAUT —

YR FANT G (EARTIATANS
9T I ZATERERETR AT HEa |
ToATH 274 @ U7 AREgRarauan
AT e g S A |
This is also quoted in illustration of the same point
by Ramacandra in his ND. on p. 98. This extract
shows that someone takes Lava captive. Evidently
Lava takes possession of the As$vamedha horse
of Rama, in Valmiki’s Agrama, and a fight -ensues
in which Lava is taken captive. Unlike the
Uttararamacarita which brings on Laksmana’s son
Candraketu to the fight, the Chalitarama, as we shall
see, brings Laksmana himself.

2. On p. 83, of the Avaloka, in illustration of
the Vithyarga Avagalita, one of the methods on
inducting the opening act of the play, Dhanika
says ;—
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77 SHAUT —
U — TR TEAAEHATAT AR AR S95g iRy |
qEIdT TEITA |
FIST fEEraRa: e qgean gu |
FeEEaarey T Iy T fUs )
=R WEEIAwEAErE: |

This extract also is given in the ND. on p. 150, to
illustrate the same point. From this we come to
know of the arrival of Rama in Puspaka in Ayodhya
after his victory over Riavana and Rama’s meeting
with Bharata. '

3. P. 85, in illustration of Avasyandita, a
Vithyanga, in which what has been revealed unawares
in the stress of emotion is given a different turn in an
effort to keep the secret.

791 SRHEAUT — (T11) I|! Fvd @y gavvar-
qareamEt Tesaq | Al @ AT FEAR At |
T — ey | fEEreAl YSmevEat wiasyg !
a1 - s ! & @g gaan far?
g — feamar g
diar - (amgy) 9! 4 @@ W IR, FFIAT w9
gidrsar: |
This is a conversation exiled Sita has with son Lava
who is to go to Rama’s court in Ayodhya, with Kusa.

1. ND. p.150; variant AFIIT |
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This passage is quoted, for illustrating the same point,
in the SD. also (p. 361, N.S. Press edn. 1922). Sita
tells Lava and Kusa that Rama is their father and
they must bow to him on going to Ayodhya, but
suddenly realising that she had made an unguarded
utterance, she glosses it over :—* Oh, father not of you
two only, but of the entire world!”

The ND. takes us further. It has one more
extract from the scene in Rama’s Agvamedha-
mandapa, where a golden image of Sita is established,
to represent her. Lava sees it and identifies his
mother in the image. It is from this that Rama
and others know that Sita is alive. On p. 104, in
illustration of Nirodha, i.e. Karyamimamsa an ariga
of the last Sandhi, the Nirvahana, the ND. says:—

TI SRETI - SEANA aLAT AE@T @T: Y

HAMRAFA] TR TATT(A THI ETAHTE —

g1 — (WEY) A ! FAMARET UTERAFET (A
e Al IS aear ) orF | e (e )
FARE sETAAT!  (TEAEHAIR T @ o
ATSHAT 1)

ua: — (2gr) Te@, &g a7 amar?

g1 — R ! FAY FIGASEHAA, FHAT A 3Ny
seTel |1 (Ua: |t gRe g4RIr aH seaTat 1)

1. Cf. the Mrcchakagika, the similar touching episode of child Rohasena
and Vasantaseni, Act VI :—

qICH: — WfH | DA ... WIVH( - FA[ & FAAN 9T |
qRF: — AT & WU | FAWBAET AT, T (HHY-
AICEAL |
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e __(|rE ) oS, HAIEAT @1 aMiEe sl
ST . Al WG ARMHEISHIHEARTTT ST |

- * N\ e < [ e =
AW — (FACT YA NIATCTA ) A - [§EAT T9H |
QYAr SOTAMAT |

AT AP QSR AT darar 37 |
The Sr. Pra. (III. p. 536) mentions in illustration of
the Laksana called Sariupya, that the above situation
is in Act VI. of the Chalitarama.

T BREAUA —ysy  fLoad damRsRaaeeT
ST GRIMETT ¢ FIRET TEART - .o |

There is yet another useful extract from the
Chalitarama in the ND. (on p. 154). It gives a verse
from the prologue which describes the season,
Saradrtu, and incidentally introduces the drama
proper and the entry of the first character, or
characters of Act 1.

71 JiFaOT —
FEI AR ARG T
qH: TCEART TT [APEHEEE: |
TEME TETHE TNHITHH
AT gET GuaasgTE: )
This verse is anonymously quoted by Dhanika and

Bhoja too. From this it is clear that the drama
begins after the victory of Rama over Ravaga.

The S;. Pra. has in chapter XI another reference
to the peculiar turn which the dramatist has given
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in this play, to the original story. Bhoja gives in
that context a series of examples of dramatists freely
altering the original to suit their purposes. One of
the examples is from the Chalitarama.

CFAMITEAATAT TAIRL ag T Hiar aRanfer,
T BRSO | —P. 410 Sr. Pra. Vol. 1L

This passage is found in a very corrupt manner on
p- 643 of the SKA.

Usually we have three kinds of Rama-dramas.
Some dramas begin with the proposed coronation and
its dissolution and end with. Rama’s Pattabhiseka
after the war, while some others begin in the
Paficavati and end with the Pattabhiseka. The third
kind of Rama-play is the pure Uttarakanda play like
the Uttararamacarita and the Kundamala. To this
third class belongs this Chalitarama. 1t starts with
Rama in the air in Pugpaka, entering the City of
Ayodhya after the victory over Ravapa. He is
anxious to meet Bharata. From the Puspaka he
speaks to Laksmana that it is improper to fly into
the City and that they must walk into it. Suddenly
he sees somebody like an ascetic, Bharata at
Nandigrama. Here begins the drama and to this
very opening belongs the second Avaloka- extract and
the third ND.-extract. After Bharata-samigama
and Pattabhiseka, rises the task of putting down
Lavapasura to which duty Satrughna is asked to
attend. Sita is now in pregnant state, and according
to the story in the original she is banished by Rama
himself on hearing tormenting gossips in the City
regarding her purity. But the Chalitarama has not
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attributed this vulgar gossip to the good citizens of
Ayodhya; for does not Valmiki say of them :—

T AT A gaien gedar |

IfFan FMegAnal AE9T AW 1)
So the dramatist managed to make some use of
Lavana whom others have left with a mere allusion.
Lavana plots against Rama, sends two Riaksasas who
are said to get into intimate touch with Rama and
poisons his mind regarding Sita.

FTMATFRANAT YA TRIATIT ir SRR
...... BT | — &;. Pra. P. 410 Vol. II,

Rama is thus duped into doing the most unkind act
towards Sita. Perhaps he realises, when it is too late,
that he has been-duped. It is this pivotal incident,
‘““the duped Rama” that has given the play the title
“ Chalita’-rama.

At this juncture, the NLRK. comes to our help.
This work has two extracts from the Act called
Pumsavana, which is clearly the name of the opening
Act of the Chalitarama that we are discussing:
Nlustrating the anga of the Pratimukha-sandhi called
Vajra or shocking utterance, Sigaranandin quotes
from the Pumsavana words which are spoken by one
of the demons in guise deputed by Lavana. The
demon incognito says:—‘ Being the son of a noble

1. If no citizen of Ayodhyi can have anything to say against Rama, the
question naturally arises as to how Manthara behaved in the manner she did.
The oldest South Indian commentator Udili replies that she did not belong
to Ayodhya. Commenting on Vilmiki's text introducing her STHATET qt-ﬁ'
FATAT, Udali says T FACIA@T, AWATETART @Al 9 T
See my paper ‘ Udali’s commentary on the Rimivaga, Annals of Oriental
Research, University of Madras V1, ii.
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father, how is it that Rama has not yet abandoned

Sita whom Ravana had taken away and kept for such
a long time ”,

(TF1) AT A qAT AR FF A
HIAEEN 7 RS |
(NLRK., Lines 697-9). Whose guises did these two
emissaries of Lavana take? Here again the NLRK.
helps us by saying that they took the guise of Kaikeyi
and Manthara and that their names were Sumaya and
Citamukha. The illustration in NLRK. is for the
third variety of Kapata or Deceit; lines 2820-1:

TSy GRANS GAATTATGEAT: FHa A A A AT
fafad 1 See also Bha. Pra. p. 250 11. 20, 21.
a1 GATAIGST MHIGAGATAT: |
FHAAATI FA2ISTeaa: 1)

The poet thus presses into service the two characters
responsible for the first exile of Rama, and makes the
demons impersonate these two characters known
formerly for their anti-Rama attitude. More note-
worthy than this is that the poet works in the idea
of the Pumsavana-ceremony being celebrated for
pregnant Sita and it is on this crucial occasion that

the two demon-agents of Lavana start this explosive
scandal about poor Sita.

After abandoning Sita, Rama discovers his
having been duped and there follows an Act
of repentence, the Anutaparka. There are two
references to this Act in the NLRK. The second is a
line of a verse showing Rama’s repentence, line 1824,
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T ... TAFAG T —
‘6 Te A RrgfEmsi agar Reamgrean’ @l |
The first reference to Anutapa (lines 974-6) is
evidently from the Pravesaka of an Act in which the

two ‘emissaries of Lavapa, Citamukha and Sumaya
are conversing,

vo THIATAG | TUTIA —
@ — %o & Ty, Ak |
GAT: — WES @G AT, TR s |

Sita is abandoned and she is living in Valmiki’s
hermitage. She gives birth to Kuda and Lava who
learn the Ramayapa, and Valmiki proposes to visit the
coming Asvamedha of Rama with the boys, to. effect
evidently a reunion of Rima and Sita through their
children and through their recitation of the epic on
Rama. It is at this juncture that Sita advises Lava
that when they see Rama they must bow to him, for
he is their father. This is the situation in the third
Avaloka—extract. Soon the Asvamedha horse of
Rama comes roaming into the Aérama which Lava
and his friends catch; a fight ensues and Laksmapa
takes Lava captive to Rama’s court. There Lava sees
his mother in a gold image and Rama comes to know
through him that his beloved is still alive. And this
occurs in Act VI of the drama. The mention of the
Act is the useful information given by Bhoja. This
must certainly be the climax and the last scene or Act
or at least very near it. Five Acts have passed before
that, and we know exactly the contents of only
perhaps two initial Acts, Rama’s coronation and

8
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banishment of Sita. These two events might have
taken- place even in one Act; or the diplomacy of
Lavana, the damaging things said by his two spies to
Rama and subsequent banishment of Sita might have
been given in a Viskambhaka or Pravesaka in the
beginning of Act II. We have no light regarding the
contents of the Acts in the forest. When Rama
asks Lava the name of his mother, he says that his
maternal grandfather calls her Sita.

il TP ARHEISTNFHA AT Haw |
From this we see that as in the Uttararamacarita
of Bhavabhuti, Janaka and perhaps others like
Arundhati come to Valmiki’s Aérama. Or perhaps,
sage Valmiki, who had played the father’s role for
Sita, is referred to by Lava as his mother’s father.
The Lavana-episode itself might have been utilised to
yield greater dramatic machinery for the poet and he
might have also lingered for sometime on the birth
of the ‘first poem’. From the Abhi. Bha. which says

FAATES W U, AT SRAOY THE Faiy-
quT: | —P.39, GOS.L Ch.1 107

we have to take the Asvamedha as the chief or
crowning event of the play.

