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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 
RamayaQ.a, 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 Uttararamacarita 
of Bhavabhuti, the .Ascaryacfl<;lamaQi of Saktibhadra, 
the Anargharaghava of Murari, the Balaramayal}a of 
Rajasekhara 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 a·s 
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. 

Annamalainagar, l 
6-1-1962 J 

Dr. C. S. Venkateswaran, M.A., Ph. D., 
Professor & Head of the Department 

of Sanskrit, Annamalai Universizy, 



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. 

Punarvasu } 
24-12-1961 
Madras University 

V. RAGHAVAN 
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INTRODUCTION 
.. 

The subject of these lectures had long fascinated 
me and 1 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 get:tius 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 (prathitayasasal;) 

. who were holding the Sanskrit stage. The pheno­
menon could be pursued . in the still further 
specialised field of a particular class of SaQskrit 
drama, such as we are to consider here. Th~ t:wo 

·Epics, described in their own texts as 'Adi-kiivyam' 
·and 'param kaviniim iidhiiram' have always served as 
the theme-source for Sanskrit dramatists. Plays based 
on the RamayaQ.a and the Mahabharata had_ been 

. composed in a large number but the appearance of 
Bhavabhuti and his two RamayaQ.a. plays and of 

. Bhatta NarayaQ.a 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 
Qf 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 Dasarupaka of 
Dhanafijaya, the Spigara Prakasa of King Bhoja, the 
Vakroktijivita of Kuntaka, the Natyadarpa:Q.a of 
Ramacandra and Gu:Q.acandra, the Natakalak~a:Q.a­
ratnakosa of Sagaranandin, the Bhavaprakasa of 
Saradatanaya and the Sahityadarpat;ta of ViSvanatha. 
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 Prakararza, the social 
play,1 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 RamayaQa-theme. 

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

1. See my Social Play in Sanskrit, Indian Institute of World Culture, 
ltanJJalore, 1952. 
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Rajar~is; the ltivrtta of this type of drama should be 
prakhyiita. 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 Ramayat).a for their themes, the only answer is 
what the authors of two wwl-known Ram~-plays 
Murari and Jayadeva gave. The former says in the 
prologue to his 'Priceless Raghava ' :-

~ s ~iJ«1~ <n~fg ~fu: ·· SIOJ~R srgm;lr 
,... "" ifflmli?:ffiJ ~Trwi9;~: I q~-

" • ~,....,...., ,.. r.. 

?:~~ ~ar ~rui:f ~i[TiJ u+ror ~r~ 

~iJr<r~:krrm ~~r :;r~Rr <n: 1 

~JfTc'fR CRf<t~R'flTHfi~~~­

~~: <Jiqgq<lifttert~ <f;q-er: II 
- Anargharaghava, Prologue, Sl. 9. 

The 'Gracious Raghava' of the latter poet says:-
• " .,..Co. "' ~"'n • 

i!fi~ ~'R~T <Ji:fer: W-fSI'i 'Jlf'T.fr~ iifUI~Ird ! o::m:l' 

lfiii4'T;rl cr'ri: 1 ~= -
~ij._'ffir-lf qr:f '~~~<t ~~iJt 

~ ~r ~lf: « s UUTfTllTRJlf~UOT: 1 

~~f;f~~,q~~iqJ1:~ ~lT-

~n:rr~~ ~g(q ~:tct I'Eltt ~fa': II 

~ ~ llr:! 
afii ~ ~rffiij- ~M ~~r ;r::(f.lr Si~: 

'fi~ qfOG'~~TI:JT~?:ft 'fiT~ iliit": ~: I 
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<tftf~: ~~q1:r !fR!JRI": ~'rs~ =.fi~~: 
r-.. "' r.. ' • • 'f.i; q.:\::~: fiji'lo T~T {~~RIB"~~~=n~. II 

- Prasannaraghava, Prologue, Sis. 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 '](in cit utpiidya-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 'kin cit 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 interest 
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. 

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 Ramayatta. Broadly speaking 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 cntlcism: 
Dasaratha and Kaikey1 on the occasion of the 
proposed coronation and eventual exile of Rama; the 
episode of Rama going after the palpably illusory 
golden deer; Slta's unbecoming words to Lak~maQ.a 
and Raval)a carrying her off; Rama killing Valin and 
in the end repudiating Slta who undergoes the fire­
ordeal. The other is the full exploitation of the idea 
of magic, deceit and false impersonation that the 
Rak~asas 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 Rak~asas and those of Rama's 
side, utilizing the machinery of the Arthas~stra and 
bringing on of RavaJ}.a 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-kai)Qa. 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 Vakroktijrvita: 

~ii~ <til~f?f ~~CI"Ofilll;:f'r:fqjt <n~t ~~it: ergf~fq­

'fir~"\1 ~~rrfT ~(Sf: Slifi=~T ff'lf~ltiQ .. ;q'J"RJ~CfTC{ifflifT-



.. 
Xll 

~T~ ~~.'~4#-~~Tii;r~<fi- ~N ~TilliflCP=lfu I ~~ um"­

~~1{~ -~'QU'tF-1-c{r~fur-~~T~UT -~rocflll -m4T9;ttl'li-
" " "~ ..... " ~ ~ ~: 1 ij' ~ 31o/•:r31t:rm:~ ~~nmrrur JORTrcl«''I'E1 r~+r-

• r"'\'"'- 'r"'\. ~ "' «·rcn 31fij'~ 31Ti:ft"T<fij' 31Jij'~ :q 31tfi'T~Tt=tlr+r;fcr~wrs:rrn ••• 
,....... "\ "\ ",... ..... It'"\ • (lr-"\ ' ' 

'1TT~T rr~r;my~r:r~R-fi1'fffir'U ~ T1 o~Cfillil<fi~T-

" Sl:'lT~T~illilT: {f!f1~~Fij' ~;r:rAllJ, I 

These variations are of further interest to a 
student of the versions of the RamayaQ.a, 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 
Purvanura.ga-vipralambha as technically required, 
Angada as Rama's messenger on the eve of the war 
dragging MaQ.godari 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, 1 collected together all the extracts 

1. See the Social Play in Sanskrit already referred to; also the Devl• 
1Hi71drqupta, J. of the Bcnaras Hindu Univetsity, II, (1937-8)1 pp, 23•541 307. 
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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 
Ramabhyudaya of King Yasovarman of Kanauj, the 
patron of Bhavabhuti and next in importance come 
the KrtyaravaQa and Chalitar1ima. 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 Alarhkara and Natya 
works, extending from Abhinavagupta and Bhoja 
to Sagaranandin and Visvanatha. One of the 
important early Rama-plays which a close student of 
Sanskrit dramaturgy will miss in my account is the 
Udattaraghava of Anailgahar~a 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 Ramaya~a-theme will indirectly create 
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sufficient . interest in- them and· lead to the eventual 
discovery of their manuscripts; 



YASOVARMAN'S RA.M.ABHYUDA YA 

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 Yasovarman is seen in the 
anthologies, the Suktimuktavali, the Subha~itavali 

and the Sarrigadharapaddhati. Peterson's Introduc­
tion to Vallabhadeva's Subha~itavali 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. 0. 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 Yasovarman is shown by 
references in the 3rd Uddyota of .Anandavardhana's 

1. Sa11skrit 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 
Ramayat;ta 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 Karika and Vrtti; p. 144 and 148 ).1 
He says:-

~ ~ ' ~ ' 
1:1~ tfi?.ITW:f~ am_~ '1 ~~T I 

., ~r{a:;filf: 1 ' 

Commenting on this, Abhinavagupta says:-

r"'\ ""' ' ...... (' 

~mTllfq I UllP=~~ ~f.ii~OJT I 

have given above the purified text of the Locana 
and not the ·text as printed in the· Nirnayasagar 
edition. The Nirnayasagar edition reads:-

~~~(cf 1 ~TilT~~~ ~:UT'.f~IJTT-'~t~Rf~qr :U~T-' 

This makes one think that besides the bit quoted 
by Anandavardhana, Abhinavagupta quotes a 
further bit, viz., ~afm'a" ~~r ~~Jl.. The quotation 
marks and fullstop-mark in the middle have misled 
some scholars; for instance it has been taken that 
the bit quoted by A.nandavardhana "cn~.:m::rrij o; :qriff­
'fi&~: " represents a foot of an AnuHubh, requiring 

1. Nirnayasagar Press edition of 1928. 
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the emendation of atf'fflfi~t: into atSfi,:f: ,-' !fi~n:r#r ;r 
:;:rr=n&r:' and consequently the quotation·] ike passage 
in Locana ' ~RUU~ ~~l'r ~'li" ' has been emended 
into ' R:mi:m'fu ~m ~,.;~t ' and taken as the other 
foot of the Anu~tubh line, though a lame one. 

The Sp\gara 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 !zoe 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 
~~JJ:, Abhinavagupta says ~r~~ ~~arr. The 
text should have a fullstop here. The fullstop and 
the quotation marks for ~.t~1::rrn ~~.tr ~~rq:_ should 
disappear and this part of the text should he 
corrected. The bit iW<Wrffi is a mistake for foo'a'fufa 
and it should be printed in bold type, for it is 
Pratikagrantha. The "Sthiti" here is the word 
in .Anandavardhana's Vrtti ~ra~~~m~at <n~n~rr_ 
~€1"Ff3!JUTT ~.tRr etc. This word "Sthiti" is inter· 
preted by Abhinavagupta as 'the course of the story'; 
the text printed with two separate words '~~r ~1~t ·• 
must be corrected into one of a single word with 
"Katha" in the place of "yatha ". futtal'frfa 1 'fi~n· 
~~J{. 1 The Locana should thus read:-

~.A "' "' t- " A "'" ~'ffif+t 1~ I U+Tf4=¥.'-l ~f.i+rUTf I T~1t:WHCf I tfi~ro~~rq I 

Therefore no Anu~tubh 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 ~ive 1,lS ~n Anu~~ubh foot. 
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cc ~ ;r !!!tT#alllJ~:" is the correct text. It forms 
part of the latter portion of a line of a verse in the 
Sardulavikri~ita metre. 

(2) Before going to the full Sardulavikri<;lita 
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 Yasovarman in his Ramabhyudaya. 
The dictum of Yasovarman is quoted by .Ananda­
vardhana to support what has been said by himself 
that in stories such as that of the RamayaJJ.a, the poet 
must not seriously tamper with the course of the 
original story. Yasovarman's dictum is "No trans­
gressing of the natural course of the story", "fimmit 
;:r •o:uRtttiii= 1 This dictum occurs in the midst of the 
enumeration of a number of good features of a 
drama, which Yasovarman 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 Rama-plays whose authors presumed 
to improve upon Valmiki and played at ducks and 
drakes with his story. Yasovarman's court-poet, 
Bhavabhuti himself took liberties with Valmiki to 
some extent in his Mahaviracarita. We can suppose 
that the authors of the Krtyaraval).a and the 
Chalitarama, to be dealt with in this course of 
lectures, preceded Yasovarman and Bhavabhuti. 
They Jet out their powers of innovation on such 
episodes of the Ramayal).a as they thought called for 
improvement, e. g., the situation in which Sitii abuses 
Lak~mal).a, sent him after Rama who had gone 
chasing the golden deer and was herself carried away 
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by Rava,.a, 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 Sita. Anari.gahar~a 
Mayuraja's Udattaraghava made Lak~mai}.a go after 
the golden deer. In a later period, Raja~ekhara 

wrote the Bala RamayaQa and tried to save the 
character of Kaikeyi and Da~aratha in an Act of the 
play entitled Nirdo~a-Dasaratha. This tendency to 
improve upon Valmiki persisted till a very late 
period when poets like Ramabhadradik~ita wrote 
plays like the JanakipariQaya. Yasovarman 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 Paficavatl to the Pattabhiseka without . . . . . 
spoiling the original Rasa, without letting loose 
on Valmiki his own "sveccha ". Corroborative 
evidence on this point comes from the Ms. of Balm­
rupamisra's Dasarupakavyakhya (Mad. Ms. R. 4188) 
which says that Yasovarman did not resort to the 
new way in which Murari killed Valin. Bahurupa­
misra says :-

~~ ar~'<l~r"<r~ trrr%.:rqr s~~.:n~~: Ulfl~~it ll~'ffi: t P. 32 

In Act 5 of the Anargharaghava 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 
Lak~mai}.a who are onlookers on the stage inform 
us of the fight taking place in the nepathya. What 
did Yasovannan do with the episode of Valivadha? 
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Bahurupa says that he did not do it in a manner 
different from that of Valmiki ( at;:~s.ll ); but does 
Bahuro.pa mean to say by his words '~mr+~~~ 
qf'~: ', 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 Natakalak~a"Q.aratna­
kosa ( NLRK) of a speech of Valin engaged or to 
be engaged in duel; Valin speaks of his own prowess. 
NLRK 3126-9 :-

am;r;:r: r:iR;r:.r!1Rft:~R"i ~:U11:~ I ~~T ~1111'+~(\q ;:rre)-

~ .... " 
~miR?.i r~· c.:--1 ~~r<r<:ti1::T~GF:r~: 1 

" ,.... • ..,. ,.... " "' ~r.. ~ 
~;s:=!fcr o:r ~q: rffg:: ~:ar ;;:rr~r o:r "11~r +~: 11 

On p. 222 of his Sanskrit Drama Dr. Keith says:­
"It might be interesting to know whether Yaso­
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 Ramabhyudaya,- 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-marga ). 

(3) Now, the full verse of which "~mmil ;:r 

~R':" quoted by Anandavardhana forms a part. 
The verse itself is anonymously quoted by Bhoja 
and it can be identified as a verse from Yaso­
va.rman's Ramabhyudaya with the help of wha.t 
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Anandavardhana and Abhinavagupta have said. 
The verse has at the end of the first half the bit 
"tfi'='.llJJTiT if =;=.ma~JJ: ", 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, Vakya­
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 
( Do~a-hana) and securing GuQas and Alamkaras 
( GuiJ.alamkara-yoga). Bhoja has two sets of Do~as, 
GuQas and Alarhkaras, those of the Vakya and those 
of the Prabandha. When GuiJ.as and Alarhkaras 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 :-

ar1~ ~t 1'1"lic4ti;~l~, ~ tJTirRHrr 
~@~~f-1"~): ~~~ ~, ~~rtrtli ij ~rRr~J~: 1 
~ .,..... ~ ~ ~,..., ('"' 

~~·a: sr~~~Cf~Tt=ftfii~~T s:rr~ ~:q-r~r: 
~,..... ,..... ,.....o~;..... 4-.. 
T"'' B.T {(: qll.:~~ij'f;rcTf~ijl.:Q'fti<:;. 1:11~g ot: II 

-p. 411. Vol. II. ~r. Pru. 

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 
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also interesting to compare this verse with a similar 
-one in the prologue to his court poet Bhavabhuti's 
Malatimadhava, ~·~~.r etc., especially in the 
second half:-

~ . (''"' ~ .. 
~~~Rerr :q ~ ~:qr~r ill~ 

" "' "' . " ~ "' ij~~~ ere~ lllr~ qrfU6~r~::~:r~r: 

The expression fem:r~: tffi:+rP.:~ffi';J;:J~: in Yaso­
varman can be compared with the expression in the 
Bharata-viikya in Bhavabhuti's Uttararamacarita-
atWrl qfotl'=f~"!! ...... ~~r: 1 

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 I have said of this in the chapter 
on Aucitya in my book Concepts of Alamkiira 
Siistra. The other aspect is the mention of the 
Gui)a called Prau9hi of Sabda and Artha; a Gui)a 
occurring in the verse of Bhavabhuti also, ~~ sr~ir 
etc., and which in Alamkara literature appears only 
in Vamana. I have explained this in the chapter 
on the History of GuQ.as in my book Bhoja's Srhgiira 
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 Dasarupakavaloka (ORA), 
the Spi.gara Prakasa (Sr. Pra.), the Bhavaprakasa 
(Bha. Pra.) the Na.~yadarp~a (ND) of Ramacandra 
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and Gul)acandra, the Sahityadarpal)a ( SD), the 
Natakalak~ai)aratnakosa ( 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) It is 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. 