Surely, Chalitarama has interesting turns of
events. The verse ‘3mrax’ shows the felicitous
diction, the flow of thought and emotion of the poet.
That the author could give the subtle touches with a
masterly hand is seen in the two passages where he
makes Lava exclaim to his mother who asks him to
salute Rama when he goes to his presence;—* What,
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are we to become courtiers?’ and later again where
Rama asks Lava who had seen his mother’s golden
statue “Is this your mother?” and Lava says in a
most touching manner:—*Yes, but this mother here
has brilliant ornaments!’ In the Chalitarama we
have indeed lost another Uttararamacarita.



THE JANAKIRAGHAVA

Extensive excerpts are to be had from another
Ramayana-play, the Janakiraghava which dramatises
the main part of the story covering the carrying off
of Sita, the killing of Ravana, the recovery of Sita
and the coronation at Ayodhya. There are as many
as twentytwo occasions on which Sagaranandin draws
his illustrations from this play; from which we may
be disposed to suggest that Sagaranandin had some
special relation to or interest in this play. There is
also a citation from it in the SD. That the play
is a Nataka and that it is named after the leading
characters Sita and Rama, the pradhanas, is known
from the following extract (NLRK. 1l. 384-5) :—

TIFE (i, e, AMIHE ) ARG ARHRAT
AW FISAG | AT AR T AREY |

The main theme of the play, as mentioned above, is
borne out by the following reference in Sagaranandin
which gives the beginning and the fruition of the
action in the opening and closing Acts and junctures,
Sandhis, of the play. (Il. 90-101).

FIAMM:— TT FAFIY LA |
#iar (awag) wf g aRAEe | el at
TR |
B —gor ar ¥ | gaedt @t eReAR awr A
TAIRIT: EFFFAR FSFT AT O TaET
sqaRleaty, &t 9 sGERsa R awamy |
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3T FEAGT IO TZESAMNREA HAINATE ATy
‘ ggrfrmIRRady arfarer =, arey
ST 4T cet |

TAMRAT TONN @RET 3 qaieen e Euer
A I HEERT SAEO @ FKSANT: N{Aq9ST S |

The keeping of the main purpose in the mind of
the audience at every stage of the action is one of the
meanings of Bindu; to illustrate this, Sigaranandin
quotes the recapitulation of the main purpose at the
final stage of success as found in the Janakiraghava,
The extract completes the half-quoted verse from
the closing part of the Nirvahana-sandhi, which was
given above (NLRK. 1l. 177-182) :—

a T (i e MFg:) HET GAI A TTTRR: |

TAT FARLT FEOE —
JrRISTEl Reaaigd FRd Tt
SR E AT HETH YN _ |
FEATIRRIT Tifdarer =, €
|t Fear RrAdEAa: AT @t 6% ||

Here we have a passage from almost the end of the
play. We have luckily the opening benedictory
verse of the play also in which, following the usual
practise, the poet symbolically suggests the central
theme of the play. Illustrating the seed or Bija of
the play indicated through a similar idea or chaya-
i.e, ‘the fore-shadowing of the plot, Sagaranandin
says (ll, 148-152) i—
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SIAT TAT FATARITT —
~ . < ~ o o w .
AT GRTIIMRITAS qAT &1 9 &
T T JAFZANETE (A6)  SAFISEEI |
FIEHeag: @ HIARY: qoUrg TSAT, A=
AR EEIBLGAL: A=A LE: ||
This may be the main opening benedictery verse, or a

subsidiary verse of that nature which some of the
later playwrights were in the habit of adding.

Having suggested the main theme in the
benedictory verse itself, the poet mentions the theme
more directly; illustrating Upaksepa or introducing
the theme in the opening juncture, Mukha-sandhi,
Sagaranandin says (ll. 563-7) :—

AARIQTT TIqE —

YA TANFTITTARAN:
S aAAGARGRE FA |
T F: FEgFARadi( =)
Yar waeg, 7 warg & wor (1)
This would of course be just at the opening of first
Act, soon after the end of the Prastavana. The verse
resembles one at the opening of Venisamhara and

must be the reaction of a character entering to a
statement at the end of the Prastavana.

How does the action open in the very first Act of
the play? The second extract given above showed
that in the first Act Sita and her friend Priyamvada
were talking, that Sita was afraid that Ravaga might
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carry her off and apostrophied to Rima to come to
her rescue and that Priyamvada assured her that if
such a calamity should happen, Rima would cross
the forests and seas and bring her back. How could
such an idea occur here? The explanation is that the
poet has brought Ravana to the Svayamvara of Sita.
Sita had already known of the arrival of Rama on
whom she had set her heart. The situation is not
difficult for us to grasp for we have such changes
introduced in the theme of the Ramaiyana by
playwrights like Bhavabhiiti and Mayuraja, as also
others whom we have already considered in these
lectures. Among plays in print, we may remind
ourselves in this connection of the Balaramayana of
Rajasekhara where Ravana is among the many royal
suitors who had come to Mithila. All this is
expressly confirmed by a further extract from Act I,
to illustrate Culika, one of the devices of introducing
a character or incident or an Act itself. In the
opening Act, we have, as in the Sakuntala, the
heroine and her friends; the poet develops here to
some extent the purvanuraga-vipralambha between
Rama and Sita. The stage is set for the Svayamvara
and the test of bending Siva’s bow.. When Sita is
passing through some anxious moments, she hears a
voice from behind ; it was Ravana, one of the suitors,
who sweeps in, uttering forth his threat and resolve
to the assembled Ksatriyas that whoever might ben'd
the bow or win Sita’s hand thereby, he, Ravana, 18
carrying her off to Lankz by force. The speech of
Rivana is heard from behind the curtain and this is
called Culika (1l. 432-6):—
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TUT FEARET TIAE TI0T T13:(1. o, LY ) =
R gl WUR T qIEIT

TSR S |
dat Ragag Hisit agTaTg
AR TARAMIEZT T |
Now we can understand the talk between Sita and
Priyamvada and the former’s fear and the latter’s
assurance. The dialogue follows immediately after
these words of Ravana from behind the curtain.

ACT II. There are some extracts to enlighten us
on the contents of Act II and the Pratimukha-sandhi
of the play. To begin with the poet gives himself
some scope for portraying love in its Sambhoga-
aspect and we have really two fine verses on the love
of the newly wedded Sita, of that Srngara which
escapes from the veil of bashfulness through the
side-long glances and the half-lifted half-titled face.
Illustrating Vilasa and Parisarpa of this juncture,
Sagaranandin says, 1. 651-6, 657-62 :—

TAT AARNVTY FIASF T —
AT YASARAAGET: T TRGA
Pragead#ien sa1 #fy g a: |
AR ( Y JSEET AR RTEEl-
STIFEAAT REreEE: FUR Hardad ||
qREY: AT FIT UH: —
A e o0 =¥ o e W
GAGEA-Y=B AT AT ageaty |
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TIANTEET 97 T AT
i T ggsatwg ©ff gareiarntie 1)

But it is all not smooth for love ; the first disturbance
is caused by the appearance of Paragurama who was
coming against Rama. Sita speaks to her friend
Priyamvada with an agitated heart on learning of the
enmity of Paragurama with Rama but soon is relieved
to hear from some one that her husband had
vanquished his elder namesake. Illustrating the
sudden development of an untoward thing, Virodha,
and then the relieving news in the form of a welcome
and pleasing utterance, Puspa, the NLRK. says
(1l. 684-6 and 692-6) :—

(Frira: ) o QEAREy TS —
ol PIIT% 099 |8 G AUy RATIgS WiEsadi

“

I F g9 |

(TRgsTq ) | TAr AR B ST -
A Al eIy | e Tgar 948,
Wi fafs faafae, g qEi |
AT AT, SHNETHAS AT
FTMAARSTFHIBLAT TR01 Ay e |
But a foreboding of the more serious calamity that is
to befall Rama and Sita and of which Sita had
already had some idea in the Svayamvara itself, is
given by the poet in the present Act also. Even as
Rama and Sita are sporting, Rama refers to an Asoka

tree which captivates Sita with its fine foliage and
blossoms, and in Rama’s words which have a double

9
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meaning, the carrying off Sita to Lanki is implied.
In illustration of the need to bring to the fore the
main purpose whose seed has already been sown
in the first sandhi, Sagaranandin says, 1. 642-4,
(Bijodghatana):—

FTRITATT FAT UT: dt TG ——

FSEIAATEATA: FISIOA TTETH: |
FRIGIRAEEEArHIST R || 3/

The same is cited again to illustrate the fourth variety
of Patakasthana involving double meaning (1. 1035-7).

There i1s one more extract from Act I1 whose
exact place however we are not able to guess.
Satananda, the priest of Janaka figures in it with
Dasaratha. - Nor does the point for which this serves
as an illustration, the Sandhyanga Upanyasa, throw
any light on it (H. 700-3) :—

ITAME: — T FEARTY G-

TAMAT: —— 27 TARTAIATIAE  TIGTIT  JAAAREAL:
W faer 'gfﬁwgf\rﬁﬁm’ T |

This refers probably to a speech of Dasaratha

when he takes leave of Janaka and Satananda
complimenting the King.