- 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 Sutradhara "~rJJT+_g;~~ ;ru:r ;m;.:Ji" 
etc." on p. 200. Of a similar nature is a reference to 
the Ramabhyudaya in the Sahityadarpal)a ( p. 330, 
N. S. Press edn. 1922 ). 

(7) The extent of the story of the play is from 
the Ara:Q.yakaJ;u;la to the end of the YuddhakiiJ}.Qa of 
the RamayaJ}.a. The play opens in Paffcavap where 
Rama, Lak~maJ}.a and SWi are leading the exile-life 
and ends with Rama's coronation. 

The exact end of the play is definitely known. 
Sarada.tanaya says that the NirvahaJ}.a, the last Sandhi, 
of the Ramabhyudaya is the coronation of Rama at 

2. 
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Ayodhya which is attended by Sugriva, Viblu~al)a, 
and the other monkeys and Rak~asas. 

""' "' Q~~l 

~~r ~ ~tift+~~~ ~r<P4 f:M[qur: 
~ ,.... ....... . 

tm'lr ~r~ ~Tlfrt"Witflr-.:~'l ~g: ll_aha. Pra. p. 212 

That the Ramabhyudaya did not embrace the 
story of the UttarakaQc;la, the banishment of Sita and 
the Asvamedha is certain and is known from the 
following observation of Abhinavagupta in his 
Abhinavabharati : 

~ '"' '" " "' "' ~lift+~(\~ B"rcrr~~r~~r'1R<f 1 ~ ~ ~ ar.rarr~~rrtf'1: 

~r~irRrcr~ <fir~T~'aJa-~~1 
1 

-Mad. Ms. Vol. II. p. 491; GOS. edn. III. p. S 

The Natyadarpal)a (NO) says that the story in 
Act V. of the play is the great battle. The exact 
quotation gives Rama lamenting on seeing Raval)a 
cutting off the head of Maya SiUi. 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 
UttarakaQ<;ia of the Ramayal)a. 

I. The correct meaning of the above p1ssage has not b~cn made out 
und it has been said that Abhinavagupta here proves the fact that Ya~ovarman 
dramatised the UttarakiiQ~a story also (JOR III. p. 271). The NirvahaQa is 
the end of a play and if th~ NirvahaQJ. of th;: Ramilbhyudaya is the corona· 
tion of Rama to which Sugnva and Vibhlp.Qa go with their followers 1 

how can the play extend to the further story of the Uttarak1199a 1 
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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 Da~ariipakavaloka 

(DRA) and the ND. Illustrating Chalana or 
A vamanana, the A valoka says:-

~ll.IT ~ ~H::rt+~q ~rq-T'lfr: qR~ril;:r aro:rn~m_ ~~q_ 1 _ P. 29 

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 Sitii 's banishment into the forest as 
told in the Uttarakal).ga, he is wrong. The SWi­
parityaga and the Avamanana 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 Lak~mal).a 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 NO. gives 
an extract bearing on this fire-ordeal in the 
Ramabhyudaya on p. 109. Thus it is settled that the 
Ramabhyudaya extends from the Surpal).akha episode 
at Pancavap 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 be~innin~ of the play and the story of Act L 
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(a) Bahuriipami~ra says in his Da~arupakavy!l· 
khya (P. 33 Mad. Ms.) 

~P.n ~r~tr~:-q;,mq~~ ~~ur~r;rr~rw~o:rr~f.?f~~= ~r+r-
,.... ~ ' " ,..... """ ,... • .... ~ r"\ 

~f.liTI(f.l{NT~)a~ ~raw: ~r~~ Ti:fli~+f'Sfjif.f ~~i:f: 1 

(b) Abhinavagupta says while commenting on 
the ' Kapota-hasta ' in Hastabhinaya chapter of the 
Natya Sastra :-

'' ij~ff~ ( ft) ~11{1'+~1\~ Sf~Sl ~ir: ~T~~ 
af':t"W-f sr\,nil tr~ ~rn- B'~'SI' ~i!f" .. m,. < ~ ) 1 " 

-Abhi. Bhft. Mad. Ms. Vol. II P. 299 GOS. edn. II. P. 56 

(c) The Upak~epa is the first Anga of the first 
Sandhi in the first Act of a play. Abhinavagupta 
gives "fear" as the Upak~epa in Ramabhyudaya: 

"' "' •-P-n ~n::rr~:~~~ +nm+rr '3q~q: 1 

- Abhi. Dha. Vol. II. P. 531 GOS. edn. III 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 Rak~asas, Surpa:Q.akha, Khara, and 
Rava:Q.a? Or is it Rava:Q.a's fear on hearing of Rama 
insulting Surpal).akha 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 Asrama in 
Paiicavatl and the breasts refer to Surpa:Q.akha's whose 
disfigured form the young boys are laughing at. By 
Act I, Abhinavagupta may mean a Vi~kambhaka to 
Act I proper. Bahurupa would give evidence for a 
Vi~kambhaka at the beginnin~, ~iving us tht1 



JtAMABHYUOAYA 13 
Surpaoakhii episode, which he definitely says is not 
actually presented on the stage but is reported as 
having taken place. The characters in this Vi~kam· 
bhaka must be Brahmacarins and some sages of the 
hermitages of Paiicavati. 

On p. 325 of Hemacandra's own commentary on 
his Ka.vyanusasana, there is an extract from the 
Ramabhyudaya, given to illustrate Akasabha~ita : 

~~r ~1111~'\lt-ij"Pl«: (an<fil~) ~r~r~~(?)~(ifir)­
q"fiT~ ~r+nn:~gfct 1 f?ii w.frPf? ~r o::r qf~•INf~+r;fr­

~rRa~r: ~'.fiR~r: -qr~~ ~rn~r ~~., :;;r ~ ~rm1:1-
. """ ~ ~r~~r ~ro.:n!r~re1 1 

This may be at the begiiming of Act I or II. 

The story of the II nd Act may be sought here 
to deci9e what has been depicted in the Ist. The 
Sr. Pra. and the ND. quote from the second Act an 
extract showing Raval).a sitting in council and asking 
Marica to aid him to carry off Slta. Therefore, we 
must have some matter for Act I and cannot hold the 
whole of the SurpaQakha episode as done off the 
Stage. Perhaps, only the cutting of her nose by 
Lak~mal)a takes place off the Stage. The other 
incident referred to by 'adi' in Bahurupamisra's 
remark ~1ar~.me"fllti .. a;r-am~<=4'Egi?t~R is the annihila­
tion of Khara and his hordes by Rama. These two 
form the excitants of Raval)a's enmity towards Rania. 

(8) Act II. Raval).a is in court, Surpal).akha 
arrives with her nose cut or Raval)a orders the court 
to r:neet, havin~ already learnt abm1t the insult to his 
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sister and the destruction· of his kinsmen. RavaQ.a 
resolves to carry off Sita and asks Mariea's help. 
MariCa refuses at first, pointing out that Rama was a 
great man. The dialogue between Raval}.a and Marica 
is given as illustration of Asatpralapa (on the side of 
Raval}.a) in the Sr. Pra. and the ND. Says Bhoja :-

f" "--!::t " " "" ,..... 
~tor:r.=rm?t"P''~ J~ijW ~ !:l+rrrcr rwo:J:. 1 

' . ,...., " ...... ... .... 
;r ~ ~CfSf!f ~~;:r ~TS~~SR?TqTS~T II 

~~T ~Jijl~~q f"tij'tq Sf-
- P. 471 Sr. Pro. Vol. 11. Mad. Ms. 

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

~ ar~~ SJRr ~:~.rr ~lfft+!!~~ ~'t~s~-

crrq~:, cr'{q~R ~ crr~~~crrq_ 1 o:r ~ ~rq-
" • " r-. "' ~RQ ~~~ 3ftl~ 'm:llq~~T'llil~ I ~ ffRJ:q;T 

~m:~ T"fi~ll::rl'rrfir T..~ JT'fr 1 

ifro:r.r: - ~rfiA:.! ~fr;;rm ~r~ qR:+r;;r s_~~J<t~~crn_ 1 ., 
r-.. ~" ..... .... • 

""~% m~ ~cr d+i"'lijl@l*trcr C\Cf: 1 ~ CJ~ 
r-- r---
Ttfiirfq' crrr, 1 

~f..flJT:- ( ~NqJ an: f.:fi ifTff t~~~ ffit? ~! 
~ " " . ~ ~" 

~~~ ~o/'<lr: qR~e:t+i<e+i ~1"1Q: ~rn .... ~0"!_ 

" • " " f'o-. ('> 

iJP.fl~T~ ~ T"f~ Z:Td' !:lT~ "fT~Hf~: I 
c.. " " ~R9"_ ~ Cf:::;;if~1~;~if~JUT~R~~: 

~ ' ~ ~ 
~~~~~ott<or~r cr~ <TCfUT~ 11 
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~ m-Q:qcr-q;:f tmrrir~r ~rq- u~;:r Olli!{mfllll 

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): 

. (' " "' 
~: ~~~~ w:rn: t'4l"l .. :;Jti'E1TSr.:!:TR1: II 

~r.::rar: - arr: srRr:f~q~qrRr:t_! ~{ ! ~rar~rq~ ! F6 ~r-

""" ,..... . " " ~. 
~ ~P=Tu~r~: ~Q<JiO!l:"lloc;~cr 

f{g;~f~nrir JHT !t~~ <fir:rro:r~: I 

"' "' "' E{n;:qr~~~?.:~~r:nt;: 

'"''"· ~" " ~~: 'lH:~qTf:q"Cf ~;p::«f T"i~~~~~: II 

c ~m ~~llif~~ 1 ) 

!tl!'8: ( qr~rFf~) ~Q'rq~ ~B~ ifl!RT~: 
~r'ir.=r: 1 ~i!{ ! 

" " " " " ~~~ap:n~Cllt~rqrtffi~~ Q 1 

( ~= ~m?.:rl! ) ~.:r , SR=fr-r 1 sror~tcrfasti~rs~ , o:r 
l!:ff~TI 
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Saradatanaya also refers to this Asatpralapa of 
RavaQ.a in the Ramabhyudaya :-

~;:rr ~ ~lffl+~~lr ~ra-r~~o1r~: 1 
,..,, ~ r... ,....., ~ 

iiRRf<f ~ T<fT'l;aT u;:rar: ~'clT I 
,...., " . "' 

~qrn:~m ~~tw~: B" ~ II - Bha. Pra. Pp. 232-3 

There is a single extract from the ltrrd 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 Yasovarman dealt with 
the actual carrying away of Si.ta. It could not have 
been part of the second Act itself. If we are to make 
it the action of the main Act (lind), we will have to 
relegate the discussion and decision of Raval}.a to 
abduct Sita to a Vi~kambhaka but the dialogue, 
even the part available to us, is too long for a 
Vi~kambhaka. 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) Act III. Rama is separated from Sita. He 
has killed Valin and established Sugriva on the throne 
of Ki~kindha. 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: 
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~ " " " "" ~g'ffi'1 'iRSN' ~ I 
"'~ r"\"-Qil~(l~ct '\l<ot ~ 3llttR~>"'mr U"tfC4': 11 

- Abhi. Bh5. Vol. II. p. 504: GOS. ecln. lli. p. 20 

Bhoja illustrates with this situation the second 
Patakasthana: 

~ ~ . . 
3f3r ~1:1: ~ g_;~lectli"( ~ ~'llffi ~1'1": Ulf-

" " ~ " " " " q"{f'SSill~ QSI" :afsrnf~ :at"ld~l"!tg4€1U1'4~ l~ .. e:liil"i!J t;AIHI<S 
• " " ..... "" "" ' r-. • ~ 
~ W!lT~ myq.:rr ~414"!tld, '1" 9: ~1:1: 'iR ~ ~ I 

-Sr. Pra. Vol. II. p. 488 

The ND. also quotes this on p. 45 as illustration of 
the same second Patakasthana with the comments 

"" " ~" ""' ...... "' " "' . ·~ -~ 3f3r 'iR:Sfll ~q'"rcr 3llct~l411'ffi<l4 ~rcrr )j(Q ~qcc 

~m_ ~fld~<i141 I 

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: 

" ~" • .. ~ • "--Cl. ~-A ~Rt i:til~ttE411f1:'EI~·•,.,•••n..," q:q;:r QlC'<41Q l+t'I"(I"Q tM41 

~I ~~ Ulll~~ ~~s~-

s ... ~N:if(- am, f.hfil'1:ii3N~'* ~ ~ '4~'lti~Cfll0\5" trcr 

~~: srnrar~<ffi1 fciimr wr ~~ §'.di4'Eiw-
~ . ~ ~ " ~ ~r d~l '1 I arN :;;r-

3. 



·18 LOST RXMA·PLAYS 

"' "' ~ !fif"ll~l~~~~:q'1q_ I 

Ra.va:t}.a has learnt that Ra.ma had crossed the sea 
and camped outside the City for war. Ra.va:t}.a is 
waking up Kumbhakar:t}.a for his assistance and 
Indrajit, Ra.vaQa's son, boasts of his own prowess 
and asks his father why Kumbhakar:t}.a should be 
disturbed when he himself was available. 

(11) Act V. The war is in progress. Ra.va:t}.a 
produces by his black magic a severed head of Sita 
before Rama. Ra.ma 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: 

~qy iir:rr~ Ft-r~ (7) ~~"'~<::it m~ ~~~ 1 
Abhi. Bha. Vol. III. P. 13. GOS. cdn. Vol III. p. 104. 

The ND. also says on P. 158 qp;m~I'Q~ttfoi ~~ 1 

The ND. gives the following verse which Rama 
speaks in this situation : (pp. 56-7) 

~ o4~'1n'l. ~m ~~r U'll~~ ~~ ~: -



"' " . "' "' ~ ~"l '4411'41~4'€tltflo'414P:(;:r Q~ o'4'Et'1'1 
~ 

dtmsm'Rfcm~ ~: 11 

The Dhva. A. quotes the last line of the above verse 
on p. 124 and the Locana, the other three lines. 

In the NLRK. 11. 783-790, Sagaranandin, while 
illustrating the same Vimarsa-sandhi, refers to a 
totally different use to which Raval}.a 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 
Raghava bhyudaya. 

(12) Act VI. The war comes to an end and 
Raval}.a 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. 

~=-

ffif: ~fu 'm~ ~~~ ~~ I ~ qT '€f'€i~ .. 
~-'~ o:ntr ~ 8Q~' ~ srOJiff.Q 1: 

n ifft;:rffigmmsr~~fr~m. a1 ftt Sll fH: 1 
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It has already been seen that Saradatanaya gives the 
Nirvahal}.a of the drama as the starting of Sugriva 
and Vibhi~al).a with their followers for the coronation 
ofRama. 

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

" " " " "' "'~.....,....... TW"4~J.OU+ia<tlllrijlaRtcl'4dl cte~;;.?r<lif 'CfiiT 

tmrr: ~Rut: qqp~~~+i~~: ~: I 
. . "' "' "' " ~ "' <6T+i ~ N Cfi61<~}~'4T U+il.ST~ ~Cf ~ 

~~r s <t~~ +rfef~m oo ~ ~ ! ~ ~ 11 

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 Var~akala Viraha. 
One is a well-known verse : 

' ~ ,..... "'\. . ,..... " . 
~~'Ei+ii'1CfillrQ ~~ Wt=f ~CR 

"'~" ""' ~ ~ +i~'4..~rof: T~ QCf ti(.<l'i'JI'41tlCfill ~0{11 I 

't.rsf?r ~SJ:~~r~: ~ ~~ mrr: 
~"' !::.. "' "'"' "' ~~'i!~'4 '11((+11Sl+iT'1 ~ ~ it ~ II 

Vallabhadeva ascribes this to Ya~ovarman and ·so 
als-o JalhaQa in his Suktimuktavali. (Mad. Ms. P. 230 
GOS. edn. p. 163.) 
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The other verse is : 

atl'ifiR( 1&\ ~~: M ~ .. ;.'it '1\iH.~·~if;a-~'"il: 
" " ..... " ~ " ,.... ~~ 

.;m;::T4i1~m ~1\.<t"'t: g~'41«ti1Sig:~~: 

_ __:::s. " • " " ~ " 
<:)1~+1 ~'4dl!!(tt Qef ~r, ~J"Q«"f+ictlf'4'41: 

d'R~ +iltr~ ~~ ~\:"R ~~:II 

quoted on pp. 92-3 of the Dhva. A., and it is attri­
buted to Yasovarman by Jalhal).a (Mad. Ms. p. 218. 
GOS. edn. p. 153 ). It is also part of the wailings 
of Rama in the rainy season. 