Act Il The three extracts available from
Act 1IT show that action has progressed rather fast;
for in Act TII we are told that not only has Ravana
carried off Sita but Sugriva is already on the stage.
[t would appear that as Ravapa had already been
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brought on in the very opening scene and he had
sworn to carry Sita off, the poet had eliminated the
Kaikeyi episode altogether; but frankly we are at a
loss to know exactly how the poet managed to bring
on the exile and forest life, and how within the space
available for him before Act 111, he even dealt with
the destruction of Khara and his hordes which too is
referred to as having taken place.

The two extracts available in the NLRK. from
Act III of this play refer to Sugriva reflecting on
Ravana’s unwise act and Hanumian mentioning
Rama’s exploits and saying that it was natural

that Sugriva should seek such an ally. (ll. 713-5;
730-4) .:—

fisted T IRG: TFTAT | AAT AEARUTT TAASF
gda: —

SAF] ZIET AT STEVST A |

R g8 W AT A 1)

*

TEATFAT AT | QEARVAT TAASTH g0 -
agEH Heaam g, aq
WY 9T qT:, AT Sy
oF: WG [T S
§ YT JCAR BE @@=z
The third extract is in illustration of Anumana, an
anga of the same Garbha-sandhi, and is in continua-
tion of the second one in the NLRK. (Il. 747-8).

While the NLRK. quotes the later part of the verse,
the SD. quotes the verse in full when illustrating the
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same point (p. 312, N. S. Press, edn. 1922). As
Sugriva walks forth to meet Rama, Rama is able to
see the heroic son of Sirya in his very gait and look.

T SRR AEH Y —

SONIARTT aTGFal qIRAr- !
ARFATAIA! W AR |

JEIATAN HIFTHIFAT -
FRIET GAAIAWISTAt T ||

The next juncture, the Vimar$asandhi, seems to
be a long-drawn affair. There are three citations from
it, in two of which the Act is called Mayalaksana,
which is obviously a ms. error for Mayalaksmana, and
in one of which the Act is mentioned as the VIth.
From this VIth Act, therc is a further extract without
mention of the Sandhi. In the extracts with the
definite mention of the Act as the VIth, Rama has
reached Lanka, but in the two extracts which only
indicate the Sandhi as Vimaréa, the location is
Lanka but Ravapa is seen making approaches to
Sita. It is the latter that call the Act Mayilaksmaga
which would suggest that, as one of its innovations,
this play uses the idea of a fake-Laksmana; what
dramatic purpose the poet achieves through an
illusory Laksmana in Ravapa’s efforts either to gain

1. Cf. Bhavabhiti, URC. VI 19, Rama’s verse on secing Kusa which
the present verse closely resembles ;

TSIV FasIagq qard
VR A5 ARty |
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Sita or to demoralise Rama and his forces, we are
not able to make out, as both the extracts from the
Mayalaksmana-anka do not have direct bearing on
this magic-expedient. In the first extract, illustrating
Apavada or exposing of one’s defects, the wrongs
committed by Ravana are enumerated and the
warning pronounced that the terrible fruition of his
evil acts is coming on. The speech is put in the
mouth of Ravana himself but that might be due to
ms. corruption. (1l 801-6) :—

a7 FTEAGARTE: FAT HARUTT RATH (&)
q(q) g (vEowa ?)

AT ST BIagarEn HieE)-
FTARIAT AT WA RGN |
oy ARE gIAA A
FREAFT TR STEAAGAT YFETT: 1| 3R |
The other extract from this Act is given with the
Act-name but without the play-name and it is

Ravapa’s soliloquy about Sita uttered in his mad
infatuation for her. (ll. 1703-7)

T4 qIARY ($]) g WIM: —

ATF (%) 8 HRAERR, agAAEId gaor
qr 9 gRE ARM, T a@n o aeE: |
ar gEsha g, A agd g
HAATG AAMCFET 7§ GEARTTITEN ||
a Vipralambha-verse which strongly reminds us of
three other well-known verses, one in the Amarue
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sataka, |t et ggEFwTAAAE:  etc., and the other two
e Aquga: and WAEREET ®iaa: spoken by Rama in
the Ramabhyudaya. If the Mayalaksmanpa-anka is
then Act V, we have a gap of the whole of the
fourth Act. In Act IlI, as we have seen, Sugriva
has approached Rama for help; we have therefore
the actual Vilivadha, perhaps Rama’s Vipralambha
during the rains and autumn, then the despatch of
moukeys for Sita’s search, Hanumin in Lanka, his
return and the starting of the expedition; all these
have to be dealt with by the playwright.

Act VI. Rama has reached Lanka. There are
three citations in the NLRK. from this Act. One of
these is an address by Rama to Ravapa pointing out
the unbecoming way in which the latter stole Sita.
This could not at this stage be what Rama says
directly to Ravapa face to face with him in battle.
This could be the message sent by Rama to Ravapa
through Angada the messenger. Illustration of the
Laksapa called Gupatipata (1l. 1570-74) :—

T9T AARTT §YSF TA: —
AT ZROUFIAF ATATTS SrEAUL-
AR gRE gaq: (WA 7)) Hisd qrANa: |
&\ i~ N ~ ~
{T A, SgA0 gT/ FAM, T4 a9
ATEGU TEFFISTGHAL s ||
The two other extracts from this Act show Rima
in a dejected mood; in one we find him reflecting on

Sita’s condition, her anxiety about news of Rama and
Laksmana which she seeks through Trijata and the
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outcome of every day of the battle which for her
is a matter of life and death, Rama says this to
Laksmana (ll. 32-7):—

AR @I | AT JARATT TYSTH TR -
QAR FaT ROFESIARITT
i qar a9 @@ 7 @y A |
Ped Wi sRfaamts (fB)TafR
WEZIFAITON (R33(d AT ATEEA )
By this time the major encounters of the great
battle were over, only Ravana remained. Laksmana
comforts Rama that as the more formidable youthful
fighters Kumbhakarpa, Indrajit and Kumbha have
been destroyed, and there remained only old Ravana,
Rama should no longer worry himself. In illustra-

tion of Niyata-phala-prapti or surety of success,
Sagaranandin states (1. 84-88):—

AUCETITF (a1 T FONCARATAGE | 390
AR qSTH @ -
FUATRAZFIHON T FoaeaTar, awier-
eI ol TR, EsTE: FeTe SR |
TeeFrgangandiEgisia (1) ¥
T srgArEd At aguea |

That there should be a further Act is obvious;
the Janakiraghava is therefore a Nataka in seven
Acts. The last Act is designated Sarmhara, and
mentioning this ‘conclusive’ name, Sagaranandin
makes three quotations from this last Act. The
technical points illustrated by these quotations, also
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prove that the play ends here. Rivana has been
killed and Vibhisana crowned. Recapitulating the
connected purposes of the main undertaking which
have been accomplished, (this is the second anga
called Grathana of the final Sandhi, the Nirvahana),
Laksmana tells Rama (Il. 84-9) :—

7T JEAFITT eI IFAM: —
T e ARl @I
faffmara afvd = aar gH@m |
THRT TEAAAARRIA! T
a9 FAFT ftgar S Brfraor o |

A similar recapituation of the purposes achieved
is found in the extract cited in NLRK., 1l. 177-82,
mentioning the Act as the Sathhara. This has already
been reproduced and explained. It is clear that this
is the last verse of the play spoken by the hero in
response to the customary enquiry at the close of the
play, here made by [ndra, % & y7: frrgesa® ’ and
before the very last utterance, the Bharata-vakya.

The author of the Janakiraghava did deal with
the fire-ordeal of Sita, but in what exact manner he
handled this episode we cannot now say; that there
was some original element in the way the poet dealt
with it can be seen from the following extract bearing

on it (IL. 886-8):—

JFFAETRGI | GEARET GER (W —
(@gwq) =@ fAimw!  enrgaEeAelEE: & w1
QAN | G HHAR T 391 TEH| |
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Vibhisapa brings here tidings to Rama that Sita has
not been consumed by fire.

There is just one more point about the Janaki-
raghava which Sagaranandin mentions; he says that
for depiction of the nine conditions of love, the
Madana-avasthas, we might see the portrayal of Sita
in the Janakiraghava (1. 2515):—

T g AeF AR S |
From this, as well as the extracts of love-verses we
have seen, we might suppose that the author of the
play devoted some attention to the lyrical side of

the theme and treated it mainly as the story of the
two exemplars of great love, Rama and Sita.

10



THE RAGHAVABHYUDAYA

" We know of a Ramayana-play of this title from
the SD. and the NLRK.! The former work has a
gingle citation from the play and the latter has as
many as fourteen citations from it, including the one
found in the SD. o

It is clear that the Raghavabhyudaya is a Nataka
and that it deals with the central theme of the epic,
Rama’s forest life, the loss of Sita, the killing of
Ravana and the recovery of Sita. Sagaranandin
quotes Maitrgupta’s verses illustrating 'in a’ general:
manner the five Avasthas of the drama, Prarambha,
Prayatna, Praptisambhava, Niyataphala-samprapti and
Phala-yoga, with the episodes of the Ramayanpa-
theme, and for illustration from a specific play, says
that these can be seen clearly in the Raghavabhyudaya.
(NLRK. 1I. 102-9).