Dhva. A. III. p. 132 :-

~ ~.a~q~~~lt(Oi '4lrr ~Hn+~lr -- " taa<t~~fq~: " 
" "\ ~rw~: 1 

L ~ "'" ~ Fct ......... ~ ocana: ~I"'CI"'I"qrl=llft+f: ;e ;::~11 (.'5ll<fi'ij"-

~ ~ ~ " 
cr.llfTCl mff '4W 5lmT '<[itfTR d'~T I 

"" ....... " ;J~\il(~A l+n: ~ ~T +rcrd'T fC{iff 

~ "\ " "\ ""' " <fi•o~~'1.'41' ~~ T5l~ ~ d'Cf T~: II 

The above is quoted by Anandavardhana in Dhva. A. 
Ud. III. p. 132; while he quotes only the bit 'tld6flt'M: 
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: 

('iji~ Wf<:N~~(J(~q "'~~: er~~ wtr .. 
~;rr~ fu~~: ~~3~1~ ~ I 
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This is a very well known verse quoted by 
.Anandavardhana and numerous other writers. Hema­
candra explains its context on p. 20 of his Kavyanu­
sasana: 

~~fre~~ ~~fffi: I 

and Vallabhadeva and K~emendra (in his Suvrtta­
tilaka) ascribe it to Yasovarman. 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 <'ffi<&:i etc., in which Rama addresses an Asoka 
is inspired by the following verse in the same mood 
of Rama in Valmiki : 

"' "' "'"' .!:I ~ ~~ ~lt<filqlt(l"r.{~ I 
• t;::.,.. " ~"' 

::::.~=~ml+iml-:i-'1 ~Ill;!~ T~~~ ml{ II 
.XraQya KriQr;la 60. 17. 

Jalhai}.a gives some more verses of Yasovarman which 
are evidently from the Ramabhyudaya. JalhaQa gives 
over the name of Yasovarman: 

. " " ,.... . . 
~ €1 itj9;-;t<il3 ~T '8~¥4 'l"i"fiiSfi"lT 

ttd'J(dN<a<iiRI"fil: fcht'fl~ill~twl<ti4·~~= 
' . " . . 'tRiit·@!::itj.ilM ~err ct1""44+itfB(q< 

"' "'" ( "')"'"' ." 'l"1'Uig'ffi('l+if~T ·~ ~· t~cti~NI~ ~~= II 
This verse describes the commotion created in the 
peaceful hermitagas either by SurpaQ.akha or by the 
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arrival of Ravana in his Pu~paka or by the latter's 
departure in Pu~paka with the crying SWi. The verse 
is anonymously quoted on p. 110 of the Avaloka. 

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

"(' ""' " " ~' mB'f'li!T~ ld 44Cllcld (ICl (~~~urq_ I 

~~~;{~<tit=~~ 
-:1 

~ ... ~ " " P.- .... ~R ~ 1 '1 '1 q q_ I''Nd ICI 1 <=~'Cot~: ~=Cfi'"'OI.r.:l it'"+i'"'Jfi=· J{ II 

The Sariigadharapaddhati also ascribes this verse to 
Yasovarman. It has to be located in Act V probably. 
It describes the fall of KumbhakarQa 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:-

~r: ~~ u~ ~ TSl4Clllfto:t: 1 

an~ =if q"t.~ Cl"ffiT ~)m =if ~: II 

This verse is Valmiki's and is found as the words of 
Vibhi~al)a who advises RavaQa. Yasovarman borrows 
'it and puts it in the mouth of Marica in Act II, or of 
Vibhi~aQ.a or Kumbhakar1,1a in Act IV. 

The Suvrttatilak8. of K~emendra 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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RavaQ.a. The Suvrttatilaka quotes as a verse of 
Y asovarman the following :-

~~~lift ~sftt ~ 
'"' " " " &:.-."'-mr: ~~2:+164·1:.~~\:l ~P.<rr 1-=u~: 

,.... ~,....,..... 

tt~k+i-S'i ~: ~ ~ ~IT~ 

iji ~ iji ~ ~r ~ ~mrt ~raJ~: 11 1 

The following attributed to Yasovarman in the 
Kavindravacana-samuccaya (Bib. Ind. Edn. Sl ~ 454; 
Subha~itaratnako~a, HOS. Sl. 742) is likely to be a 
verse of RavaQ.a addressed to Sita; it may be in Act 
V, though the last line makes this somewhat doubtful. 

~ ~ ~. . 
:a-...~'1i'E!OI+i~r41+i'=1~11ii_ ~a w~~ 

~"tif~<fit\mr~~:, ~~c re )<tifb ~C(.i5Qf)0 1 
" " . "" .... ~ ~: ~r:rw-f :q Ff"l~ ~ ~~I 

' . ,.... . ~ "". 
~ ~ ijq:~ l:fR1JTQ, ~ ~ ~ II 

(HOS. readings:- (a)~~ (b) ~<nr (c) ~: ), 
The Suktimuktavali (p. 200, GOS.) gives another 

verse over the name Rajaputra Yasovarman ·and 
Dr. Keith takes it as our Yasovarman's verse (P. 222 
Skr. Drama).2 

Cfil'~rR ~RUtM :3 ;r momr ~ ~ ~r' 
oU ~qr P4((1'1cl'1 ~f~fij- ~R"{41+ir~: 5 I 

l. MaQikyacandra quotes this verse anonymously. 

2. Keith quotes it from Sarilgadharapaddhati (SI. 1634) but 'wrongly 
refers us to SubhaQitiivali. The Sarilgadharapaddhati has the following 
readings: 

3, "fi(+io4(~Rr: I 
" ~ . 4, ;ett1'=1"fl tcf ~ I 

. ij 5, ;e41+il0:11~: I 



RA.MA.BHYUDAYA 25 
"'.,..... """',..... ,.....~~ . ~~~ 

o:rri:fr~ r~~r r-n~~rz<ii:f: ~~~q+f~ 

r%-~~~·n'?r R2fi:rrr'fr(fii:r)~:rcf'r ... 6&=1i ~rr'&..-ll1lr 11 

This verse with Vipralambha Spi.gara 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. 

K~emendra quotes an .Arya ~f'lRr~cr-s~~ etc., in 
his Aucityavicaracarca and ascribes it to Yasovarman. 
Though he commends that the idea in the verse is 
Nirveda born of ~;:rr[{faf1rq-rf~~~rn- 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 
Srihar~a's. 

While the number of the extracts shows the 
popularity of the play, the extracts themselves speak 
of the excellenci 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 iii simple, elegant and full of Rasa. 
Not only does .Anandavardhana Tesort 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 '~ff'fi!ifc«<: ' for 
Suddha Asathlak~yakrama dhvani, .A.nandavardhana 
makes the following observation which forms an 
appropriate tribute to Yasovarman's art:-

~iJN;: crrcp~ qm(~~:rif qRc{p:nmi ~~;U~ ~~if~ q( 

(«iJ~ Sf'f)ro-trfu I 

6. ~ ifi if ~ 1 AU these rendibas arc better. 

4. 



THE K~TYA RAVA~A 

Next to the Riimiibhyudaya, the Krtyiiriiva!la is, 
among the lost Rama-plays, the most largely quoted 
in works of poetics and dramaturgy, the Abhi. Bha., 
sr. Pra., ND. and Bha. Pra. As a contrast to the 
Riimiibhyudaya, the Krtyiiriiva!la, like the Chalita­
riima, takes liberties with the original story 
and introduces changes there. The Krtyiiriival)a 
emphasises, as its name signifies, the Pratiniiyaka 
Ra val) a, who resorts to all sorts of black magic. 
Consequently it is on the side of the Pratiniiyaka, an 
Adbhuta and Raudra dominated play, set in Arabha!i 
throughout, and on the side of the hero Rama, it is a 
Kant7)a-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 Karul)a on the other. Raval)a 
first resorts to the Miiyii of the golden deer, then 
surpal)akha 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 Krtyii, a female evil spirit, which 
perhaps Raval).a intended to let upon the camp of 
Rama stealthily at night. This however is not clear, 
though the name of the play "Krtyii-riiva7Ja" would 
take us in some such line of inference. Kuntaka 1 

1. VI. De's ~~o. 192.8, p. ~4J. See al&o lOR. Madras, U. ll8-l4J, 
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cites the Krtyll-riiva7.1a as a play whose title is 
significant and refers to the essence of the play. 
Krtyii 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 Surpal)akha_ 
and the cutting off of a false Rama's head. But one 
is not satisfied with these minor necromancies and an 
artistic imagination would wish to crown these acts 
in a greater act of Abhiciira, something like the 
performance of an evil sacrifice by Raval)a himself to 
win the war, even as his own son Jndrajit did at 
Nikumbhila. This ·we are led to guess also from an 
extract from Act VI. of the play given in the ND. 
where RavaQ.a is said to be in the Santigrha, the 
place where he is performing the Abhiciira-yiiga. 
P. 88, ND:-

q~r 'E~lfiUtriit qgs~ ~rfra1I~~~ ~T"1Ur ~q~~ etc. 

Thus, on the side of Raval)a, the Krtyiiriiva!za IS a 
full Arabhati play. Says the Abhi. Bha. :-

~rnr~~ ~fucorf.f'r-wr ~cqru;;rur~q ~ ;:ncCfi~ 
~ 

~~Ti'l. I -GOS. cdn. Vol. II. p. 410 

On the side of Rama, it is one full of pathos, Karurza 
Rasa, with Rama weeping at every step over his 
misfortunes. Ramacandra and Gul)acandra go to the 
extent of saying that the Krtyiiriivarza is an instance 
of a play where there is too much of pathos which 
one is not able to bear. There is in it the Rasa-do~a 
of Puna(z-puna~ dipti of Karu!la. Illustrating the 
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over-development of an A'!!ga-rasa, Karupa, here 
(i.e., Aiiga-augrya ), the ND. says:-

sr~ 31W-mtf~ . · . . · · · · · ~r ii~~TUC~iit ~'t-
~ ' "' Pr ,..., ' ~ ,..... 

~~JJ1l'roRfi~-BTCI'TI~rmf~01!J ~~ ~~: ~l7TTT~_ I 

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 fo1lowing line:-

~a-m;r ~~ err~ ~ !;~"~~ <fiarRT( 

a verse which young Angada contemptuously flings 
at the great RavaQ.a. Usually, in dramas we find 
that RavaQ.a breaks upon SWi with flamboyant verses 
boasting his valour. How unlike Bhavabhuti, Murari 
and Rajasekhara is this simple verse with which 
RavaQ.a points out to SiUi that they two make an 
equal and excellent couple :-

,... "\ r-- ' Ffi Q. U~lj} :;r . 
'"' ...... , ...... ...... ~ r".."' 

T<-i'=li'liJf +PH (!-f"i}f: ~:p:n ~qur T'1l~1cH: 

B~~'i"ffl~if~T ~::r+lR ~~~ ifllJ II 

Again the poet's dislike for the flamboyant manner 
is seen in the foiiowing simple way in which he closes 
his play and pronounces the Bharata-viikya :-

~r+r :- cr::...rrtfr~ifm -
'J 

t • ~ r-..,..... ~ ...... 
~~P:r ifif ~'i_IJT: r~n~crr$-H ~~: 1 

"\ " ,..., 
-o::rw.::qFTcrr ~w: ~qrq: !;f~Jll- 11 
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srf?1 '"'f 

~~: ~~ (1Rittfi'§l R~'l: I 
• ..t-

S4~ ~= "li~: ~+'4"!_'1r~;~ ~ffi: IJ 

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-kiivya cut up into Acts and 
put up like a dialogue. For he makes the Sutradhiira 
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:-

~\:lr~ :- ( ~::rm) an~ ! ~ w.r"rfir­

tfrfsrqi~Ru£ firfif~~<lf$rr I 
""' "' ,....~ ~ ~r~ w:rc~ TifT<tuOTT: ~~~-II 

~ n~ ~r ~ imi tfr <filfrq ~ 

~rF.£~ aTWffl~-" 1 P. I49 

There is one more reference bearing on criticism 
of this play. From Saradatanaya we come to know 
of a dramaturgist named Subandhu who classifies 
Niifaka, the first type of play, into five kinds, Purtza, 
Prasiinta, Bhiisvara, 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 
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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 Krtyiirava7Ja being a Nataka of the type called 
Piir7Ja is obscure. If the citation of the Krtyiiriiva7Ja 
as an example of the Piir7Ja 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 
Sarikuka whose time is C. 840 A. D. This is said on 
the evidence of Abhi. Bha. where Abhinavagupta 
says that Sarikuka illustrates Vidrava from the Krtyii­
riiva7Ja; pp. 523-4, Abhi. Bha., Mad. Ms. Vol. II; P. 52 
GOS. edn. Vol. III. . 

' ~ ' ""' ,..... ,..... ' 
~ ~ ~r~'3Jffi: <licrT ~: ~ ~ ~tr 1 cr'3J :;::r ~-

l"'':r"T..-."'.n-... ~ " " A q~+i~c~q_ 1 ~r:r u:o:r T"t0(1"<1 ~m ~ro~: r '~i~"f~1tr :;::r 

~'lfuerUT qlJSf I etc. 

The Plot : The extent of the story of the Riimii. 
ya7Ja dramatised into the Krtyiiriiva7Ja is from Sitapa­
harai).a to Ravavavadha. The drama opens with the 
exiled Rama living in Paffcavati with Sita and 
Lak~maQa 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-viikya. In the earlier part of this same 
last Act, the seventh, Rava1,1a is killed by Rama. 

The number of Acts: The Krtyiiriivarza takes 
~even a<;ts to dramatis~ the ~bovf; 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: 

~Jolfd~R: - ~~ ~~tfl~JqQT ~ ~~ f{['a- :q ~ 

" ' "'" " ""? an~:- ;:m:r. ~ErJ'lL, T~ cr ~: T5:1'1Hi1"fi(llif . 

(fiT:- WTO£il._! 3N: q'(iffq ~~-Hl~ ? 
ND~ P. 114:-

( ~~~: ) ~:!fT ~~HTttiit­

.cr~rrfrrmg-

. ·~ ""' ~' ~ ifif ~~: RRI'CfT~T ifY{f(~: I 
' ~ ~ 

u;.n:r-.."?;JTmff 'W: ~qyq: S!~q_ II 

arrq ~-
F£(rcr:r: ~~: Brg B;:cr: B;:g ~q: I . ~ . 
~~T o/-1"~: ~: ~~ ~ ~HCf(_: II 

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 Ravar;ta, the great warrior, had fallen. 
And this is said to be the first part of Act VII. 

~~r ,;~~u~tt~iit ~"~'l ttri:i­
" q)i, ~r: ~'I!-

@far ~ifflq ;rt{~~ ~~T I 

qr~s~ ~~r: ~filer~~: 11" 
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r--. ...... r-.. ' r-.. 
aBJ ~ur~r <1"401~ Jq.:Jro;:n:r_ 1 

After the fall of Raval}.a 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 
Krtyiiriiva7Ja is a play in seven Acts. 

The Story, Act by Act. 

Though we have settled where and in what part 
of the RiimiiyalJa 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 Vi~kam­
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): 

~~T ~~ql'{ltJUl~ 3ll~ -

~sr~r< :- ( ~:~) an~ ! ~ ~~riff -

err~srt~fm=rRor f;n~~~r 1 

~~~ ~Jr<r fiif.:fl1UTT: rierr "-f?.rq II 

a-~~ w.nfr ~~ f~ trr i!filiJCr 9;(~ ~'frmnf~Jitt Prmt 
~~gq 1 " ij'ij': !lfim~ -

"'T'(: " .t, • .,, !:4l{l~lfmJ~Ifl ~t=rr~rrurt 1 

ar;~~~mtctr.£~t ""'~ II 



,.... 
~TT~II 

Here the Sutradhara resigns his profession and takes 
to the path of a Sannyasin. Now, prologues inust 
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 Manca; and 
Siirpa:Q.akha appears as Gautami and Sita and soon 
Act II ushers in Rava:Q.a for the abduction of SWL 
It is a recognized dramatic principle that characters 
are to be hinted at before they are introduced. 
( ;m.:u~ ~~ ~~= ). And before Act l opens at 
Paiicavati with Rama's hunt after the golden deer, 
Maya-Sita's abuse of Lak~mal).a etc., many things 
must have happened, viz. Siirpal).akha's courting of 
Rama and its consequence, Khara-Du~aQ.a-vadha, 
the news reaching RavaQ.a through the defaced 
Siirpat;takha, RavaQ.a 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 Vi~kambhaka 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 
Visvamitra's sacrifice. It is Marica's Nirveda and his 
life of a recluse that the Sutradhara's words refer to. 
The reference of the Sthapaka-Sutradhara to a bad 
master is clearly intended to mean Manca's disgust 

~ 
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at Ravai}.a forcing him to give assistance in his 
despicable act. 

Act I must have opened with the golden deer 
frisking about in front of Rama, Lak~mat}.a and Sita. 
That the golden deer figures in the drama is expressly 
said by Bhoja :-

JWfT ~?.fT-

'i~HI;rQTTR'~ "h'"t<fili~ ITrr('<f~fRII<fiT ~ ar+r~r I 
-P. 483, Vol. II. Sr. Pra. 

The poet has taken great liberties with the original 
story here as already remarked. He has introduced 
SurpaQakha 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 Lak~mal}.a, chides 
Lak~maQa 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 Lak~maQa'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. 
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mmrr(~{<ff)- c~mr) m ~(?) ~ nm~ 

~ mfW:f ~rf~Rt ~~ ~~-1:ai ~o:ol ~ fOnt a1f(r g~ij 1(?) 
-Mad. Ms. III. p. 48, GOS. cdn. Vol. III. P. 176 

Perhaps Surpal)akha in the guise of Gautami has 
decoyed Sita away froJTI Lak~mal)a to a distant 
corner of the grove where suddenly the false cry 
for help from Rama is heard. At once, the false 
Gautami leaves SWi there and purports to hasten to 
inform Lak~maJ)a of it. On her way, she takes the 
form of Sltii and hurries to Laksmana when the false 
alarm again breaks upon .their ears. At once she 
begins to upbraid Lak~mal)a who is reluctant to leave 
that place. The dialogue between Lak~maJ)a 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 :-

•"' "'"'" I I" · ~cr~ , ;rr~ - ~r ~m. . ~r ~~11'1T . , qr~r:r~ +H 

qft;;w;r@ ! " ( ~m ~l! ~r ~fG'HmfT l ij"~f =q ~M) 

~~: - arrf ! ~~T'il~~ l 

~r _ (arf~r ~"t~ ~~r~ ~ <r.(~)~r [~~] !Tf) 
I " '~" "' "I ,.._.~ an: ~jf. ~ rq ~~ r '1 ~r~ ~~cr 1 ~r. ~nan 

~ fir €R=i"r Aft~r ~ 1 Rn ~rcr llr~~f~arif 
• • .... " r- • 

~~ on+r ~ffi~~llCfUT ~T~tJ:11T llT~ ttCf 

~~ crcr~ 7 oi W'Tlfif , ~~~c1r ~ ~ if 

~~' fi#i !i1Jf ~~) I 
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.,.. I " ~ "'" "' ~~=ll!Jf: - Wf(f. o:r2 c:f'{~ n:.:r ?.f1~1Jf ~TPlCI"TST~ I 

~@T- ~llR! ~ +r+r 3R~T <fi~T ifrt I ~.;f . 'T:f ani trft-
~~t~~T ~rn:f I ~T B"o:::r'<lf ~ ~ ~fOit 

"' . """ "' arrw.qp:r ~'f&T+r ~rr~ 1 

( ~R ! ) n:€[ +r+rr~~: ''!i~T ~fa" I u:tf :qr~ 'l~T 
r-.. (' "'' r-..• r.,. "' 

~TT+r I ilcB<fl!:fT 3Tr~+f<f il aTFle- aTT~J:fPl ~~+r II 

It seems that with Lak~mal}.a's departure the first 
Act closes. 

Act II. 

We are told by Ramacandra that Raval).a abducts 
Sita in Act II, as the extract to be presently given will 
show. But before that, there seems to be a scene of 
Raval}.a coming to that place through air, for we find 
Bhoja illustrating Mada or pride by Raval}.a's pride, 
with a verse of his, from the Krtyiiriival,la 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. 

(+r~:) ~rtrrr~:rrf?r ;:rre~~ <or~~~;g:: 1 ~~T-Fq'RitrUT 
~" " T~+11<1~T zy.{Off ~~@[ _ 

ltTilT ( ~ ~r: ) f.:m:r+r~r: B+r~TT~'I'FfJ{ 
~~~ ftrefu Rit'r ; if ft ~s~ ~'t 1 
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""" "' ,....,. r-.. ~ "",...... 
~~~ roo ~u: s:rr~omcr ~ 11 

As he was coming along the skies, Ravai}.a asks the 
alarmed gods not to be afraid and asks the Sun's 
charioteer to drive ahead in peace. RavaJ:.la then 
comes into the hermitage where Sita alone is present 
and there are also some hermifs 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 RavaJ:.la but they try 
to save Sita from him; Ravai}.a first asks Sita to prefer 
him and accept him as her new lord. He asks her to 
mount the Pu~paka. She curses and abuses Ravai}.a 
and when she is not willing to mount the Pu~paka, 
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 SWi all the more noble by taking 
upon herself this vicarious suffering. The powerless 
hermits can do nothing but curse the evil RavaQ.a. 
We shall first give here the extracts in the ND. 
presenting the dialogue between Raval)a and SWi. The 
first of them is clearly stated as extracted from Act II. 
The next closely follows and forms its continuation. 
ND. P. 80:-

Ererr fi~~Iuerot m~1ils~­
~: - fcr~~~F,r ! 
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~rat' _ ~T~ ! arcr.rr ~T~ W. 01 ~~if , <fir lTU1lTT ~~ I 
(~T:U ! arrc'fr m~rr. c:p;rr ., ~fflcr: <fiT rrurrrr c_;s~~ 11

1
) 

Ibid. P. 81: 
"" ~~ i' fq)1JqOJ -

~To_ ~fr~ ! arr~ar ~ 1 

~ror- ~m:r! ~ +rfoo, ., 3UT ~~ 1 

( ~:U ! arf?r ~~ , 01 gil: erRT~~T'if I ) 

~To- arr:! Tt6 ~-
' ,...r-., r--

~T51~ 'tG411'5d!!J1!~q_ 

~~ ~~d'il .. ~ttl~ (~)I 
'=> 

.... " .... ., mgu ~r:u~:tfiliCiSrlttr~: 
""' ~' r". ? 3fR~7.ffi ~ret Utt T~f.1T~· crr-rrr._ W 

ifrcrr - ;;R ar~r ~~ 3N~ , ., ~OT d'qrl-lUfrui 1 ~ 
arfq~ttrr'ir +r~~r 1 ttr arr~g~ 1 
. ~ ~ ' . (;=,n: armr.n ~u~ ~rttd'JI:,, ., S'1~41\,lifRTlll ~ 

arNi'rttrr'if 1 ttr arr~! ( ~m ~d'"r arrilt ~~fu 1) 
The Abhi. Bha. has a part of the situation as illustra­
tion for Utthlipana. 

1. Cf. Ramacarita of AbhJnanda, Angada's words to Riivar;~a :­

ijf~q; ~~~: f'?tiq'lfii(QfJif~: I 

a f.q.f4au::rrm~~r ~o:r ~if.,~ u -xxvm. 33 

2. This verse is prinlcd in the text as running prose matter with no 
metrical division of lines. Further, it is wrongly printed and read with 
the last word in the second line as 'Candrahasena ', Perhaps the editor 
took it to be a Viiefa(la to 'Kare!la'. Far from it. It is VUe$ya to 
'Drdhapic;litamuotiyantram' and • Candrahilserta' must be • Ca11dralrasam •. 
The final letter Na is a separate word and should come over to the third Uno 
af the veno, 
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m (~qmqttt) m:e~si;-

" ~q~-tr ~: " ~:5:1~ffi" ~rertt~~t Slfu ~or~ 
~f.ffi: _ "an(:) ~~ro:rr i:f.~m'' ~tmR 1 mfe{;:r: tif~;r: 

"' • ..... .. , ,... r"\. "' 

~~('q';{T'€fftf ~ ij'~Rfi'{ I a~.:r :fil'ffiJTT:~r'ffi: '' ~r~~ ~HIT 

~I'm~~ II" 
-Mad. Ms. Vol. III. P. 13. GOS. edn. Vol. III. pp. 104-5 

The presence of eye-witnesses of Sita's abduction by 
Ravai}a gives Rama the information that RavaJ}.a 
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 Ill. 
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 Ravai}a 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 Jata.yus-Paropakiira. 
Abhinavagupta gives the Kulapati also as a Prakari 

in the Krtytuava{Za. 

P. 499. Vol. II. Abhi. Bha. (GOS. edn. III. p. 15) :­

~ qu~ ~ ~ei SGffl'gm m sr~ 1 ~r 

~rerUI ~: 11 

1. Reference is made to Kufapatyarlka by Saradatanaya and 
Sagaranandin; that is the name of the corresponding Act in Mayuriija's 
Udallariighava and should not be ~c;mfuscd with the situation in Krtyiiriil'UT,w 

<;!~cussed here, 
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It is in this Act that Rama 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 Ja1ayur­
vadha is one of the many places where great grief is 
shown by Rama. 

.... ~ ,....... .... "' r-. ,....._ ~ 

~ ~~HAUl ~~<·P=T-~~tmiJRfi~~-B"TQTJqqf~W-{Ul9; ~T;J~ 

!IS=~~~ 
(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 ~q~~~ - Ullr ~G'f~"PJ, 3HftlTnt~~~-

Acts IV & V. 

These two Acts must have covered the story upto 
the war. We have an extract from Act VI in which 
Atigada is seen in Lanka as a messenger sent by 
Rama to meet RavaiJ.a. Within these two Acts, 
Rama must have crossed the distance to Kiskindha, 
made friends with Sugriva and killed Valin. · Sugnva 
must have sent monkeys to search for SWi for 
though RavaiJ.a has been known as the abducto~, no 
~me knew the place where he mi~ht have kept her. 



We have two extracts from the ND. gtvm·g u~ 
Lak~mal}.a in· his sorrowfi.1l mood anxious for a 
speedy turn in the fortunes of Rarna. The second 
extract seems to be from the earlier part · 6f' this 
context. It illustrates Kheda by the fatigue i'n 
Lak~mat;ta's mind (ND. p. 91) :- · 

~~r ~tfJUqQJ ~a;-+Jur: -

..n.• ~ r-... r-r-..• 
'tlij" ~ T~~TT-il"hS34olfi'€11W fij"'Qi q~; II 

. . . 

That this Act is appropriately called the AtavyaTika 
and that Rarna's Vipralambha is portrayed here, 
are both known from a citation and gloss m 
Sagaranandin's NLRK (ll . 3097-3100). 

~r~~;:rrq~ qi(;q..{ Gt~rtr: 1 ~m ~ttt~]qUJ 3R:o~i; -. 

~''"' 'r-.. ,....., ..... ,....., 
cr{T~ ~~ ~rqq ~r~ crr-crq_ 

~c~ lTd'~ B~~T lld''€1W11~ I ~rR 

Then in ND. on p. 85:-
" " ~~T ii~qH:JqUJ :q~~si; <elcrrq~urmtr~:~J!ii ~:1\.<fflT 

t"'\. ,, "' "' 

~l;:q-QIJTT ~~:-·-" ~il alW <lTIH~'i_ ~WHH·~ !1m-. ..... " 
~~'P.ril~~~r~"rs~~~TCl'€110l: ~~~r o:t"l'! %(461 
" . " ~ ~rr_ 1 " ~ ar:..~~:m+rtfi: ij'ca;:r: ~a;=liut'l 3tr~cr: I 

Perhaps these words open Act IV and at once 
Ranuman meets them on behalf of Sugriva. 

6. 
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Sugrrva's alliance is the Pataka in the RamayaQ.a 
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. 

q~ fj~J.fHTttUt -

~fit(~) '1)~: ~.!.T~T ~r :q ~ 'lRt: I 
~"' ,.._ ~to ...... (" ...... 

~~T~diE+iEfl~: ~T'I~T: ~~,~ II 
- P. 501. Vol. H. Abhi. Bhll. GOS. Edn. III. p. 17 

Act VI. 
Rama has reached the shores of Lanka and 

Angada has been sent as messenger to Raval,)a. 
Raval,)a 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. 

An.gada has chosen a way to set about his 
business. He goes into the harem, seizes and teases 
RavaQ.a's queen MaQ..<;lodarL The ND. extract on 
p. 96 gives the verse in which Angada teases 
Mal,)<;lodari. This novel idea is adopted by later 
popular versions of the epic like the Adhyiitma 
Riimiiya7Ja. 

~~ '~tfTut~~ ~~~fr Slfu ~= _ 
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"' " ~ ;f~fs['Q4';sl(l~fTijl ~ J<fi1JT::fi .. ~IB 

f«~~~U~!!qrmrrr'W-f ~T <fi~ qfbll~d II 

That Ari.gada seizes her by hair is stated by Sagara­
nandin who mentions this as an example of the 
element of Askanda in Arabha!i vrtti, NLRK. 
11. 1353-4: 

' ' ~' ~ ~: · · · · ·. 3lW~ ~~~"filiJICf'IQOI'{ 1 

MaQ.<;iodari cries for help to her lord RavaQ.a, and the 
cry reaches RavaQ.a's ears. The Pratihari learns that it 
is MaQ.<;iodari herself that is crying for help and in­
forms RavaQ.a that there is a commotion in the harem. 
RavaQ.a asks her to ascertain what it is due to. On 
p. 88 of the ND. we find Drava or Sankii illustrated 
with this situation from the Krtyariivarza. This 
extract is helpful doubly. It is definitely said to form 
part of the Vlth Act. ~cr or ir:fil-

~~n ~I{I;rrrt qgs~ ~Tr;Oll~~~ (~ ~~~-" ~T 
amr~ ! q~r~rtt 1R~~rfu ! 

[ ~r an~T-T ! qfUf~~ ! qRSif~~ ! ] 

sra-1~ - (.&~r mt"tHr;rrmncrqJ a:r;~r ~~ f¢ .... 
at~~ ! ( 5f"firoq_) ~r ! ~it ;rtm Ofia~r ~~~ftr 1 

<:' l "' [ aiif ~ft-:t1 arrq arr~Rr ! ( w.nr~ ) ~ei: · arra:~ 

~~T"\ ~: ~ij I] 

U'E{OT: - ~ ~fl ~ " ~~ 

~ (Je{OT~ ~T I 
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The Pratihari goes and comes back with the news 
that a monkey is teasing the Queen. Raval)a at once 
.rushes to her succour. There Ari.gada meets him as 
Rama's messenger and an exchange of words en~ues. 
Young Ari.gada perform.s. his duty in a masterly 
manner and the scorn with which he r~fers to Ra,val)a 
and touches upon the disgraces which Rayal].a had 
previously experienced are admirable. There is an 
ease and flow in the verse here. The whole situation 
is varied and shot with emotion, MaQ<;lodari in fright, 
Ari.gada in play, laughing and loathing Raval)a, and 
Raval)a with love for MaQ<;lodari 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. 

r-.. '"' • (' .. ..... r--. "' r'\. 

Tf.ff'Vf~f.f <f.T~Rf~ ~~~.n~J~'If I Cf~T~ -~~~ 3TT+T-

~il'TI1JrJ.:fT: il;:"'f~~r ~P:nr_, arw~~J.:f ~cB"r{t: , m·ir~ u:~crr~~ 
I . 

' ' t;~WlTN ~r ~r: . ' ~~T~ ~T ~~: , '' ~~T~Wl ~ 
~~"ii ~q- ~fair::~t <ilafr;:a~" ~Rr 'T.f :jf~cfr ~~rfet~~ror: ; 

. ,, "'\ ~ 

~T~~ ~TCf'lfiP=H I 

It is to this scene of great agitation that the SD . 
. . refers to. as an illustration of the A vapatana, an anga 

of the Arabhafi vrtti (p. 329·, N. S. Press edn. 1922) :-
' '"' r'\. ~r'\. • 

S! iEf~;ff~f"lli~TI ;:~'HP.ftf.f~~+l'e.fJf_ I 

3f~~tffiilfu~ • • • .. . . . . II 

~~ ti~I:Jl~ltJOJ qgsi;- . ,· 
I J:j~ ~~,tt~: 3~lil':' ~~=s:r4l.Rf R~~q_ I 

The above context is reviewed more fully by 
Abhinavagupta :-
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-BTS;:;rtntf: ••• ~~T 1j'~tfH1CJut "f3S~-

!:i~ ~~~: B~: ~~ ~Cf:Sl"!Rr ~T 

~R£:1 
-Abhi. Bha. Vol. lll. p. 13; GOS. cdn. III. p. 104 

_, "' 
-(~~:?.JTtRft) · · ·. d?f.'£4 .aTWCfiT~OJT~T ;r;:~T 

' . ~ "' ..... ~-, ~rcB"nr: , · zy.rJT o;;:~r Q~.:r rn.: " ..... o.€1:.-'1-=lf~q ~ 

~T '' ~rf~ · ~m . ~: , ~r~uwnmir~: , ( u~~T~) 
...... ~ ,.... ...... 

'' <i«rra-o:r Fr~ er!W-fi ~::r srr~ OfiaJTr~ " ~fu' ;:r~ar-

.s~~ ~r.BT~TBJq~T: , ' ~~:.i~ ~ ' ~:;r 
...... "' • r-... • 

~~;ruT~ :UT'li:-~"1 T<r~<fTWl ~:?.Jfq;{l=f, I 
Ibid. Ms. Vol. III. p. 13; GOS. cdn. 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 
abo.ve as illustration for s' alikii or Drava on p. 523 
Vol. II. of his Abhi. Bha. and remarks that this forms 
part of the Gai·bha-sandhi. The actual' war will form 
the Avamar.Sa, with the sure hope of success crossed 
now and then by obstacles and calamities like the 
swooning of Lak~maiJ.a on being hit by the S akti and 
the. weeping of Rama on seeing Maya-Sit1i.'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:-
~ttlUt~Ol' tfSSf nW~T ~q~-tt- ~T ~~~! qf\rm. 

~rft qft~T~Tft !-
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• r-.. ~ "'"' 
{~T - ~r T<fi~'{Jij' I 

" c:' " 3f;;{ u=.tol~4 ar~~r, srnrl[Fir: ~lt~ 1 
-Abhi. Bhii. II. 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., Lak~maQ.a­
sakti-bheda and SWi-vipatti-sravaQa. Ramacandra 
gives these two as instances of the depicting of too 
much grief:-

- 'alW-31'")-qq-q, . . . ~~T ~~~~~~qUt-·~r~~~-~~-
"'"' "'"'~ .. ~ (" ,....._ ~T'ffi+r-:{-~fij'ff.ftll~~o:tul~ ~ ~: <fi~~ I 

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 DaruQ.ika whom 
RavaQ.a 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. DaruQika 
avoids the more dastardly act of murdering Sita 
herself and adopts a method by which she can make 
~itii herself commit suicide. Within sight of Sita, a,n 
Illusory murder of Rama is staged through witchcraft 
by or at the suggestion of DaruQ.ika. 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-sravaQa by the ND. The following is the 
passage:-

n.. .. "' ~ amt'T I '""g'ffi=lrng='ffi...,.ii Icc :;;rr;r Sfif"lF-l€( I~ lq'1'{ I <rqf ~QJUqiJI 

F.fJtal~r ~fUr~rf~q~ u~r mr-" etl~larl(! fct ~ llOTTr~7 

( (\R)TUt~ f<ii ~ Wlrffi ? ) 

rm1~ - ~ ~ ! arf.r orm arr:q~~~ arrurr ;:ur m:r~ 
,...... " " t'i"". • • • 
~~~T(\ I IJf ~O'f ~T~ ~ ~ I 