QREN A0S @I RETTET |
Q9 JEONGAT FA: WIATTEIA: )

giiTer g & a=@: qIgasaT: |
Raar wadmiy: FwEmiEE |

N a3 N . .o
q1 4 YFAYA: AT FEATA: |
FEN & TR TAHATTRTY |

Uy qUARIEY g ||

1. This Raghavabhyudaya dealt with here is to be distinguished from the
play of that name quoted rather profusely in the ND. and mentioned there as
the work of the author of ND. (svopajia)
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We may take it that the play concerns itself with
the story from the Arapyakapda onwards. The
extracts that we have do not refer to any part of -the
earlier story of the epic. There is however one
important point to be noted in this play, which
Sagaranandin specifically mentions; the poet uses the
idea and character of Kaikeyi being at the root of all
the further action. Bindu, the second of the five
elements of the plot, Artha-prakrtis, is usually defined
and explained as the continuity or re-appearance of
the main’thread or seed of the plot. Sagaranandin,
who collects in his treatise the ideas in the different
schools of the Natyasastra, his work being called
accordingly ‘the gem-treasury of views of different
dramaturgic texts’, says that according to another
view the Bindu is some persistent or obsessing idea or
resolve which is given expression to by: the hero
or other characters in every act of the play. For
example, he says, Kaikeyi is mentioned in every Act
of the Raghavabhyudaya. We may remind ourselves
in this connection that in Valmiki’s original itself,
whenever a serious mishap occurs in the forest life,
Rama or Laksmapa or Sita exclaims:— @®mMT ¥
®%0r and there is also the verse in which Rama tells
Kaikeyi on his return that but for her he would not
have had an occasion to know all that he had known
as a result of his forest life :—

awer wARar diet aigaan :
geg MY gINGRAET Y armﬁmﬁs L

diarasd faaysws dRat IRwm:
FE & aF ICOARY q1d AKQ0L A
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Like other plays, the Raghavabhyudaya has its
innovations in the theme of the epic. To start with,
there is a cryptic reference to a celestial voice, that of
the Wind-God, to a curse which would last till the
killing of Ravapa. Illustrating the incident of an
incorporeal voice-Akasabhasita-Sagaranandin says :—

I —
‘g Qi ISRITIERRT [0 |
TRAT: — F ERITEATY WA A€AT AT |

That this curse is used as a crucial motif is sufficiently
indicated because Sagaranandin quotes this to
illustrate Akasabhasita as an Antara-sandhi.

Into the situation on the eve of separation to be
caused by Ravana’s action, we have an insight in one
of the quotations in the NLRK. There is a scene
in which Rama and Sita are conversing; as they
converse there is an unconscious reference to the
impending calamity; such an unhappy reference is
called Ganda or mishap which is one of the thirteen
Vithyarigas, and is illustrated by Sita’s reference to
her ‘ Viraha’ from Rama. (NLRK. 1. 3004-5).

TqT QATARIZY -
U -

% ¥ @iy fasaar nw @ oigs weafy |
a1~ ‘fewmg’
o = fqreag’ |
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The abduction of Sita had taken place and the
only glimpse we have of the part of the play that
follows immediately is a verse relating to Jatayus
preventing Ravapa from having his way. The
following is a verse spoken by Jatayus flaring up and
threatening Ravana, which Sagaranandin quotes to
illustrate the employment of the Satrvati Vrtti in
depicting Raudra Rasa. @ Qs |

TTARY — T A

SIeTg: -
ECENEICIGARISTEL e e
RIS @HFAHG: |
ARG R [T A
FAGAG WG FALAT FA2G: |

The next set of extracts takes us to the seashore
and the crossing over to Lanki. The Act which
deals with this part of the story is called the Setu-
arika, as the building of the causeway and the
crossing over form the basic element of the Act.
There is a reference to this in the SD., and inclusive
of that reference, two in the NLRK. On reaching
the sea-shore, as we see in the opening canto of the
Yuddha kangda of Valmiki’s original, Rama falls a
prey to the pangs of love and begins to lament.
Laksmana, as he always does, reminds Rama of the
work ahead and the futility of wailing. Illustrating
Bodhana, Sagaranandin says :—

FEwEAanT SREEH TR | QEINGEE FeR
(to Rama) —
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SECI-ClLp 1 (g
LY ¢ - N~
HEFLIQl AHGT 949
¥ Fgaat (Tegat) grafdae: |
fg® aEaRgETs
AN GIF TEAACT ||
Another speech of Laksmana in the same context,
referring to the request to the sea to give way, but

not clear in its full import, is quoted by both
Sagaranandin and Viévanatha :—

AN e c ~ . '
AT FIEENRdE ®4T, AT qEIRgEY

qag —

WA — A FEFTASTAT TFAAAST , aferdaq” |
—NLRK. 1l. 1795-60. SD. NS. Press edn. 1922, P, 350.

The most important of the original ideas
introduced by the author of the Raghavabhyudaya is a
false peace-offer which Ravana makes to Rama during
an early stage of the war. This is featured in the
penultimate juncture, the Vimarsa-sandhi, and Sagara-
nandin has four references to it. Ravana employs a
Raksasi named Jalini, disguised as Sita, and offers
to surrender her to Rama; Rama, who, according
to Valmiki, declares that he would afford security
even if Ravapa himself would surrender (afF an T
@37 VI 18-35), is now faced in this drama with
4 Situation which confuses him for a while. The
dilemma for Rama is whether to take back Sita and
accept Ravana as friend or to fulfil his promise to
.Vlt.)his;.anav_ that he would make the latter King of
Laika, Ulustrating the form of Sattvati Vrtti called
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Sanghatya which is the resorting to a treacherous
manoeuvre, Sigaranandin says (Il. 1300-2):—

QIINGZY UF aFIg TOE F2EET AT A
TRIET &rar Far |

To illustrate the whole idea of Vimarsa or suspense
and cogitation, Sagaranandin cites the situation more
fully in an earlier passage.

RrenTagar aut AEEiaEad (-90d ) TRET qaE:
W &g | TR (thamgq&) AT TR
FTEAIt T YRET WY QAR AT YHE Enﬂar
T'ém'il ! a1z (i.e., Rama says here):—

FATT AN T @
FAYWEEAG WA q@: (FTFT=G: ) |

(Y

=y RaafEdaafaer-
ARl Fftami fgEa

Indra had evidently made his appearance in the
scene and was persuading Rama to take Sita and
accept Ravanpa as friend.

In a citation which continues the same context,
we find Rama appealing to Indra and saying that he
could never go back on the word that he would
crown Vibhisapa as King of Laika. Some of the
words and the construction are not clear. It would
appear from a further quotation which will be
cited presently that the Indra here is also a false
impersonation and it was really Ravana who
appeared in Indra’s guise and induced Rima to come
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to terms with Ravana. Illustrating the quality of the
hero called Tejas which is defined as the carrying out
of a resolve that has been taken, Sagaranandin says:

AT I | 99T QHARGET T: —

anang (erErg ?) F ErIEe, A
e} fRegRas aarwsRAT |
NARATAFTEE Ffiqne
Tgl Tgr A far giwat @

But the vigilant Laksmana, who had always a
shrewd suspicion on such occasions and who had
seen through even the deceit of the golden deer, finds
out the fraud and magic employed in this peace-
proposal; when he sets at nought this design of
Ravapa, Ravapa is infuriated, throws away his
guise and threatens Laksmana. One of the Sartvati-
arigas is the Parivartaka or foiling of a plot; and to
illustrate it, the NLRK. says (1283-5) :—

YT QEIRIZT FEEFEAT TG RO s
SEIATATT — ¢ T, SEAN , [09, {8 ey sargaany |

There are no extracts from the main part of the
last Sandhi, the Nirvahana; we have however an
extract which gives us the Bharatavakya of the play.
Ilustrating the final element called Prasasti in two
places (11. 3145-6 and 898-902) , NLRK. cites :—

(a) e gy e ool gy |
(b) TR U —
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fre: gediaag gt & g B
&R AT gug, WA JEAEIn G |
FISAH GECEGIATRA FIaHG:
Fifd: Rarar WEiRHATFET ST ()

It is unfortunate that the poet who prayed in the
Bharatavakya for lasting fame should have been
forgotten and has to be resurrected from pieces of
citations. On the side of the plot, the Raghava-
bhyudaya shows some lively originality and in respect
of the style, the passages presented above reveal a
play in which a simple and straight diction has been
employed and the movement of the plot is not
hampered by reason of too many postic effusions or
overwrought passages.

11



THE RAMANANDA

Rimainanda is another of the lost Rama-plays;
it is not quoted by Bhoja with mention of its name,
but two of its verses are quoted by him anonymously,
and from external evidence we are able 1o identify
that those two verses are from a lost Rama-play
called Ramananda. One of these two verses is of
importance since it raises a point of textual criticism

regarding the current version of the Uttararamacarita
of Bhavabhiiti.

It is from Singabhapala’s RAS. that we come to
know that these two verses referred to are from
Raminanda. Singabhapala quotes a third verse also

from the Prastavana of the Ramananda. RAS, TSS.
p. 248 :—

TAT AR —
. - ~ ¢ ~ n *
| T FAZAGHEIZAGA FEFTARETS
¢ < -~ o .« N =
TEA AN( AR )TTT IZFS FIBESEHTT |
T g@ fqwmragein: adm fawer (g9ar) w9
CN A A ~ " T
SPAIST Frarsaa Fwafege 9 (28T ) A@iah: |
This beautifu] description of the rainy season is
quoted anonymously by Bhoja in the SKA. p. 620,

where the verse has variants at three places as shown

above in the brackets. Again on p. 255, the RAS.
says :—

TAT AR —

= i H

Y AT FIFZEEAANT 7 598 HAMY
ST TS o | A gae TER |

2
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ART 9 T RHvaaT: 75 OIS @
HIRERY afEm@EeT aF @A i ¥ |
This verse is quoted by Bhoja in the Sr. Pra. Vol. IV,

pp. 657-8 and in the SKA. 506. In the SKA. and
Sr. Pra. the following variants are seen :—

Y ~ e
F: KYAT T .
g;:-. . Z I for =a9 RAATHN
and 7 gqar gav
Afgag: for sty

Now this verse which Singabhupila attributes to
Ramananda is now found as verse 45 in Act IIL. of
the Uttararamacarita of Bhavabhuti. .If we examine
the text of the URC. carefully, we can easily see that
this verse ‘z7q g=° has no place there, that it belongs
to a similar situation in a similar drama, and that
some scribe or over-enthusiastic connoisseur was
responsible for adding it in the URC. The context
‘in the URC. is this:—Rama is in his second great
separation from Siti; he contrasts the second with
the first; he considers the second as greater in sorrow
and gives reasons why the first separation when
Riavapa carried Sita away was not so unbearable.

UR: — T TIAAGAT FqTAT FaT |
At WA IEARITEARE-
ffagigort AMIATAZALE: |
fr graran @ w@g Ryt
FFE0l @@l MR g afFeT ||

I One of these two is to be adopted, as ths RAS. reading is incorrest.
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[T — TEAIEIRA QEaRRE | el arean@ ) (smEr)
T — g WL !

a7 FFaeAn ¥ f9 gdut 341-

QD

HIRERY aRmmAer o 50y @ 7 0

~ o ~ e N

Hrar — FgAIRETRE TR |

R - G grafta! gy gEEiEdt  uaedaq |
L @ Agfremy | aggwETE At T |

Here the second verse ‘s75 @’ does nothing more
than repeat the idea of the first verse ImamT w\ranq .
That is, it elaborates the idea of Upaya-abhava and
explains how the second ‘Viyoga’ is © Niravadhi.’
Secondly Sita’s remark on the first verse is meaning-
ful; but her remark on the second does not even bear
any relevancy, and is a mere repetition of the first
part of the previous remark on the first verse. The
transfer of this verse from Ramananda to the URC. is
also responsible for making the verse an apostrophe
to Sita, and reading the last part of the verse @ &
&0 & found in the SKA., Sr. Pra. and RAS. into ag
far &7 ¥, which those responsible for the insertion
thought would ease the way of this verse going into
Into the URC. Iam disposed to consider that this
verse does not belong to Act III of the URC. and

that its original place is the now lost Rima-drama,
Ramananda by name.

The third verse quoted from the Prastavand of
the Rdmdnanda, by Singabhipila is on p. 269 of
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his RAS. and illustrates the type of poet called the
modest one, vinita.

TAT YA —
A A BEAA TEhE
ST AT TAAATST |
1Y YAFAITT
FAISTWIT FHBF ||
Saradatanaya refers to a Ramananda. a play,
twice in his Bha. Pra. Perhaps the Ramananda
mentioned by him is identical with the one quoted by
Singabhupala.  First, Saradatanaya quotes it for
illustrating ~ “deviation from the original,” the
Utpadya amsa in a Prakhyata Vastu. 1t is said by
him that Vibhisana is here introduced to us at some
length even before Sita is carried away by Ravapa.

< [ S Y
TATTAAAG [FIFGHATAEG T |

[aN

Rad Aresf qiggya wmead 1)
TETE HAEIOA 9T oo |
TEELAMTHTY QA 92339 1]
— Bha. Pra. VIIL. P. 234-5.
In IX. p. 258, Saradatanaya says that the Ramananda
is a dramatic piece of the Upariipaka class, the type
called Srigadita, in which the whole piece is worked
out as the description of her lover’s exploits by a
separated and yearning lady addressing her friends.

N N O
TEHOSAT GIFIAA Y3 ar AT ar |

eI HNET YA T4 FIA )
We have no evidence to verify this. Bhoja, whose
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description of Srigadita is borrowed by Saradatanaya,
does not give Ramananda or any other play as an
example of it. That the Srigadita Ramananda is
different from the Nataka of that name considered
earlier could be seen from a reference to the latter in
the NLRK. where Sagaranandin refers to it as an
example of the type called Nataka: line 385 wqmex

(i.e., Nayakasya) {RZiqT Igaagl AREEET @

FISA | AT JARWLS AR A@HT, QAL |
Sagaranandin has also another reference, a few lines
before this to the Ramananda having a Sankirpa
Viskambha featuring lower characters like the
Ksapanaka and Kapalika (line 373), a reference
found also in the SD. (p.293, N. S. Press edn.
of 1922 ) and Rucipati’s gloss on the Anargharaghava
(p.- 70, N. S. Press edn.). The name Ksapana-
Kapalika is found cited twice by Sagaranandin as
that of a specific Act of a Rama-play, lines 3113,
3117, first it is cited to illustrate s@dhana and then,
to illustrate camatkara.

7. STEREAIT: GNAY | FAT EITHEENSE- WG
AP0 qHFIA | (1, 3113)

Y. TR SHEIEZ OT | TAT SVUHIADE -

o

& anF (frnod) ! qmesada (omeat) e
qUERTT s (T?) afy At sl (L 3117)

1. For a mention of the Ram&nanda as an example of a Nijaka-name
of the specifically non-significant type, see VJ. p. 243.
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The earliest writer now known to quote any of
these three verses is Rajasekhara who quotes & T&x
anonymously on p. 109, KM. to illustrate the
Anuvrtti-stage of a season. Therefore the play is
earlier than ¢. 900 A. D.

——



THE MAYAPUSPAKA

The earliest writer to quote from this play is
Abhinavagupta who refers to it three times in his
Abhi. Bha. Illustrating the element of Natyadharmi
which consists’ of introducing abstract ideas in
personified forms ( NS. XIIT. 75), Abhinavagupta
refers to the entry of the curse, Brahma-$apa, as a
character in Mayapuspaka

a0 QAT aa: sfafy awam ” 3/ )
— P. 216. GOS, edn. L.
That this entry of the Brahma-§apa appears at the
very opening of the play is known from the ND.
where it is mentioned as- illustrating Bija, ND. p. 43,

FNETAAINGS €TF A TAGEIT | I4T FN-
IoqF A9 ARTT T —

- ~ A S e ~ ¢
THA F ARear wEdy AT arfad
TARAT & TI5q: % NHAIST FAAGH: |
F W=D VW F A [GTIAACAE TN
% FAR FI0 Ao 7T TT FTIA G ||
From this it is clear that the Brahma-§apa that is
Introduced in a personified form at the outset is the
curse which the blind Muni had pronounced on
Dasaratha in his young days when the latter had
shot down in his hunt the former’s son filling his
waterpot, mistaking him to be an elephant. The
dramatist lays hold here of an episode which is an
integral part of the story, for the whole sequence of



THE MAYAPUSPAKA 89

events, the miscarriage of the proposed coronatien,
the exile of Rama and the death of Dagaratha in the
sorrow of his separation from Rama, appeared as
the nemesis of Dafaratha’s former act of Kkilling
the Muni-kumara, While this is implied in the
original story, the originality of the author of the
Mayapuspaka is that this curse is brought on to the
Stage in a personified form and is made to play an
active and visible role.

Two other quotations in the Abhi. Bha. and one
in the ND. have reference to its Patika or the part
played in the play by Sugriva. The point for whose
illustration the Mayapuspaka is quoted is the concept
of Anusandhis or Minor Sandhis forming part of the
Pataki-action. The ND. says (P. 48):—

T FRIaarsERaAT WAftd —

g YAAARINAGIET R A0t ud

T AP aEaAtT: |
THREANE ATRREEE T a9

T W=TIgIN: qAISH g Rerm(TA )@ i

AT FAMZEFATTAT T dg WA FAEI-
HIHECT GAATTAIT, TRNRGAIANITS FTeoers  gagy-
EEEACICH
Abhinavagupta quotes this same verse, mentioning
Mayapuspaka, in a different context to illustrate
Stcabhinaya (pp. 169-70, GOS. III). The speaker
of the verse, it is clear, is Sugriva, and from the
meaning, it is clear it is spoken by him on the

12
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seashore, before the building of the causeway.
Sugriva recalls to himself all the help and happiness
he had received from his friend Rama and bemoans
that for his part he is not able even to build: a
causeway with the stones easily available all around
there. To illustrate the concept of Anusandhis
within the Pataka-part of the story, Abhinavagupta
quotes quite a different verse which seems to be
spoken by Ravana or one on his side. Whether
actually introduced or implied or left to be inferred,
these internal sub-Sandhis are there in the Pataka.
(GOS. I1I. p. 17) :—

7T QISR —
TS TAT Brfvea: ATTAET
T AYHHAAT 7@T T IFI |
At qur ARG T
A g1 Rrefd Tee O ||
This verse should occur in a context later than that of

the previous verse spoken by Sugriva.

The VJ. mentions Mayapuspaka twice :— First
(P. 243, De’s edn.) Kuntaka mentions it as an

fexamplc of a title of a drama which gives an idea of
1ts pivotal motif:—

q9= NREINONIINT  GH AT BT SEEE
T%’E%a"r T OIS a9 aAT ... qAT arwarmn@‘a?-

E’TU@H—HIHHHHW-H[Q[&EQ? ~FARAN -G (ST T (-
CACHIC
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We can see from this observation that the motif
of a magical Puspaka-vimana is effectively used in the
play; it can be even surmised that this is used by
Ravana, but in what exact manner and in what stage
of the plot this is used is more than what we can say
from the meagre extracts available to us.

In the second reference (p. 244), Kuntaka
mentions Mayapuspaka as one of the Ramayana-plays
which had succeeded in playing variations on the
same theme. That these variations are both original
and interesting so far as the Mayapuspaka goes is-
borne out by the extracts above discussed, meagre
though these are.



THE RAGHAVANANDA

Another Rama-play now lost and of which we
come to know a little from Bhoja’s Sr. Pr. is
Raghavananda, from which Bhoja quotes two verses.
The drama possessed undoubted literary merit. As
its name suggests, it should have ended with the
victory over Ravana. Of its author we know nothing.

The following are the two quotations from the
Raghavananda in the Sr. Pra.

1. P.530. Vol IL. a1 YT —
Mg FRAATE TATSI: AT &g,
Ty IS AT FAPITAGAT 9T |
M0 T TTH HI AT G NEITAE
FIOAHEANT: FTIHTAT IFNISTAT ||

2. P.535 91 QIR FFAENN TEANGRTT —
TRTSEY SdIE R AT SfarE 9
AEAREAT 9 o A1 7 ST 99|
I Faifte TEf aEg aQdEAOEE-
A ARTERE AT |EEAnT: 1|
The Kz vyapradipa quotes the latter verse anonymously.

The reference to this verse as from Raghavabhyudaya

found in Sa . . .
error. garanandin (line 1660) is due to a ms.

w'thThe drama Raghavananda must not be confused
1t t.he last act of Rajadekhara’s Balaramayapa
Wwhich is also called Raghavananda.
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The above do not exhaust the Rama-plays
produced in the heyday of classical Sanskrit drama,
nor the imaginative variations that the poets of this
period worked on the basic Ramayana-theme. There
are a few more plays, as alsostitles of Acts of plays,
on the Ramayapa theme, cited in works of poetics
and dramaturgy, which too, it may be worthwhile to
notice here.

THE SVAPNA DASANANA

Bhimata, according to a verse of Rajasekhara
recorded in the Suktimuktavali, was a chief of
Kalafijara. The above-mentioned verse of Raja-
dekhara credits him with five plays and adds that the
foremost of these five is a play on the Ramayapa-
theme, called the Svapnadasanana. As plays having
such names have to take these names after a pivotal
motif, it would be highly interesting to know how .
Bhimata worked out his plot and effected the
innovations called in the wake of the title-incident of
Ravapa’s dream.