[ ar~ f.f~ ! arRr '11if arsrR.-~r arr~r ;r;r ~R' ~­

~fit ;r g;r(r~ aAil~ <li~ I ] 

~ _ ~ f.r g;r ~fUTar fu ~r'« ( q~Rr c=:r 'l."~m-
"' ( "' "' ) " "' ' "' ~« 1 ) ~: ijil[J?fq'~ ([T ~ . u:«r ~ 

~«{r ~T(\T ~) m~~~fu( U1JT )~ur­
R-e04 r arfhr qf.fy'e"~mr 1 

" "' ' "' " " " ~ " ' ~ [ iD' r-r~ . ~en ii TSJ~~n «m ~: fi"PtTT~~~-

wffiqfu( ?r );r~#f~T arfR sr~r~<fiTm I J 

&~r - ~r ~% ! ;r~~r~"r ;rr ~ ~~ur ~~ arrurr 
. " " ~T(\T~I'{ I 

( trr trqrft;r ~llt%fi , ;rr ~iff ~ ~~r 
~qr;a'a- r ] 



48 LOST RA.MA-PLA YS 

It is clear that this sixth Act is a considerably lengthy 
one. 

Act VII, the last. 
In the first part of this last Act, Rava:Q.a is slain. 

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 VII. 

~~ ~~QHT~ ~~~-.r tt:rl~ -
<fii ~r: ~! 

"' "'"' "' ,... u+ror ~~;:r.r ~~o:r ~~~r 1 

r. " • " ,..... (' qTmcrr .9-1 ~~r: Yl1RTT~ ~= 11 

ar-;r FRT~r ~~ ~~ ~fer 1 

There is no extract to show how the dramatist 
managed the coronation of Vibhi~a:Q.a. As a matter 
of fact, there is no light on the interesting question 
of how this dramatist handled the character of 
Vibhi~a:Q.a. The most poignant incident of the latter 
part of Act VII is Rama's repudiation of SWi 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:-

<li~~T~: ---~T ~fttTUtrut ~Tcrr~ ~ ~ ~~ 
:q- ~~m OJiqfUr <!i'a-s~~"" 31~ -

' I •r,:;·' " 'r.::..? ~~. ~T 1"6 Cf ~: TSl~~TT+i-. · 

~:- -.r~! am: WIR f11~7 
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ND. P. 114-5: 

SJ~~=- ~~~ ~~ntl~ ~r+r: -

Q"~r:f~-

~~pt +n:r ~or: R~r~ ~.m:~: 1 

"" " H~rn<:r: Sfm: ~~ ~ra-: ~;:~ ~~~T?;!'l: I 
. .:, 

Sl'~T ~: <nrxr: ~~=~:r~;:r;:~~ +:na~: 11 

7 



THE CHALIT A RA.MA 

The earliest A.larhkarika from whom we know of 
a Ramaya1,1a-play called Chalitariima and get some 
glimpses of it is Dhanika, the author of the Avaloka 
on the Dasarilpaka. Dhanika quotes it thrice, on 
pp. 27, 83 and 85 (N. S. Press edn. 1897). 

I. On p. 27, he quotes it to illustrate bandha or 
taking one captive:-

~r tf~:p.F~T~: I ~~T ~~~~lit -
~f.lt'-f ~n"ot ~T+r ~T+r~iiT~Tf~Hl 

"""" ('~ "'~ <iff~ ~ ~T~~<:rs:;~qur: stirr~Q'1, I 
• • r"\~~ ". " 

~itf.fi ~~<:f ~ ~ T~T~T'iJW~~~T 

<:''\ """ """ ~3"r~mr+r:~r~r~CJ~T CJ~ ~r rw:IQ" 11 
~ ~ 

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 Asvamedha horse 
of Rama, in Valm1ki's Asrama, and a fight ·ensues 
in which Lava is taken captive. Unlike the 
Uttarariimacarita which brings on Lak~ma:r;ta's son 
Candraketu to the fight, the Chalitariima, as we shall 
see, brings Lak~ma:r;ta himself. 

2. On p. 83, of the Avaloka, in illustration of 
the Vithyariga Avagalita, one of the methods on 
inducting the opening act of the play, Dhanika 
says:~ 
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~ (' ~r-..,..... 

~ft1 ~~'ftif;q"f~r~: II 

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 Pu~paka in Ayodhya 
after his victory over Raval)a and Rama's meeting 
with Bharata. · 

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

~~r ~~~Hiif -. ( mm) ~m ! ~ ~ ~~m-
"" • r--fo ,...., ..... ,....,. 

;p:rr~c:1frm ~q 1 arey: B" ~nrr r~~ Yir~: 1 

~: - 3ffll' ! ~f.fT~~t :t::firl~rfof+-~T ~fiffl~q_ 7 

B"RrT - :5fm ! B" ~~ ~'f~r: fqar 7 

~~= - f<fi+r~r ~gr.rf.rn wr ~ 
~ffir - ( ~r~~q_) :5frcr ! ;f ~ qt ~~: , ~r~r tt~ 

" . 
ID~T:I 

This is a conversation exiled Sitii has with son Lava 
who is to go to Rama's court in Ayodhya, with Kusa. 

1. ND. p, 150: variant 3fe;rcfi7.eiT 1 
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This passage is quoted, for illustrating the same point, 
in the SD. also (p. 361, N. S. Press edn. 1922). Sitii 
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 Asvamedha­
mal).gapa, 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. Karyamimiithsii an anga 
of the last Sandhi, the Nirvaharza, the ND. says:-

,... ~ "" ,...., 0' 

:!f~T 3~Cil:l+i - ~a,:JtUT<i ~q;:o:::rr 3TJ'Yt~T ~~: ~ 

~"r~r~~~"- i3'f:o~rcrl ~~r'?r ~r t--mct+i I{[ -

®~: - ( ~:rmrq_) ar~! ~~~'l+i"F-Tr {~R+i"rmn ( ~?.frf 
~~r ,:N• , .. ,"H~ ~v..rr) ar~ ! ar~~~ 1 ( ~) 
"fi~TlP-i <fil'fi<i+i"~r! ( 'fi~~rqf.r~R 1 ~ ~ 
~~~I) 

{T~: - ( qr) t««, f?fif?rif Cl'::r iffcn ~ 

I. Cf the MrccllakaJika, the similar touching episode of child Rohasena 
and Vasantasena, Act VI:-

~f{<fi: - {ifA~ ! ftr:rr . . . ~~::or - ar~r ~ ~~"r ~~11: I 

'{f{Efi:- ~<fi' cl 4tUlfu I ~~.+H~~T ~r, ffit. f.fi'J~­
;r~~r 1 
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~~IJJ:-( ~ffi11J ~ ~~~}>+iif,! f~Til~ ~T ~Tf'!>Pl~ 'if"i'lT7 
' 

• ...... ,...., "" """ r-.. 
~~: - ~r ~ iiT~Til{rS~.+ITcoil"T~~,r=~r BT~~ I 

~~OT:- c~~fGCr mw:r tn~rfoiwr) awi! R~ ~I 
" 1:' 

~9;=;fT \11Ti3f~J1:rT I 

"' " (' "' • ·r-.. 
ar:;r ~ ~r~~f.R"'ll~ ~=o:~r +rr+rr~r ~~~ 1 

The Sr. Pra. (III. p. 536) mentions in illustration of 
the Lalqm:za called Siirupya, that the above situation 
is in Act VI. of the Chalitariima. 

~r ~~o~Jlr- qg$i ~~u~i ~crrsr{~~~~~ 
'\ . . ' " . 

~;:r: ~~ T~~+i" 'li~if~T ~~'lmT . · · . • . ' I 

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

r-. r-. 1:' 
arr~rcrcrsr;::g-rOii{~~~: 

" stm: 'm:R=fi{~ tJ:'l T~~'liT~: I 

~~ iTTGml~ ~"'ll~ 
~ ~ . " 

~TifT ~~~Tifi3f ~:r~~~;:~:ifTCf: II 

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 Rava:Qa. 

The Sr. 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 Clzalitarama . 

• ............ r-. "r-..~ 

''~'lUT!:l~UafBT4-~T ~JlT~{ ~f~I~T'lf ~HefT q(~Tf~ e1 T, 

t=f ~~)~;:~4-'"'lflf~fu ~ij~llt I - P. 410 Sr. Pra. Vol. II. 

This passage is found in a very corrupt manner on 
p. 643 of the SK.A. 

Usually we have three kinds of Rama-dramas. 
Some dramas begin with the proposed coronation and 
its dissolution and end with. Rama's Pagabhi~eka 
after the war, while some others begin in the 
Pancavati and end with the Pattabhiseka. The third . . . . 
kind of Rama-play is the pure Uttarakal).ga play like 
the Uttarariimacarita and the Kundamala. To this 
third class belongs this Chalitarama. It starts with 
Rama in the air in Pu~paka, entering the City of 
Ayodhya after the victory over Ravat;ta. He is 
anxious to meet Bharata. From the Pu~paka he 
speaks to Lak~mat;ta 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 A valoka- extract and 
the third ND.-extract. After Bharata-samagama 
and Pattabhi~eka, rises the task of putting down 
LavaQ.asura 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:-

.....,. It"' (" ,.... • 

~ .,~ ;:rp.r~ 'l:l~t~n~r: ~~r: 1 

:aR;:rr: ~~'ij'f+-'?.Jt ~ ~wr: 11 1 

So the dramatist managed to make some use of 
Laval)a whom others have left with a mere allusion. 
Laval)a plots against Rama, sends two Rak~asas who 
are said to get into intimate touch with Rama and 
poisons his mind regarding SWi. 

W-f'JT~~~r~r+-~ {£~rq~ ~'ij'~1:r"l!7.f ~=fR£r qf(~rmr 
" " · · · · · .m~ I -Sr. Pra. P. 410 Vol. II. 

Rama is thus duped into doing the most unkind act 
towards Sitii.. 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 
Purhsm•mza, which is clearly the name of the opening 
Act of the Chalitarama that we are discussing: 
Illustrating the anga of the Pratimuklw-sandhi called 
Vajra or shocking utterance, Sagaranandin quotes 
from the Pumsm•a1w words which are spoken by one 
of the demons in guise deputed by Lava:Q.a. The 
demon incognito says:-" Being the son of a noble 

1. If no citizen of Ayodhya can have anything to say against Rama. the 
question naturally arises as to how Manthara bchaYcd in the manner she did. 
The oldest South Indian commentator Ul)iili replies that she did not belong 

~ 0 " 

to Ayodhya. Commenting on Valmiki's text introducing her ~~ ~ 

::nTOT, U.,Iali says ~= ¢-!:l:zm:li, ~.:.iliil:'~lw~r<-m<rt m~ "f ~ff I 
See my paper 'U\lali's commentary on the Ramayar;'a, Annals of Oriellfal 
ft!!StQrc/r, University of Madr11s VI. ii. 
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father, how is it that Rama has not yet abandoned 
SIU!. whom Riiva:r;ta had taken away and kept for such 
a long time ". 

( rn~r ) arriT!f~ ~ llm ~ <fir~ ~f..fUr~)q•:ft~r 
~ . n ,...... ,.... ,..., 

(01 Ell+i'=ll[q' ;r 'lR~ I 

(NLRK., Lines 697-9). Whose guises did these two 
emissaries of Laval}a 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: 

'..... " . .... ,...... .... .. ......... "' 
~ST!i ~qtfii(~ ~I"<H11~N I: ~~~11lr.:fffi1Tf-

fuf;;r 1 See also Bha. Pra. p. 250 11. 20, 21. 
. ' ,.... .... 

~ll.TT ~qer;n~s~ R;;t"Q!~FJ~r: 1 
~"" ,... "' . .... ,.... 
"fi~(+l'o:?.f~f.rl\:lROT qjq-cr SRi~': II 

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 Laval}a start this explosive 
scandal about poor Sita. 

After abandoning Sita, Rama discovers his 
having been duped and there follows an Act 
of repentence, the Anutapiinka. 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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.... 

~Rr('q: • • • ~~3~lq'lt :(1lf: -

' ~ ~ ~ ~~rsre ~ T?r·arr~@~'l4 t ' ~ 1 

The first reference to Anutiipa (lines 974-6) is 
evidently from the Pravesaka of an Act in which the 
two ·emissaries of Lava1,1a, Citamukha and Suma.ya 
are conversing. 

. "' .•. ~~~'{I~~-

R~: - ~ ~ lTOmrrm-. :iranmr 1 

WJR: - ~~"'ri" ~ 'li~, qN ~ I 

Sita is abandoned and she is living in Valmiki's 
hermitage. She gives birth to Ku~a and Lava who 
learn the Riimiiyarza, and Valmiki proposes to visit the 
coming Asvamedha of Rama with the boys, to effect 
evidently a reunion of Rama and Sita through their 
children and through their recitation of the epic on 
Ra.ma. It is at this juncture that SWi. advises Lava 
that when they see Ra.ma they must bow to him, for 
he is their father. This is the situation in the third 
A valoka-extract. Soon the Asvamedha horse of 
Rama comes roaming into the .Asrama which Lava 
and his friends catch ; a fight ensues and Lak~maQa 
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 Sltii. These two events might have 
taken. place even in one Act; or the diplomacy of 
LavaJ).a, the damaging things said by his two spies to 
Rama and subsequent banishment of Sita might have 
been given in a Vi~kambhaka 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. 

. 1 . . ~ ,.. ... ,.. .... ,..... 
ij'f ~ +tiEII+tttl~tfiq 3fT~~ I 

From this we see that as in the Uttararamacarita 
of Bhavabhuti, Janaka and perhaps others like 
Arundhati: come to Valmiki's A.srama. Or perhaps, 
sage Valmiki, who had played the father's role for 
Sita, is referred to by Lava as his mother's father. 
The LavaJ).a-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 

ifiN~ I<!Cn ~: sr\:TA , ~~ ~~\lit U'l~ ~'Q~\1-
~U'I: I - P. 39, GOS. I. Ch. I. 107 

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

Surely, Chalitariima has interesting turns of 
events. The verse '~~ ' 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 
~alute Rama when he ~oes to his presenc~ ;-'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 Chalitarlima we 
have indeed lost another Uttararlimacarita. 
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Extensive excerpts are to be had from another 
RamayaQa-play, the Janakirughava which dramatises 
the main part of the story covering the carrying off 
of Sita, the killing of RavaQa, the recovery of Sita 
and the coronation at Ayodhya. There are as many 
as twentytwo occasions on which Sa.garanandin 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 pradhiinas, is known 
from the following extract (NLRK. 11. 384-5) :-

31\:l~~ ( i. e. ill~) F£~~RWHU il~'f.lt 
;mr 'lido~'{ I cr~ =:n~T~l~cf iiTit 'l1~o:fi11., I 

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. (ll. 90-101). 

~crrll:- cr~ ::n~~~~tq% sr~:un( 1 

~err ( ~lt~) ar~ u;rm: qf~=;tr~ 1 ~Rr ;rt 
(T&J~~: I 