FrogWEs e agaresng | !
A1 SRS I AT 1)
THE ABHIJATA JANAKI

The Abhijatajanaki, taking its name after the
heroine, is once met with in the VJ. where Kuntaka

1. Another of his five plays is Manorama-vatsaraja, on the Udayana-
theme quoted in his name in ND. p. 144. If Bhima and Bhimata are the
same, as they probably are, one more play of his related to the Capakya
story is known, the Pratijia-Cigakya, which the Abhi. Bha. quotes twice
(GOS. 11, 161, 425).
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quotes it prominently as exemplifying the original
elements which poets introduce into the frame-
work of old stories. Act III of this Nataka is
mentioned and quotations are made here from the
context preceding the building of the causeway.
Unfortunately, owing to the corrupt nature of the ms.
here, certain portions of the citation and Kuntaka’s
observations on them are not clear. The original
idea meant to be given as illustration is that even
before any decision has been taken by Rama er any
discussion has been held as to how they could cross
the sea, Nila and other monkeys at the very sight
of the sea exclaim that they could easily build a
causeway with the rocks lying around. A remark of
Rima and a verse of Jambavan, from the same
situation are also quoted.

(Mad. Ms. 3332, De’s edn. 222-3):—
AIAFAARTRR(TH ) aa% (ATR) TIASE
agaay strrrsaTerrarasmt (1) sthitrarsde e[ je-
TAEERH, AT (I ) SO SqwHT ARUHEEL-
PEHAAE TSI ETHO | qAT ! qF @A AR =

TS Gla GEE: FES aeHIFERS 7
TEVETH FSAFACEHISETFHISH |
FNETRATFGETEFAT Fo1r SR
STIET AEITYISTT TIF: BIgS A 8 |
TRUIGAHFE O FSFSMAL =

1. Upto this from the Mad. Ms. of VI,
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ATTRAT FA T AT FgHrEER
ST FARAL FIGHIHTET |
SiazRgzsaragaraiE fog
SEAT: IAATAI ST TEITA ||

lFrqregTaT 3R YN QATIEAFETAISY aIEag—
sgRafEwAdRaRE Y |
FATIATTEAARNAC Fafta 7 ||

THE ABHINAVARAGHAVA

The Abhinavaraghava is only once cited in the
ND. and as that citation is from the prologue, we get
information of the author but not of the theme or
how the author dealt with it. Illustrating Prarocana,
the ND. says (P. 155) :—

—S=Ar | 7 iR siETuTy -

ITh: — (Fewy) w1 e @Ay |
AT YTTAS (THATAEAR
FI5H T TTATAATAAR: |
CECLERIUER G ERI]
T ARFATIGARERA | |
As the Kashmirian Bhattenduraja could only be the
guru of the name mentioned by Abhinavagupta in his
Locana, Ksirasvamin who wrote this play and
describes himself as pupil of Bhattenduraja must have

been a contemporary of Abhinavagupta in the last
part of the 10th century and beginning of the 11th;

1. Mad. Ms. V],
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he may or may not be identical with the grammarian
of that name, the author of Ksiratarangini etc.

THE MARICAVARNCITA

The Maricavanicita takes its name after the
pivotal incident of the deceit played by Marica in the
guise of the golden deer, which enabled Rivana
to carry off Sita. Saradatanaya refers to it twice;
Bha. Pra. P. 217, 1. 13-14 and P. 223, 1. 2. The

second reference tells us that this is a Nataka in five
acts ;—

A T QAR |
From the first reference, we know that the story
of the play extended upto the end of the war;
Saradatanaya mentions Vibhisana and a Pravesaka
in which two demons Ulkamukha and Dirghajihva
figure and an untoward development was brought to
an amicable conclusion :—

\

AT | A ArwwT FA |

o © ~ -

A, FRAIST aRIIeIqEy ||

T frfiaverE afaessgEe T 1

e masaiy aes s 0
THE RAMAVIKRAMA

The Ramavikrama is a Nataka onh the earlier
Ramayana story and not on the story of the
Uttarakanda. The poet, it is interesting to note,
brings Janaka into the picture and makes him learn
of the perilous life which Rama and Sita have to lead
amidst the Raksasas in the forest. The NLRK,
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quotes from the second Act of the play; 1. 676-82,
conversation between Janaka and a Brahmacarin
from the forest ;—

Tur QAT Eddsy —
TqF: — 97| g A |
wg: — ! euaa: | (Smr)
IE: — 6 a9 AgAAG 1 A ACAS, I qEAAT-
ST |
ag: - Farsiy & (1) vedERiay @ amaiony | ere ®
quiaSHIRaT samar: | (1) @ |
From the way in which the imagination of these
playwrights worked, we may assume that this
Brahmacarin is really a Raksasa in guise. It is clear
from the mention of the above extract as from Act II

that the opening Act of the Ramavikrama dealt with
the disturbed coronation and exile.

STRAY ACTS

More interesting are the titles of separate Acts
which the NLRK quotes from some Rama-plays
which I have not so far been able to identify.

An Act called Ayodhyabharata is twice cited by
Sagaranandin, 11. 1710, 2976 :—
(a) Illustration of the Laksana Gupakirtana :—
YT — W 4= |g: S

which is a praise of Rama,

13
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(b) Tllustration of Chala:—
AN —

FEAN: — AFSNALZEAFRG  gAgasy @y ey
FREAM |

gfTT e - @ | ()

Now these two references are quite intriguing. While
the title Ayodhyabharata may be that of an early or
even the opening Act of the play, it cannot be guessed
how the poet brings on Trijata at such an early stage.
The second extract is a speech of Laksmana addressed
to Rama and would suggest a later context, or even

one towards the end. But then, Ayodhyabharata is
an Act-name, not a play-name! '

The Kekayibharata, NLRK. 1685 and 1764 is
equally intriguing. The two references to it are too
meagre to give any clue to the theme or its treatment.

(@) Ilustration of Sariupya :—
a1 FFNIE —
TEAN (UARSTST: FRAT:

(b) lustration of Arthavisesana :—

T FRAAW AT —
W . L S L o
mmaqmawrwwrmwmlml

The Dasaratharika is expressly mentioned as an
Act and from the name and the contents of which we
have two glimpses, it is clearly from the be

innin
art of the play. ¢ d
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(@) NLRK. 1002-3, illustration of th
Patakasthanaka :— e. first

AT FIAG TS WS (A (@AM 9T
U A AR RMRAMgFIET TE6: SR — RIS
Tegg a9’ TR |

() Ibid. 1782. Tllustration of a hasty word
resulting in an undreamt of calamity, Visarpa:—

“ n
qqT TG F>gH—
- . hnY ¢ A~ NN ~ ~
qraFaE a3 (@) g9 (7e) 6 = afa far |
Ay FART T AT FFE ]
Dagarathanka is thus the Act in which Kaikeyi takes
her boons and Rama leaves for the forest.

The . Pravrdarika is, as its name bears out, the
Act in which, during the Rains, Rama was waiting in
his cave in the Malyavat mountain for Sugriva to
take steps to help him. There are three citations

from it in the NLRK.

(@) L.289: ST FEFEHT AGATT 7 |

t is the elucidation of the nature and
purpose of the Pravesaka. From the illustration, we
are to gather that in the Prgveéaka to this Act
Kagkalaka, a lower character, informs the audience
of the killing of valin and that the main Act depicted
Rama’s forlorn state in the Mﬁlyavat cave during the
Rains. The mnext citation in the NLRK. gives a
beautiful lyric from Rama’s mouth:—

() LL 3046-52: Fa@: | T TTE -

The contex
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I SAfapd (e 1) WA awosht | g
R | (aReFearaoioa ) Faeenfy @i | 58 A FEq—

FIAFIARY efy FEAERSA ad
TTI T aeTsaaREl FH w0 AE |
ARTARAENT H(5d IE@ W amE ‘
FTRawaRee: agfear IRT OF A || 3R |
More pathetic is the condition of Rama as revealed
in the third extract (1. 3120-1) in which he asks
Laksmana where the latter had been all that time.

WA | U7 g -

98 | i Yot & ndr wAETEA

The Vibhisapanirbhartsanarka is one more Act
Wwhose theme is obvious but from which we do not
have extracts long or numerous enough to throw light
On any original ideas that the poet might have
Introduced here. The bit cited by Sagaranandin
men.t1ons Vibhisana going over to the more
meritorious side, NLRK. 1. 1808 '—

T queggeg | qar EROREEAg Ao
‘TR gy | '

The Saktyankq is obviously the one relating to
the battle of Lanka, in which Laksmana is hit down
by Ravapga’s Sakti weapon. Sagaranandin quotes it
four times;

L. 338 :—This refers to the Pravesaka where the
NLRK. says two monkeys figure.

= SHT% W oF wdem | gur YHRIF IWGAN |
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L. 388 :—The second reference is to individual
Acts of a play having significant names :—

TR, FESFHTHT AT SFOW | AGISY GHIAIF: |
gheAtIE: |
L. 967 :—The reference here clinches the theme
of this Act as Laksmapa being hit by the Sakti.
€T SERIEIWET 9540 | 97 JARAG SEAM: |

L. 1749 :—This is further corroborated by this
citation which mentions Rama’s apostrophies to
Laksmana in his sorrow in this context ;—

AMHFY: [HEEEA(H) FHAH ... a0 ‘T (E) !
fag’ giv gt T

A fuller citation comprising two verses of
Rama’s lament in this situation is given by Allaraja
in his Rasaratnapradipika! (P. 32):

FEAY TRAA T g aw: -
magmEr afy: fmakr T Dot
Al TEHAT TSFASH (hidagad: |
gCar: faRfian: fme
RitEaRR: @it F @[y s ge g |
TR ag1 TH:-
waaaty afvafy s fefuarca
W &@-aRd RGaT A i & a95T |

{. DBhiratiya Vidya Bhavan Series 8, 1943,
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AT AT TAT T€ W AT AAHES
Al AAg SEHONSE AAIE A 749G TgAd 1|