~~~r - ~r ;rr ~"fr: 1 ~{fi ~t ~~:ria" a-~ ~nm:­
-qcrqR<acr: ~~r==~ni: ~~ ~r+r+f::: o:oi ~~ 
~?.ftq~~ftr, ~ ~ SJllH~R~q-Rf '(Rr ~ifn'fr 1 
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,...... ~ "q- • " • "(" ~ 

~m ~WI:TT i3t\TOT ~~rqrpt BNT~T~~ ~IT~P'4(01'Efri:Tf 

'~Nr~~Rffi ~rfucrrir ~, m~:.~ 
~Q\:lT ~RIT 1' 

~rft.:rr iP:rlfrq mmq_ ~ ~~rrcro~ UC{lll~ 
"' " . ' ,.... ,.... <n q-q: <a 1 Q 141 ?a sr~r~or 'E4" tfi~4vr: srm~ ~ 1 

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, Sagaranandin 
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 Nirvaha:Q.a-sandhi, which was 
given above (NLRK. 11. 177-182) :-

'8" ~ ( i. e. ~:) CfiT~~4" 'Ei"'lTffl ~Fffl_ Sfqij~ijoq: I 

~~T ~Tij:fil{l~% ij~{l~ -

QIQT~f fu«r~~ mrsrT~f 
~~l:fi'W-f~~Te{T'Ei"~TOTT'i_ I 

~Nr~sr4IRf"Rqeif ~rfffirrir ~, ~ 
'Ef"fli:ft ~I:TT rcn't"N"Cfi~Cf: !>TT~tr ~r ~ II 

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 (11. 148-152) :-
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~r~r ~~r ~~m-

ofuri ~mmr~errro~ ~Of ~ :q ~ 
~: 'l~iT ~,;ji', .. ~~ril+r~ (;mr_) ~~~~rq_ 1 

~rm~= B" ~+rR~: ~rg ~or_, iJfllfi.-
~" ~ r-ro 

~~-.:r~T""':I~i.l!T'"'J1'4..-oi'1=Cfi~: ~'1~~'4"Fro": II 

This may be the main opening benedict0ry 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 U pak~epa or introducing 
the theme in the opening juncture, Mukha-sandhi, 
Sagaranandin says (ll. 563-7) :-

"" (T~ (r.fOT~l{WliCI"T: 

"' ,...,. " '"' '"' . ~ 
SffTij" ~~~fBi=~~ ~~ I 

ifT=q: ~: ~;:r'4"~fcrwicnu( sfr) 
q~:n ~~, "l +N"1} 'li€1" ~ ( 1 ) II 

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 Vef}.isamhara 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 Rava:Q.a miaht 
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carry her off and apostrophied to Rlima to come to 
her rescue and that Priyamvada assured her that if 
such a calamity should happen, Rama 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 Raval).a to the Svayamvara of SiHi.. 
Sitii 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 Ramayal).a by 
playwrights like Bhavabhuti 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 Balaramayal}.a of 
Rajasekhara where Raval}.a 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 Raval}.a, one of the suitors, 
who sweeps in, uttering forth his threat and resolve 
to the assembled K~atriyas that whoever might bend 
the bow or win Sita's hand thereby, he, Raval}.a, is 
carrying her off to Lank~ by force. The speech of 
Raval}.a is heard from behind the curtain and this is 
~ll~d Culika (11. 434-9) :-. 
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" "' "',.... R~ " " " ~~ .Jt ij ij(IT~1Hf: SI'T~ll{ I 

~i:lr fclcrr~§; irsftr \:13~~ 
"" . . ~ 
o=r~T~~ ~R+n+rq~ ~ll{ II 

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 RavaJ).a 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 Spigara 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, 11. 651-6, 657-62 :-

~~r ~~il~t~l~?r ~si; UJT:-
" ~ ....... . ,....., . 

anq ~R~r~: cgr ~~ro:~ 
"' ,... "' "" ~ 
fsp.:r~~liji1Giti5fq ~Qf arrq ~: I 

~f(op~tflr(i;fr)~r ~m~m­

sc:qee'E!~r ~1!: ~11' +r~t{'l_ 11 

qft~: ~~ Q-~61 (J+r: -

~ ~ ~ V! ~r?T ?:W-q~ m.. 
"'"'"".,.::::... " ~~("14;:~~T\:ll JC{-=t'11., ~~rq I 
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~~~~~~r ~ ;r ;r~f~nt~~ 

farrfu ~ !N~~ ?:@ ~m~ftfflrfucr I I 
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But it is all not smooth for love; the first disturbanc~ 
is caused by the appearance of Para~urama who was 
coming against Rama. Sita speaks to her friend 
Priyamvada with an agitated heart on learning of the 
enmity of Parasurama 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, Pu~pa, the NLRK. says 
(11. 684-6 and 692-6) :-

( ~ihn ) ~r ~n;r:Ji'Tuq~ rn:Q'Tlts~ -
,..... ""' '""'" ~"' " ,..,....., ~r r~~~ ~~ ~ ~~'rn" fqU'<l rii~~ +rr~~~nm 

'"' ~ 
:a~Rf ;r ~-' 

• " ,........ " " "' """...,. --.r " +l~ TOfl:a: T"f~~~, ~~~o:f~UT ~TUtl I 

"" ~ " an~q ~~, ~:r=u~'fti~..rrer~~r 

" " (' " "'"' Cfi'ff~T~~~ ~mur ~l;ff rm:r: I I 

But a foreboding of the more serious calamity that is 
to befall Rama and Sita and of which SWi 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 do·uble 

9 
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meaning, the carrying off Sita to Lanka 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, 11. 642-4, 
(Bijodghntana) :-

::s:n;rit~t~ '.:f~T ~T'i: BTciT ~ -

"' "' "' ~R=flH1r'ffq'?f: ~rsr~ ~~= 1 

""'"' "'". ,..... ,..... ~ <iiT~~TT~~~T;rof.fiT5'.:f ~H:IS~ifCf !I S:1e1 I 

The same is cited again to illustrate the fourth variety 
ofPatakasthana involving double meaning (11. 1035·7). 

There is one more extract from Act II 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 Sandhyailga Upanyasa, throw 
any light on it (II. 700-3) :-

~q;::J;[r~:- -.:r~r ~T;rtt'~tq) ~d't~si;-

~err~: - ~~ ~;=r~lCJr'~r+:r~~~!I..J~ cr~rr~q~ 4!~'1r;:n;~r: 

~'l": 1 ' ~f"P.i ~'l"~U~?:rq;~r' ~rR 1 

This refers probably to a speech of Dasaratha 
when he takes leave of Janaka and Satananda 
complimenting the King. 

Act HI. The three extracts available from 
Act HI show that action has progressed rather fast; 
for in Act Hr we are told that not only has Raval}.a 
carried off Sltti but Sugrfva is already on the stage. 
(t would appear that as RavaQ.a 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 €pisode 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 Ill, 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 Sugnva reflecting on 
Raval).a's unwise act and Hanuman mentioning 
Rama's exploits and saying that it was natural 
that Sugriva should seek such an ally. (ll. 713-5; 
730-4) :-

~r~~ ~ ~({: !:f<llf~11. 1 ~il.fr ~Tij:fiT{Iq~ ~c:~'tq s~ 
~tfi"Cf: -

f"~ ...... " 

~ro:r<r.r ~~r ;r-:~ ~~0'1 ~a:rar 1 
~ " .. ....,. ~ r-
TCR~r~r~r e:r~ u~ ~~rgcrq_ 11 

• r-.. " "" ...., 
<t~fG<Iif RQ.:a-e:rJOJ.. r~~~, ~., 

. "" r'\~"" ~ 
~nr ~~= qg'«f:, ro:rr;;rc:rr ~~err 1 

. . ...... ~ ,...... . " 
cr ~T't:f'-1" ~'OT'Ttcr T~c:f ~:rr~0t:t. II 

The third extract is in illustration of Anumana, au 
anga of the same Garbha-sandhi, and is in continua­
tion of the second one in the NLRK. (11. 747-8). 
While the NLRK. quotes the later part of the verse, 
the SD. quotes the verse in full when ilh.1strating 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 Surya in his very gait and look. 

~ ~" "\ "" 1 ~~rn~rcr cF::W'-fcn qrorr-

~~~~Wiar ~T TOO~ I 
,..... ,..... ~ 

Cf~T~~rqmcr <fil~~<ii"HrCfll ~-

The next juncture, the Vimarsasandhi, seems to 
be a long-drawn affair. There are three citations from 
it, in two of which the Act is called Mayalak~al}.a, 
which is obviously a ms. error for Mayalak~mal}.a, and 
in one of which the Act is mentioned as the Vlth. 
From •his Vlth Act, there is a further extract without 
mention of the Sandhi. In the extracts with the 
definite mention of the Act as the Vlth, Rama has 
reached Lanka, but in the two extracts which only 
indicate the Sandhi as ·Vi mars a, the location is 
Lanka but Raval}.a is seen making approaches to 
Sita. It is the latter that call the Act Mayalak~maQ.a 
which would suggest that, as one of its innovations, 
this play uses the idea of a fake-Lak~maQ.a; what 
dramatic purpose the poet achieves through an 
illusory Lak~maQ.a in Ravalj.a's efforts either to gain 

1. Cf. Bhavabhiiti, URC. VI. 19, Rama's verse on seeing Ku~a which 
the present verse closely resembles : 

{lih!ufl ~~ij"ttffiRT 

~ <=(~ iTRfeTRID'{ I 
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Sitii or to demoralise Rama and his forces, we are 
not able to make out, as both the extracts from the 
Mayalak~mai).a-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 Ravai).a are €numerated and the 
warning pronounced that the terrible fruition of his 
evil acts is coming on. The speech is put in the 
mouth of Ravai).a himself but that might be due to 
ms. corruption. (ll. 801-6) :-

a:r ~rqsr~P~<lfftf.fR: ~~r ~Ti11lT(I'q~ 'ITQ'T~ ( ~~~ ) 
~ ( Q{ ) uo:.rcrr: ( {Jtf~~ ? ) 

. ""'I"'\."' r-.."' 
~ro:r &llfiJ TI~Hii\Rgi'fT~: <liT'R~ f-

" "\ "\ " "\ (' 

~r~qr o:r~~P.:r {~qcrcr11:~ 1 

"' ...... .....,.. "' "' ar+rr G:T"iRHo::r ~:r+ntlmrret~r~: 
"' "\ "\• "\ " 

<lir~~cr '<TT~ ~~+r~<fr ~r~aqcr: 11 ~rcr 1 

The other extract from this Act is given with the 
Act-name but without the play-name and it is 
Ravai).a's soliloquy about Sita uttered in his mad 
infatuation for her. (ll. 1703-7) 

~~T 'll~l~~ ( ~ij ) OJTi; U~lll: -

" "'" ~~· ~ Qftl5 ( ~) gr ijiro+rrrr~ncr, +r~r~~~ ~: 
r-('"\ "'"'" • "\ 

~r q~rcru:OT 'rrncr, ~ ~r: "lKf ~r~: 1 
" " •'\ r-t' " "\ " QT §;:~S~ ~Ttf<fT, ~+r+rr ~8W~ ~:r~: 

" .... '\ " 
~rcrrmrfj cr~rc~~ o:r ~ ~R~P·r 11 

a Vipralambha-verse which strongly reminds us of 
three other well-known verses, one in the Amaru· 
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sataka, ~r ;:rl(!.'f ~qJJ!:f~fl;r~: etc., and the other two 
~~ ifef'l~: and a:rm;~: 8l'ita: spoken by Ra:ma in 
the Ramabhyudaya. If the Mayalak~mal}a-ailka is 
then Act V, we have a gap of the whole of the 
fourth Act. In Act Ill, as we have seen, Sugriva 
has approached Rama for help; we have therefore 
the actua) Valivadha, perhaps Rama's Vipralambha 
during the rains and autumn, then the despatch of 
monkeys for SWi. 's ~earch, Hanuman 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 Raval}a pointing out 
the unbecoming way in which the latter stole Sita. 
This could not at this stage be what Rama says 
directly to RavaQa face to face with him in battle. 
This could be the message ~ent by Rama to RavaQa 
through Angada the messenger. Illustration of the 
Lak~aQa called G Ul,l a ti pa ta (11. 1570-7 4) :-

~ ~n~~'tttq~ qgsi; u;r: -
~ r"'- ...... "' "' ~T~~ !T~UfiO::fqT~I<FTCf~~~ wT~~T-

~ffimTf~~~~~ ~~: ( ~o::rcr: ~ ) irs?:i ~~Wln~: 1 
R'l "' " " "" " " " ._® ifi~, ~~ifur ~:qr~n ~~nq, ~ 6fif 

... , ..... "' ..... ........ ...... r-.. 

i!f~T~Uf ~'i<ma'SfTG:;fiiff f6fijjli: II 

The two other extracts from this Act show Rama 
in a dejected mood; in one we find him reflecting on 
Sita's condition, her anxiety about news of Rama and 
Lak~ma:t;ta which sh~ 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 
Lak~maJ;ta (11. 32~ 7) :-

mr: ~1: 1 ~~r ~fij~'Tuer~ ~~~ 'n:r: -
~~;=n~ B""m ~Rn~~~~'f'11 

~ "'"' "" ""' ("' <:' "' ....... ~ '~rr~: srrcrr~cr~HHN rcr )+ro:rr;:r o:r: 
,..... ,..... ,.... ,..... 

~f;q"!1T'JTT fa:f~il ~;:rr CfTB"Qtfq II 

By this time the major encounters of the great 
battle were over,· only Raval).a remained. Lak~mal).a 
comforts Rama that as the more formidable youthful 
fighters Kumbhakarl).a, Indrajit and Kumbha have 
been destroyed, and there remained only old Raval).a, 
Rama should no longer worry himself. In illustra­
tion of Niyata-phala-pr5 pti or surety of success, 

. Sagaranandin states (ll. 84-88) :-
" ,....... r"'\" 

31'mf~11'9'·:PR~q~r r~r ~ tfiw!1TT'-c1T~~:r~~=~~: 1 ~~' 

\lfl'liTO~~ qgs~ w~IJf: -
~ (',..... ,.... " ,......, 

~sr~;;r~~~l1f~r m?f~~, ~r~ 
.·,....." "'r-. 

~~T?J: ~11T iTT~:, r;;~~: ~+mB" :q~;;r: I 

q)w~~~Jtf~~~;J;fr<r.r~'llsfur (?) ~ 
~:.o:m~ ~B"o=rrc:~r fco11~o=rrr.~rm ~=~n~~m- 11 

That there should be a further Act is obvious; 
the Janakiraghava is therefore a Nataka in seven 
Acts. The last Act is ciesignated Sarhhara, and 
mentioning this 'conc1usive' 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. RavaJ)a has been 
killed and Vibhi~aJ)a crowned. Recapitulating the 
connected purposes of the main undertaking which 
have been accomplished, (this is the second a:ri.ga 
called Grathana of the final Sandhi, the NirvahaJ)a), 
Lak~maJ)a tells Rama (11. 84-9) :-

~m ~wt~1~1~~ ~~~~ (?;~ttur: -
"' ,.... 
Q u~~= ~~n: 'l·=Rii_41Jimr: 

,.... ,....,.. " " . ...... "' 
Ff£<{~Rf ~r.rcf ~ a-qr ~;:IT~TJ{_ I 

" "' ~ :l:I~'4"14+RQfifQT ({~: 

""' ~"' ..... " Q~ ~rq TWTT~QT "f f.l+rAUT ~r: II 

A similar recapituation of the purposes achieved 
is found in the extract cited in NLRK., 11. 177-82, 
mentioning the Act as the Samhara. 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 Indra, 'f.fi a~~: iW.Jg4ct~<irn' and 
before the very last utterance, the Bharata-va.kya. 

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 (ll. 886-8) :-

~~<fiFrR"''Ul~rr: 1 ~Ff.lfr~tqq ~~~~ ~1'1:-
( ~q_) -q~~ T?f+r"rlut! OTJ~rcq~R-5d(.ir~: ~ ;r 

~Tfir I ~ <fi~~ ;r '{Hlf ~R<fiT I 
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Vibhi~aQ.a brings here tidings to Rama that Siti'i 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) :-

~ ~ ~ \liT~~ eJijl~ I 

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 RXGHAVXBHYUDAYA 

· We know of" a Ramayai)a-play of this title from 
the SO. and the NLRK.l The former work has a 
single citation from· the play and the latter. has as 
many as fourteen citations from it, including the one 
found in the SD. · 

It is clear that the Riighavabhyudaya 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 
RavaQ.a and the recovery· of Sitii. s·a.garanandin 
quotes Matrgupta's verses ilh.istrating ·in a· general 
manner the five Avasthas of the drama,· Prarambha, 
Prayatna, Priiptisambhava, Niyataphala-sampriipti and 
Phala-yoga, with the episodes of the RamayaQ.a­
theme, and for illustration from a specific play, says 
that these can be seen clearly in the Riighaviibhyudaya. 
(NLRK. 11. 102-9). 

srH~flr uqcrr~~ ~~sr~m~ 1 
(' "' 

s:rq~;{: WIJf~~r ~: mtiT'il~J~Ef: 11 

~ ~ r. 
w:rr;;r~ §: B"~~w:r B"~ro: ~lla«;~;;r: 

f;ttt6T q:;~~hnifr: ~~'JiUTrR ~aPt 11 

~ "~ ~ ....... "(' 
~T '{o:.f ~Ta:J~Cffi: ilil~T ~qiTQ'ql:l: I 

1:1i~~f(: ~ ~llH~ l:l~Tifl~~ II 

~ ~tf1~~~it go~ :q;~q II 

1. This Riig!Jal•iibhyudaya 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. (n·opajr;a) 
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We may take it that the play concerns itself with 

the story from the Ara!zyakiitzfla 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 note,d in this play, which 
Sagaranandin specifically mentions; the poet uses the 
idea and character of Kaikeyi being at the ropt 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 Raghaviibhyudaya. We may remind ourselves 
in this connection that in Valmiki's original itself, 
whenever a serious mishap occurs in the forest life~ 
Rama or Lak~ma.Qa or SWi exclaims :-~ ~ 
~ 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:-
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Like other plays, the Raghavablzyudaya has its 
innovations in the theme of the epic. To start with, 
there is a cryptic ~eference to a celestial voice, that of 
the Wind-God, to a curse which would last till the 
killing of RavaQ.a. Illustrating the incident of an 
incorporeal voice-.Akasabha~ita-Sagaranandin says:-

~;:n~~-

, ~ ~rm~ ~cr~~ ~~q: 
.,..... ."' "' ,...... 

~a;:ifl'T:- ~ ~~4ft~"'41(f lfllqq_ i~T~ ~mf I 
That this curse is used as a crucial motif is sufficiently 
indicated because Sagaranandin quotes this to 
illustrate .Akasabha~ita as an Antara-sandhi. 

Into the situation on the eve of separation to be 
caused by RavaQ.a'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 Gat~(/a or mishap which is one of the thirteen 
Vithyangas, and is illustrated by Sita's reference to 
her ' Viraha' from Rama. (NLRK. 11. 3004-5). 

(iii ~ ~Rt R~T ~¥1 ~: q~ltJ ~Rr I 

QJm - ' Fe«:~cr ' 1 

~:-~~~,I 
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The abduction of SWi 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 RavaQ.a from having his way. The 
following is a verse spoken by Jatayus flaring up and 
threatening RavaQ.a, which Sagaranandin quotes to 
illustrate the employment of the Siittvati Vrtti in 
depicting Raudra Rasa. ~ ~Sfi:ll 

~:-

3fq~G~~~~= sn~iij-~q;~~ 
" '"\ " !!~q~~~~<fi~TJ!Nl~: I 

~~ffiffl~~mqr~~: 
. ' " ~ 

<o~g ~ :fiT~rm :j{c~: 11 

The next set of extracts takes us to the seashore 
and the crossing over to Lanka. The Act which 
deals with this part of the story is called the Setu­
aiika, 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 
Yuddba kiiQ.Qa of Valmiki's original, Rama falls a 
prey to the pangs of love and begins to lament. 
Lak§maQ.a, as be always does, reminds Rama of the 
work ahead and the futility of wailing. Illustrating 
Bodhana, Sagaranandin says :-

~~'ifilif sr~r~ an~it't 1 ij~q~~~~q ~'.-"lfOf: 
(to Rama)-
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(' . (' ~ " " 
a:r~~'t.~~H +nn~r qmr~.::r: 

u ;:r;a~t (~~::~at) F+rfu~: I 
~ "~r. . 
M"!!3'1 a-r-mH~r;:ra-~ 

("r"\ (" ,..... 

<filmiiJf B~C'f ~W-1FQ" II 

Another speech of Lak~ma:r:ta in the same contex~ 
referring to the request to the sea to give way, but 
not clear in its full import, is quoted by both 
Sagaranandin and Visvanatha:-

Ft'?r~;l <fiT~~f.fl-.lH~I:T~ Cfi~~, ~~T ~tfl+!i~ 
ij~~-

(' (' "" "~" ~~:- "at"T~ ~~'1:l~;:p:ff ~~~iJTSTB, ~R<fi+i~:tt'[_ 
- NLRK. II. 1795-60. SD. NS. Press edn. 1922, P. 350. 

The most important of the original ideas 
introduced by the author of the Riighaviibhyudaya is a 
false peace-offer which RavaQa makes to Rama during 
an early stage of the war. This is featured in the 
penultimate juncture, the Vimada-sandhi, and Sagara­
nandin has four references to it. Rava:r:ta employs a 
Rak~asi named Jalini, disguised as Sita, and offers. 
to surrender her to Rama; Rama, who, accor~ing 
to Valmiki, declares that he would afford security 
even if Rava:r:ta himself would surrender ( ~ qr ~~ 
~ VI. 18-35), is now faced in this drama with· 
a situation which confuses him for a while. The 
dilemma for Rama is whether to take back Sita ~n4 
accept RavaQa as friend or to fulfil his promise to 
Vibhi~a\la that he would make the latter King of 
Lanka. Illustrating the form of Siittvati Vrtti called· 
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Sanghiitya which is the resorting to a treacherous 
manoeuvre, Sagaranandin says (II. 1300-2) :-

U~ll~~ ~rq. Cf<i~P.i~ -~.; ~~~;:o.fr ~r~<fr ;:rt;r 
~«r mr· ~ijr 1 

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

~+r~ ~~r ifT~rifta-raf~.; ( -qcry;;) U+t~ u~: 
~: ~: 1 U+t"T~~"~ ( ~I'Eierl+1(\~) ucr~ ar~;q_ 
~\:lf ~r~rfr ~reJ~T ~f(f~ u~ mm U~H~ ~T 
'"' . f' 

l'Eflro: 1 ~~r~ (i.e., Rama says here):-

"ti~TWr T«1:1rm a-~ ~i:r 
~~rl'nd +ro:frTif o:rtB: ( +refT~Cfl~:) I 

~-r.. "'(' ,...... 
~T(f TCf'l~TCfCf(fifTWll 'q'O'(ff-

~ (" ,..... ,.....~ '" ,..... ,..... 
(f~;Jf(f.; TCfFH~Wll~ T<fil~illl 

Indra had evidently made his appearance in the 
scene and was persuading Rama to take Sita and 
accept Raval)a 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 Vibhi~aQ.a as King of Lai-tka. Some of the 
words and the construction are not clear. It would 
appear from a further quotation which will be 
cited presently that the Jndra here is also a false 
impersonation and it was really Raval)a who 
appeared in Indra's ~uise and induced Rama to com~ 
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to terms with RavaQ.a. Illustrating the quality of the 
hero called Tejas which is defined as the carrying out 
of a resolve that has been taken, Sagaranandin says : 

~ ~., ~ 

~Tif<::!~ ~: I ~~ uq~l'~!R·-t Ull: -

an~~ ( an~r~~ ? ) ij- t'W{~r~ , ~T'lit~ 

~~ m~~~~ ~HTTnfrSfuril_ I 
......... ~ ..... ~ " .... 

Sl~t~l~ 1 Hl<fiTRI'~ rer~rqur~ . ,..... ,.... .... ,.... 
~ ~~ if rer.1T '[ffi~ Ull: II 

But the vigilant Lak~maQ.a, 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 
RavaQ.a, RavaQ.a is infuriated, throws away his 
guise and threatens Lak~maQ.a. One of the Sattvati­
arigas is the Parivartaka or foiling of a plot ; and to 
illustrate it, the NLRK. says (1283-5) :-

~~r tfq;Jt~~it ~F~T ~~ f.:r~ ~~: 

There are no extracts from the main part of the 
last Sandhi, the Nirvaha7)a; we have however an 
extract which gives us the Bharatavakya of the play. 
Illustrating the final element called Prasasti in two 
places (11. 3145-6 and 898-902), NLRK. cites:-

(a) ~: ~·~~~it '' ~: ~-:frq_" ~ 1 

(b)~: ~~r ........ 



THE RXGHAVXBHYUDAYA 81 
..c.... " ,... ,.... e>.."' 
)il~: ~'=IT~ 'l'mr: ~~~ ~ 1a..~~~: 

.... . ' .... .... 
8FT lTTCfl' ~~ , ~ a-J~f!Qi{T: ~~ I . ~ ~ 

CfiT~~;r ~ij\,lT '111 tl.. "11 <til o:.'4Cfig: 

<trm: ftirr\,lr {~m<t~Ff'tfr (TmrHa-ra:r 11 

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 poetic effusions or 
overwrought passages. 

11 



THE RA.MA.NANDA 

Ramananda 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 to identify 
that those two verses are from a lost Rama-play 
called Ramananda. One of these two verses is of 
impOitance since it raises a point of textual criticism 
regarding the current version of the Uttarariimacarita 
of Bhavabhmi. 

It is from Singabhupala's RAS. that we come to 
know that these two verses referred to are from 
Ramananda. Singabhupa:la quotes a third verse also 
from the Prastavanii of the Ramananda. RAS, TSS. 
p. 248:-

~P-TT ~l'{l~;:~-

7:T;:r.r. ..... "' ~· ""' • ,.., ..,._if ~:=l~p;.f$"0116+JT~rr <oR"r;:~rrr"ii~ 

= (> ~ ( ) .., <' • "' ~~T""'T1' 
..,'9f ~rTf q'f1: ~Cff"f ~:?;{~~ <fiT~I€[c.'5f! .. Ji~. I 

ff;:;:f ~9affi' fkffi~~~{f~: qqOT fe=mr ( ~err ) ~~r 
c:-....,r-._,...._ "" r"'-t"\ .... ~ ." 

~~?.:rrsrq N~r:;:qcr "li+n~ri'[T{1 '9 ( ~TB'l) ~rqrcr: 11 

This beautiful 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:-

~~r ~unt:~;:~ -
\ 
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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:-

" " . 
~~= tfif.4rt1r ~m } 1 for Q~~ ;;nrftt1tl1rr 

and ~~ ~art ~m 

::ttferq-~: · 

Now this verse which Si!igabhupala attributes to 
Riimiinanda is now found as verse 45 in Act Iii. of 
the Uttarariimacarita of Bhavabhuti .. If we examine 
the text of the URC. carefully, we can easily see that 
this verse 'a~ii ~' 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 SWi; he contrasts the second with 
the first; he considers the second as greater in sorrow 
and gives reasons why the first separation when 
Rava:Qa carried Sita away was not so unbearable. 

"I''\~" 

~: - an:~ ~r~+r~rrr r-:rq?:f~r q-Cfij' 1 

ij !Wf!'ir ~rcrr!ff-::r~(9f.r.iJifO(fm<f-~ • 
~~,..(' t " 1-:t ~P{o:.ff(TOT ~r.fcr:j'fn?.:t!q:cr(G": 

~'" " ,.... 1tp.:ffnT ~ti:Tr~~r: \1 "'""0. Hg:<rrcrro:rr~-:rq_;y_ 

Cli:9«<.rrofr ~r fil~~Rr~~ s !;{r..f~:ll: 11 

1. One of these two is to b~ ado_Ptcd, as th:: RAS. readins is incorre~t. 
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... 

<:' 

~r;r:- ~fur qr~Rr! ~:~rtq !i*Arm~rofr ~r~:wnr. 1 

~~t ~r i'r~nr~r~ 1 ij'~Ff"r~ JJT rrJJYfrr 1 
Here the second verse '6':fq ~' does nothing more 
than repeat the idea of the first verse ~qp:rr.:~t m<u~ . 
That is, it elaborates the idea of Upa.ya-abhava and 
explains how the second ' Vi yoga' 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 Riimiinanda to the URC. is 
also responsible for making the verse an apostrophe 
to Sitii., and reading the last part of the verse ~ ~ 
ttrnQ- q found in the SKA., Sr. Pra. and RAS. into mt 
f?lqr rn~;,, which those responsible for the insertion 
thought would ease the way of this verse going into 
into the URC. I am disposed to consider that this 
verse does not belong to Act III of the URC. and 
that its original place is the now lost Rama-drama, 
Riimilnanda by name. 

The third verse quoted from the Prastiivanil of 
tpe Ramananda, by Singabhupala is on p. 269 of 
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his RAS. and illustrates the type of poet called the 
modest one, vinita. 

. . 
Q"~Tt~~ ~rwr.~f5fqrl:l 

"" ""' ~rcfTS~ilUT ~~fH~Q" II 

Saradatanaya refers to a Ramananda. a play, 
twice in his Bha. Pra. Perhaps the Ramiinanda 
mentioned by him is identical with the one quoted by 
Siii.gabhupala. First, Saradatanaya quotes it for 
illustrating "deviation from the original," the 
Utpiidya a1hsa in a Praklzyiita Vastu. It is said by 
him that Vibhi~ai).a is here introduced to us at some 
length even before Sita is carried away by Ravai).a. 

o:- "' "' "' ~~WHnq T"fim~~qr~~H~ ~ I 
,.....~. "'~ ..... "' 
f.:r~~ ilTGOiiTifm f{ltr~fFf +fTTqQ"q II 

""" "'" ~ S!TlP-f ~rQ"~~OTTij_ ~~ T~+rrqoy~or.m_ I 

" "' "' Q"a~qMif~ Ullt;:r;:~ 5f~~cr II 
-Bhii. Pra. VIII. P. 234-5. 

In IX. p. 258, Saradatanaya says that the Riimiinanda 
is a dramatic piece of the Uparilpaka 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. 

~CJiTOO'Qr ~r~rr. q~ err rfr~JW:r err 1 

u;e{fet~ ~,flt~ij ~llllil;:~ ~~T ~Cill II 

We have no evidence to verify this. Bhoja, whose 
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description of s' rigadita is borrowed by Sarada.tanaya, 
does not give Riimiinanda or any other play as an 
example of it. That the s'rigadita Riimiinanda is 
different from the Niifaka 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 Nii faka: line 385 !1\:l~ 
(i.e., Niiyakasya) A-1-~rr~ ~~~~ITiH ~rc<nr(RT ~11i 

~q_ I ~~ ~r~~T{I~ci ~11i ~~~q , U'll~;:C\1{ 1 
1 

Sagaranandin has also another reference, a few lines 
before this to the Riimiinanda having a Sankir!Za 
Vi~kambha featuring lower characters like the 
K~apal).aka 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 Anarghariighava 
(p. 70, N. S. Press edn.). The name K~apal).a­

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 siidhana and then, 
to illustrate camatkiira. 

~ • O<fl'ftR{~~T'l: ijl~;fl{_ I 

~rior cro'~Tf;r I (1. 3113) 

~. ~~<tiru ~r::nl1fu':a ~er 1 ~~r ~rqr~ -

(r ~rc,;~ ( {rmar~) ! ~r;r~~Jrcrr;:r (urn:m) ~far~ 

~<mo1t afT"tillU ( ~ ~ ) ~fij- ~T ~rfirfu' I (1. 3117) 

I. For a mention of the RilmAnan<la as an example of a Niilaka-namo 
of the specifically non-sisnificant type, see V J. p. l43. 
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The earliest writer now known to quote any of 
these three verses is Rajasekhara who quotes ~ ~ 
anonymously on p. 109, KM. to illustrate the 
Anuvrtti-stage of a season. Therefore the play is 
earlier than c. 900 A. D. 



THE M.AY.APU$PAKA 

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. XIII. 75 ), Abhinavagupta 
refers to the entry of the curse, Brahma-sapa, as a 
character in Mayapu~paka 

~~r 'IP:JI~ttti '' ~~= -srN:um ~~~rq: " ~m 1 
- P. 216. GOS, edn. II. 

That this entry of the Brahma-sapa appears at the 
very opening of the play is known from the ND. 
where it is mentioned as· i11ustrating B1ja, ND. p. 43. 

r... "'"' .... "\ """ iliRf1Fr~~<JJ~Ifi~ ~Cftfi :xJ~'llq~q, I ~~.n ifftlt-

~'{tt:; mq: -srf?.r~ Cf'i'f~IJTrB: -

~~r iji qr'ij-~r ~Frq-cfr ijirf~p:f <frro:t ti 
~ ~ " . 

~~rrr ~ ~~: iji rrn:rars~ ~~~r~: 
.... r". ,.... • ' 

~ ~=R:~r ~@: iji :;n TCf'i"fq"TrifP-fTT~ ~i!liJ 
,....,. '~ ~ .... "" 
Ttfi <!i"C~1~ i!i~T ~r ~:U~~ q-~:."<T ~ ap.:f: II 

From this it is clear that the Brahma-sapa 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 
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events, ·the miscarriage of the proposed coronation; 
the exile of Rama and the death of Dasaratha in the 
sorrow of his separation from Rama, appeared as 
the nemesis of Dasaratha's former act of killing 
the Muni-kumara. While this is implied in the 
original story, the originality of the author of the 
Mayapu~paka 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 Pataka or the part 
played in the play by Sugriva. The point for whose 
illustration the Mayapu~paka is quoted is the concept 
of Anusandhis or Minor Sandhis forming part of the 
Patiika-action. The ND. says (P. 48) :-

' """" <:' ~ ' ' " ;rr;:rr erRr.r~~~mn::~;:r ~r;;rrn: 1 

~rc~firr{ fSp;rWh:ffl:ota~m ~r epi 

~ ~~m~~: q~rsf?r ~~ ~r;r( ~;r )~ft\' li 

""" "' "'\ ~ r a:r~ ~~IT!f~Jr~!:T;:rr~ ~n:rur ~ ~:ps~r~~~~-
"' r'\' '"(" ... , 

!{q<fi~~ -gq-r~~;:rrrt, u;r~r:m~q;rr~~~ Tif~ur~~ ~-

~:ar~m 1 

Abhinavagupta quotes this same verse, mentioning 
Mayapu~paka, in a different context to illustrate , 
Sucabhinaya (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 Raval).a 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. III. p. 17) :-

w..rr ~ntn~~>q~ -

"' "" " ' cr~r ~~r T'Efr.l~: ~r~cr~~TCJT 
,, " . 

(\71:lf ~~rq~r ~~ 'if ~r 1 

~urr ~~r ~~fclfrff~r :q 

"' "' r"'\. • iT~ cr~ ~r~cr ~qe~;q ~:ng: 11 

This verse should occur in a context later than that of 
the previous verse spoken by Sugriva. 

The VJ. mentions Mayapu~paka twice:- First 
( P. 243, De's edn.) Kuntaka mentions it as an 
example of a title of a drama which gives an idea of 
its pivotal motif:-

~l:lr.:i" ~~;:l:l!;fprrmr~r~ ~~Rr<Trti Cfi~P-f~ cr~: 
~~a:roi ~ ~~"rffi cr!fl cr~rq- . . . ~~r arfu~r.mrwcr~­
~~r~~ -S~ ferilr~~ -llP:JJ~cq~ -<ti~T~T9ur -~~cr:t::rn-~~qcr-

ftn · ' 
~TFf I 
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We can see from this observation that the motif 

of a magical Pu~paka-vimana is effectively used in the 
play; it can be even surmised that this is used by 
Raval).a, 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 Mayapu~paka as one of the Ramayal).a-plays 
which had succeeded in playing variations on the 
same theme. That these variations are both original 
and interesting so far as the Mayapu~paka goes is · 
borne out by the extracts above discussed, meagre 
though these are. 



TI-iE RAGHA V.ANANDA 

Another Rama-p1ay now 1ost and of which we 
come to know a little from Bhoja's Sr. Pr. is 
Raghaviinanda, from which Bhoja quotes two verses. 
The drama possessed undoubted literary merit. As 
its name suggests, it should have ended with the 
victory over RavaQa. Of its author we know nothing. 

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

1. P. 530. Vol. II. ~~ ~l~trT;r.:~-
" ..... . ..... 
~ ~er~;nw ~JT~cr: qp~;r~~ ~: 

' ..... ,..,. " ,.,.... 
<!i~=::maw ~r~ ~:;:r <fi'1~ll~Hf~.Pi ro:rqr~ 1 

• • ~ "' t'\. . 

iffTJT ~~: ~ sr~rurcr;r~r.gRHa;:ur;ra;-"'Jl: 

' ~ " " """"' "' ,...... ~r+Trs~r ~err~ Ti!fEfilf~ur: ~cr: sn~r:a ~r-

~nrr€fq~~ ~fct qi ~r o=r ~ro=rrfu Qif_ 1 

;rrtfrtrsr ~~tre- m~re- ~ ~~~O'f'n[m-
" " ,... ~ .,A~ •'\ ,... 
~r~IISI=!:II~~~~'"''=-~~'Rrur: ~~~~m~: 11 

The Kavyapradipa quotes the latter verse anonymously. 
The reference to this verse as from Riighaviibhyudaya 
found in Sagaranandin (line 1660) is due to a ms. 
error. 

. The drama Raghavananda must not be confused 
WI~ t?e last act of Raja~ekhara's Biilariimiiyapa 
Whlch 1s also called Raghaviinanda. 
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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 Ramayal).a-theme. There 
are a few more plays, as also • ti ties of Acts of plays, 
on the Ramayal).a theme, cited in works of poetics 
and dramaturgy, which too, it may be worthwhile to 
notice here. 

THE SVAPNA DAS.ANANA 

Bhimata, according to a verse of Rajasekh'ara 
recorded in the Suktimukta.vali, was a chief of 
Kalaiijara. The above-mentioned verse of Raja­
gekhara credits him with five plays and adds that the 
foremost of these five is a play on the RamayaQ.a­
theme, called the Svapnadasiinana. 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 
RavaQa's dream. 

Cfi~q~'ifi ~r+R:: q~ 11 

. " SJP1 Sllfi=~TJf~:f ij!i ~tl~w:f~~lilil'{ II 

THE ABHIJATA JANAKI 

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

1. Another of his five plays is Manoramii-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 Cioakya 
sto.rY. is. known, the Pratijiiii-Ciir;aakya, which the Abhi. Bhii. quotes twi~ 
(GOS. 11. 161, 4~S). 
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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 e>r 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 
Rama and a verse of Jambavan, from the same 
situation are also quoted. 

(Mad. Ms. 3332, De's edn. 222-3) :-

~~mtlflij'~Tif~'l~rrer( ~~~) ifr~~ ( Wll~~) ~3t'f~s~ 
~~~~ ~~~cr~f;p:rr~~t (~) arf.ff({crq~{r~rmr[ ro ]a-­
snr~;:rrq_ 3ltffrij"~ ( t{FR) ~r~flJTT sr~ if~T~T­