The Sampatyarika takes its name after the brother
of Jatayus whom the southern party of monkeys
comprising Jambavan, Angada and Hanuman,
encounter and from whom they learn of the actual
whereabouts of Sita. The author of the Rama-play
from which this Act is cited had worked into this
context some innovations, such as an attempt of the
Riaksasas to dupe the monkeys and bring them to
grief. A deceitful lady character, a Raksasi named

Mayavati, is introduced who tries her wits on
Angada, Hanuman and others:—

NLRK. 11. 749-50:
~A19RT | AT RIS -
qEAEA—YT | I At g wragRagnagua |
NLRK. 1. 758-60: ®qsaraarumieey |
a1 GIAGH —
EIATA — TANSIHATAAT A(AA59] |
AFT: — A AW FIETTE FTRARAAL 2 |

NLRK. 11. 761-5 show despondent Aigada soliloquis-

ing on their failure to locate Sita and as to how
they could face Rama and Sugriva :—

RIRASATTGET: | qORaATH AFL: Wrivrg
f& =/ gAUA @R qrﬁsgﬁa@m
f& @fa wiy IR TTe R |
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WA JSTFIUER T41 T8 A1 WSy
% FeuiT aARET TRYRENTYET a9y ||

The last extract from this Act is Malyavan’s
advice to Ravana to desist from his evil doings; it is
not known how this fits into this Act. Illustrating
Prasiddhi or the enunciation of some wellknown
facts, Sagaranandin says (Il. 1666-70) :—

T GIYIATH AT~

ST gAfrad: qAE-
Prerradv war fEs: |

e Tl RN
qezH: g !

Perhaps, to turn back the monkeys comingin search,

Rivapa, having got news of their reaching the sea-

shore, thinks of killing a Maya-Sita before the very
the monkeys so that they might return to
nd report that Sita was no more; and
his nephew that such acts

eyes of
Rama a
Malyavan 1S pleading with
are unbecoming of him.

E——— )
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Bandha—50

Bharata—51, 54

Bharatavakya—28, 30, 31, 72, 80, 81

Bhasvara-variety of Nataka—29

Bhaya—45

Bija—_61_, 88
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Bijodbheda—67

Bijodghatana-Sandhyanga—66

Bindu—61, 75

Black-magic (motif)—18, 26

Bodhana—77, 78

Brahmacarin—97

Brahma-$apa (motif) —88, 89

Camatkara—86

Canakya-story—93 fn.

Candraketu—50

Causeway—77, 90, 94

Chala, Vithyanga—98

Chalana—11, 19

Chalita (duped) —55

Chaya—61, 62

Citamukha-emissary of Ravana—56, 57

Citra-nepathya (stage property)—18

Culika—63, 64

Curse (motif)-76, 77, 88, 89

Darunika—46

Dasaratha—5, 6, 88

Dautya of Angada—23, 24, 38 fn., 40, 42-44, 46, 70

Deceit (Kapata) 3rd—56

Demons—55, 96; -agents—56

Dhvani ; Asamlaksyakrama—25; -Rasa—25

Dirghajihva (demon) —96

Dosa; of Vakya-7; -of Prabandha-7; -of Rasa 27, 28

Dosa-hana—7

Drama-good features of-4; technique of fight-des-
cription in-23; devoid of significant action—29;
wordy—29; technique of introducing character
in-33; naming of-60, 86; 5 Avasthas of-74,
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Drava (Saiika) -Sandhyanga—43, 45

Dream (motif)—93

‘ Duped-Rama’—55

Disana—15, 33

Epics, the two, sources of poets—vii, 5

Fake-Laksmana (motif)—68

,»» -Puspaka. See Maya

, -Sita. See Maya

False peace-offer (motif) —78-80

Fight (war) —10, 23, 26, 30, 39, 45, 54, 70-72, 96, 100

Fire-god—30, 32, 48, 73

Flaws, see Dosa

Ganda-Vithyanga—76

Garbha-sandhi—45, 67

Gautami—26, 33, 34

God: Fire (Agni)—30, 32, 48 ; -Wind—76

Gold image of Sita—53, 57, 59

Golden deer—4, 5, 26, 27, 33, 34, 80, 96

Grathana-Sandhyanga—72

Guna—7, 8; -of vakya—7; -of Prabandha—7

Gunakirtana-Laksana—97

Gunalankara-yoga—7

Gunatipata-Laksana—70

Hanuman—41, 67, 70, 102

Hasta (gesture of hand), kapota—12

History of Sanskrit Literature—vi; -of Drama—uvii;
-of Classical Sanskrit Drama-93; -of Poetics—26;
-of Dramaturgy—26

Impersonation (motif)—x, 26, 27, 33, 34, 35

Indra—72, 79

Indrajit—17, 18, 27, 71
15
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Innovations in Ramaiyana theme—4, 5, 26, 27, 34-40,
42-44, 46-47, 68, 69, 72, 73,175,
78, 80, 85, 86, 88, 89, 96, 97

Innovations in the story—ix ff, 2-4; -two main motives
in—ix ff; -limits of—x; 2, 3, 4; -for purposes qf
Rasa—5; -to save the characters—5, 34; -to §u1t
the purpose of dramatists—53-54; -to yield
dramatic machinary—58

Itihasas-vii; -as sources of dramatic themes~vii, viii ff.

Itivrtta (plot) —vii, viii.

Jilini-a Raksasi—78

Jambavan—94, 102

Janaka—58, 66, 96, 97

Jatayus—28, 39, 40, 77

Kaikeyi—5, 56, 67, 99

kankalaka—99

Kapalika—86

Kapata (3rd variety ) —56

Karupa-Rasa—26, 27, 28

Kéryamimﬁrhsa-Sandhyaﬁga——SZ

Kavya-Sravya-—29

Kavyasamhhara-Sandhyanga—31, 48

Khara—12, 13, 15, 33, 67

Kheda—41, 71

Kiskindha—a40

Krtya (a female evil spirit) —26, 27, 42

Ksapanaka—86

Ksatriyas—63

Kulapati—37, 39

Kumbha—71

Kumbhakarna—17, 18, 23, 71

Kusa—>51, 52, 57, 68 fn.

Kutasandhi (motif)—79, 80
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Laksana: -Sarupya—53; -Gunatipata—70; -Guna-
kirtana—97

Laksmana—9, 11, 30, 33, 34-36, 41, 45, 46, 50, 54, 57,

68, 70, 71, 72, 77, 78, 98, 100, 101

Lalita (variety of Nataka ) —29

Lanka—11, 40, 42, 63, 66, 68, 70, 77, 78, 79, 100

Lava—50, 51, 53, 57-59

Lavana—54-58

Loss of works—uvi, vii.

Love: -its sambhoga aspects—64; -nine conditions
of—73; -verses of —73

Mada-Vyabhicaribhava—36

Madanavasthas—73

Magic (motif)—x, 18, 26, 69, 80, 91

Magical Puspaka Vimana (motif) —91

Mahabharata, theme-source of poets and playwrights
—Vi, vii

Malyavan—103

Malyavan ( mount)—20, 99

Mandodari—42, 43, 44

Manthara—55 fn., 56

Marga—67

Marica—13, 14-16, 23, 33, 34, 80, 96

Maya: -of Sita—10, 18, 19, 45 ; -of golden deer—26, 34 ;
-of Puspaka—91; -of Laksmana—68

Mayavati ( Raksasi ) —102

Mithila—63

Monkeys—10, 16, 20, 40, 70, 94, 100, 102, 103

Motifs; -impersonation—x, 26, 27, 33, 34; -magic—x,
69, 80, 91; -Maya—10. 18, 19, 45, 68, 91, 103
-black magic—18, 26; -witchcraft—47, -curse—
76, 88, 89; -Kutasandhi (false peace-offer)—78-80;
-Brahmasapa—88, 89; -Ravapa’s dream—93.
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Mukha-sandhi—61, 62

Muni—_88

Munikumara—87

Nandigrama—54

Nataka—9, 71, 86, 94, 96; -five-fold classification
of—29; -classes of —vii ‘ﬁ'.

Natyadharmi—88

Nikumbhila —27

Nila—94

Nirodha-sandhyanga—52

Nirvahana-sandhi—9, 10 fn., 20, 52, 61, 72, 80

Nirveda—25, 33

Nivedana—78

Niyata-phala-samprapti-an Avastha of drama—71, 74

Pampa—22

Paficavati—9, 12, 13, 30, 33, 54

Paragurama—65

Parisarpa-sandhyanga—64

Parivartaka (anga of Sattvati) —80

Paropakara—39

Pataka—42, 89, 90 ; -action—89

Patakasthana 1st—99; -2nd—17; 4th—66

Pascattapa—56, 57

Phalayoga: -an Avastha of drama—60, 74

Plays: -of significant titles—26, 27, 55, 60, 90, 93, 96,

98, 101, 102; -based on epics—vi
Poet, Vinita type of—85
Prabandha, good features of—7; -gunas of—7;

-Dosas of —7; -Alankaras of—7, -Rasaviyoga—7;
-Dhvani—2
Prahasta—15
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Prakarana (Social play) -reconstruction. of lost
specimens of —viil

Prakari—39

Prakhyata: -Itivrtta—ix; -Vastu—85

Praptisambhava, an Avastha of drama—74

Prirambha, an Avastha of drama—74

Prarocana—95

Praganta (variety of Nataka)—29

Prasasti-Sandhyanga—31, 49, 80-81

Prasiddhi—103

Prastavana-7, 8, 9, 29, 32-33, 82, 84 (See also Prologue)

Pratihari—43, 44

Pratimukha Sandhi—55, 64

Prave$aka—57, 58, 96, 99, 100

Pratinayaka—26

Praudhi—S8

Prayatna, an Avastha of drama—74

Prelude—32, 33

Priyarhvada —62 - 65

Prologue—29, 32, 53, 95 (See also Prastavana)

Pumsavana—55, 56

Puranas—vii

Purpa-variety of Nataka—29, 30

Purvanuraga-vipralambha—xi, 63

Puspa-sandhyanga—65

Puspaka—22, 23, 37, 38, 51, 54; -Vimana—9l

Rajarsis—viii

Raksasas—55, 96, 97, 102

Raksasi—78, 102

Rama-plays, three kinds of—54
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Rama—4, 5, 9, 11, 13, 16, 18-27, 30, 31, 33-35, 39, 40,
42, 45, 46, 48, 50, 51-58, 60, 63, 65, 70-80, &3,
84, 90, 94, 96, 98-100

Ramayana: -Ayodhya—10, 11, 51, 52, 54, 55, 60;

Lanka—11, 40, 42, 63, 66, 68, 70, 77, 78, 79, 100;
Paficavati-12, 13, 30, 33, 54; Mailyavan-mountain
—20, 99; Pampa—22; Kiskindha—40
Ramayana-episodes: -Sita-svayamvara—63-64 ; -Bend-
ing of Siva’s bow—63, 64; -of Paraurama—65;
-coronation, proposed—x, 34, 59; -Kaikeyi’s
boons—99 ; -of Kaikeyi—67; -Dagaratha’s Sapa
—88,89; -Exile of Rama—x, 9,30, 39,67; -Death
of Dasdaratha—89; Rama’s forest-life—x, 9, 30,
67, 74,75, 89, 99 ; -Khara-disana-vadha—33, 67;
-of Sarpanakha—I11, 12, 13, 22, 33; -False perso-
nations of Siarpanakha—26, 27, 33, 34; -Ravana’s
plan with Marica—33; -Marica in Vi§vamitra’s
sacrifice—33; -of Marica-96; -of the golden deer—
X, 33,34, 96; -Sita abusing Laksmana—34, 35, 36;
Kulapati and hermits helping Rama-37; -Abduc-
tion of Sita—13, 14-16, 23, 30, 33, 36-39, 60, 63,
64, 66, 67, 70, 77, 83, 85,96; -Loss of Sita—74;
Ravana making advances to Sita—68; -Ravana’s
infatuation for Sita—28, 69; -Discovery of Sita’s
loss—39; -of Jatayus—39, 40, 47; -Separation of
Sita and Rama (Viraha)--20-22, 41, 70, 76, 99,
100, 101, 102; -Hanumian meeting Rama—41 ;
-Rama meeting Sugriva—22; -Friendship between
Rama and Sugriva—40, 42, 67; -Valivadha—x,
5,6, 16, 40, 70, 99; -Sugriva-pattabhiseka—16;
-Sugriva’s help to Rama—99; -Monkeys going in
search for Sita-102, 103; -Hanuman in Lanka—70;
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-expedition—7; -Crossing to Lanka—63, 70;

-building causeway- 77,90, 94 ; -of Vibhisana-100;

-Vibhisana’s advice to Ravapa—23: -Angada’s

embassy—23, 24, 40-44, 70 ; -Angada teasing

Mandodari—42-44; -Ravana’s Abhicarayaga—27;

Malyavin’s advice to Ravana—103: -Killing

Maya-Sita—4, 5, 10, 18, 19, 28, 103; -Ravana

and his black magic—26, 27; -Illusory murder of
Rima—46, 47; -Sita’s suicide—26, 46, 47 ; -Sita-

vipatti—46, 47; -Fight (war, battle )—10, 23, 26,

45, 54,70, 72, 96, 100 ; -Waking up Kumbhakarna
—17, 18; -Fall of Kumbhakarpa—23; -Ravanpa’s
false peace-offer—78, 80; -Indrajit at Nikumbhila
—27; Laksmanpa’s swoon—45, 46; -Ravanpa-
vadha—3, 30, 48, 60, 74, 76 ; -Final victory—45,
51, 53, 54 ; -Recovery of Sita—60, 74; -Repudia-
tion of Sita ( Sita-parityaga) —xi, 4, 8, 11, 19, 30,
31, 32,48 ; -Fire ordeal—11, 19, 30, 32, 48, 72-73;
-Vibhisapa-pattabhiseka—72; -Bringing back Sita
—63; -Meeting Bharata—51, 54; -Coronation
(Pattabhiseka)—S5, 9, 11, 51, 54, 57; -Purhsavana
ceremony—>55, 56; -Lavaga’s plot against Rama
—54-58; -Rama duped—5S5, 56; -Banishment of
S1ta—10, 11, 36, 54, 58 ; -Sita’s forest life—10, 57 ;
-(Second ) Separation from Sita—83, 84; -of a
curse—76 ; -Asvamedha—10, 52, 57, 58, 77; -Fight
between Lava and Candraketu—30; -of Lava
and Kusa—57-59; -Recitation of Ramayagpa by
Lava and Ku$a—51; -Valmiki composing the
epic—10, 51; -Valmiki training Lava and Kusa
~10; -Reunion—10, 57.

16
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Ramayana, innovations in its theme—xii—xiii, 4, 5,
26, 27, 34-40, 42-44, 46, 47, 62-64, 68, 69, 72, 73,
75, 78-80, 85, 86, 88, 89, 96, 97, 102
Ramayana, theme-source of poets—vi; -plays based
on—uvii fI; -in regional languages—xi; -imagi-
native variations in the story of—ix, x, 2, 4;
-versions of—xi, 42
Rasa—2, 7; -change of story to suit—2: -in Vikya
—7; -in Prabandha—7; -aviyoga—7; -dosa
—27, 28 ; -anga—28; -Adbhuta—19,26; -Raudra
26, 77; -Karupa—26, 27, 28; -dhvani—25
Riavana—12-20, 23, 24, 26-28, 30, 31, 33, 34, 36, 37-39,
40, 42, 44, 48, 53, 54, 56, 60, 63, 64, 68-72, 77,
78-80, 83, 85, 90-92, 96, 100, 103
Ravana’s dream (motif) —93
Raudra-Rasa—26, 77
Sabda—8
Sadhana—86
Sakti—28, 45, 100, 101
Samagra, variety of Nataka—29
Sambhoga, variety of Srngara—64
Samvarapa—57 _
Sandhis—60, 66, 68; -Nirvahanpa—?9, 10, 20, 25, 61,
72, 80; -Vimaréa—19, 68, 78, 79; -Garbha
45, 67; -Pratimukha—55, 64; -Mukha—62;
Antarasandhi—76 ; -Anusandhi, minor sandhis
or sub-sandhis—89, 90
Sandhyangas: Chalana—11, 19; Anumana—11, 19;
Upaksepa—12, 62; Anunaya—15; Totaka—17,
Vidrava—30, 43, 45; Kavyasamhara—31 ; Prasasti
—31,80; Nirodha—52; Karyamimarhsa—52;
Vildsa—64; Parisarpa—63; Virodha—65; Pugpa
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—65;  Bijodghatana—66;  Upanyasa—66;
Anumana—67; Apavada—69; Niyata-phala-
prapti—71; Grathana—72

Sanghatyaka, an Anga of Sattvati-vrtti—78, 79.

Sanka (Drava) —43, 45

Sankirna-Viskambha—86

Sanskrit Literature, history of—vi; -dramas (plays)
in—vi, 23,93; -classes of —vii; -theatre—vii;
-dramaturgy—vii ff, 26; -loss of works in—vi;
-reconstruction of—ii, xi, xii ff; -works of
Poetics—26

dantigrha—27, 42

dapa, as a motif. See Curse.

Sarupya-Laksana—353, 98

datananda—66

datrughna—>4

Sattvati-Vrtti—77, 78, 80; -Sanghatyaka, its Anga
—78-79,; -Parivartaka, an Anga—80

Season, Autumn—20, 70; -Varsakala (Rains)—20, 70,
82, 99; -Saradrtu—53; -Anuvrtti, a stage of a
season—87

Setu—77; -Causeway—77, 90, 94

Sita—4, 9, 10, 11, 14, 16-19, 23, 24, 26, 28, 30, 31,
33-40, 45-48, 51, 52, 55-58, 59, 60-67, 70-74,
76-78, 83-85, 96, 102, 103

«gocial Play in Sanskrit ’—viii

Sravyakavya—29

Srigadita,.\/ariety of Uparupaka—385, 86

Srngara; Vipralambha—25, 41; -Sambhoga—64

Stage-property—18

Sthapaka-sﬁtradhara—33

Sthayibhava——19, -Vismaya—I19
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Sacabhinaya—89

Sugriva—10, 16, 17, 20, 22, 40, 42, 67, 68, 70, 89, 90, 99
Sumaya, an emissary of Lavana—56, 57
Surpanakha—11, 12, 13, 22, 26, 27, 33-35
Sarya—68

Sutradhara—9, 29, 33; -Sthapaka—33
Svayamvara—63, 65

Sveccha—5

Tejas, a quality of the hero—80

Theatre, Sanskrit, richness of—vii
Totaka, Sandhyanga—17

Trasa—45

Trijata—46, 70, 98

Trigirah—15

Udayana-theme—98 fn.

Ulkamukha—96

Upaksepa, Sandhyanga—12, 62
Upanyasa, Sandhyanga—66

Uparupaka, -Srigadita—85, 86

Utpadya (innovation) in story—iXx, X, 85
Utthapana—38, 39

Vaimianikas—3]

Vajra, Sandhyanga—16, 55

Vakya, rasa in—7; _gupas in—7
Vali—x, 4, 5, 6, 16, 40, 70, 99
Valmiki—10, 50, 57, 58
Varsakala-viraha—20

Vastu (plot) —60, 86, 101
Vibhisana—10, 20, 23, 48, 72, 73, 78, 79, 96, 100
Vidrava, Sandhyanga—30, 45. See Drava,
Vidyadharas—23, 31

Vilapa—21, 22, 41
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Vilasa; Sandhyanga—64

Vimaréa, Sandhi—19, 68, 78, 79

Vinita, type of poet—=85

Vipralambha (Sragara) —25, 41, 69 ; Purvanuraga—63

Viraha—20, 76

Virodha, a Sandhyanga—65

Visarpa—99

Vismaya, Sthayi-Bhava—19

Viskambhaka—12; -characteristics of—13, 16, 58;
-(prelude) —32, 33; -Sankirna—86

vithyanga, Avagalita—50, 51; -Avasyandita—>51, 52;
-Asatpralipa—14, 16; Chala—98; Ganda—76

Viyoga—84

Vrtti, -Sattvati—77, 78, 80; -Arabhati—26, 43, 44

witchcraft (motif) —46, 47

wind-God—76

Yajia (yaga), -Abhicara—27, 42
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