~~t Cfr'r:TT'''·~·-q~T?:f~OTJ{_ I ij'~ ~1 
ij';;f '1'T~ ~ifTtJ~q'ififq_-

~r: ~~a- ~: srr~mt ~r~qr ~ 
~~ "'~ " C\ ~:sT:J Cfi'OT~I iflii('l1ttli~T'l1~~ooefiT: I 

qj1Jth=-m~ij:jf~,~~r fttir.lra:r Cfi'9n~"r 

1. lTpto this from the Mad. Ms. of VJ. 
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. ~ ~ ~ ' ~ ~ 
-o~rcr~r tfi\qRm: 'li ~rc~~ 1 

""" "' - ,...... r"" 
~rqm;~rqr~~~rr~~~r~r~ ~ 

"" ..... '~ . ""' ~TGf.f~: ~;:p.Hf~~E'B"~q~ II 

1 " " ~ "' ,.. q;:l:lr"-~P-T ~ra- ~rr.ror IP-la~,;tr+=aro:tarsrq en~ 

,....,"" ' ..... ,...... 
31'1~T@T'1:~rif~r•=JR~~ I 

"' . ' "' 'liTCI'ifij~4~~;~ifT~~rcr ~~rra- :;:.r 11 

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) :-

-SRf'q'lf I ~qr ~·){~crtrnfel~f~sfilwttHl~-

~Tq<fi: - ( ~~) an~ ~~ ~iiijl{_ 1 

~<r ~r~{r~~rqm 

~ srcrr1:1~rsr~Sfm~n r 

$iU~rcr~OJ~ii~~ 

a3l~tf W{g~~~ifl'1~~'l II 

As the Kashmirian Bhattenduraja could only be the 
guru of the name mentioned by Abhinavagupta in his 
Locana, K~irasvamin who wrote this play and 
describes himself as pupil of Bhattenduraja must have 
been a contemporary of Abhinavagupta in the last 
part of the lOth century and beginning of the 11th; 

1. Mad. Ms. VJ: 
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he may or may not be identical with the grammarian 
of that name, the author of K~Iratarangit;J.i etc. 

THE M.ARICAVA~CITA 

The Mari cavancita takes its name after the 
pivotal incident of the deceit played by Marica in the 
guise of the golden deer, which enabled Raval).a 
to carry off Sita. Saradatanaya refers to it twice; 
Bha. Pra. P. 217, 11. 13-14 and P. 223, 1. 2. The 
second reference tells us that this is a Nataka in five 
acts:-

3lif: ~ q9i~tr~~nfRer~iJ~ 1 
From the first reference, we know that the story 
of the play extended upto the end of the war; 
Saradatanaya mentions Vibhi~al).a and a Pravesaka 
in which two demons Ulkamukha and Dirghajihva 
figure and an untoward development was brought to 
an amicable conclusion :-

"' "' "' !1cr~~ rr crerr rrr~ <fi~rr 1 

N~: , <firl~s:;r ~FI:lir~~T(U11{_ II 
::rr " .... "' " 
'1 ~ Ter+rrqur;:rrz:; ~F\:l~<fiJE~ :q 1 

~'ht~ lltU~;rm 'l~ <!iii: II 

THE R.AMA VIKRAMA 

The Rlimavikrama is a Na taka oh the earlier 
Ramayal).a story and not on . the story of the 
Uttarakal).<;la. The poet, it is interesting to note, 
brings Janaka into the picture and makes him learn 
of the perilous life which Rama and SiHi have to lead 
~midst the Raksasas in the forest. The NLRK. 

! . . . - -·. - - . 
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quotes from the second Act of the play ; 11. 676-82, 
conversation between Janaka and a Brahmacarin 
from the forest :-

~~ ~H~~~ ftij1qsl;­
~iii:-~!~ an~ 1 

~:-an~!~~= 1 {~rn) 

~:- ft m;r ~~"'~ tfT if Sf~, trot ~U"-~-
" ~~I 

C{~: - ~r sftr {{ ( 7 ) ~r~fif~)~ ~ amiiiJllq_ 1 ar~>~ ~ 
ij'q'J"~fR'm ~R: 1 { m~r) ~f?f 1 

From the way in which the imagination of these 
playwrights worked, we may assume that this 
Brahmacarin is really a Rak~asa 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 Ayodhyiibharata is twice cited by 
Sagaranandin, 11. 1710, 2976 :-

(a) Illustration of th,e Lak~a1,1a Gurzakirtana :-

~~~~- mi ~ ~: ~rf?r 
which is a praise of Rama, 

13 
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(b) Illustration of Chala :­

~~r~~tfl~H~ -

w~;rur:- B"~~T&J~~~::orft{crr ~~~~~ B"fu ~~ 
<r.~m1 

srfi~ ~~T - B"fa-TP-P:frmr_ I ( m:l.:fT ) 
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 Lak~mai).a 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. 

(a) Illustration of Siirlipya :­

~~T ~~')~~-

(b) Illustration of Arthavise§G7Ja :­

~~ ~~¥{~ ~+fTif,_-

~ ~ ;r ~~ ~ "fi~ f?m' ~'ff\:TT~Rf I ~ I 

The Dasarathiinka is expressly mentioned as an 
Act and from the name and the contents of which we 
have two glimpses, it is clearly from the beginning 
art of the play. -
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(a) NLRK. 1002-3, illustration of the. first 

Patakasthanaka :-

~~r f\~~:n~ ~~~: ~m~ u~ ~iTT~ ~~ 
• r-.. "-r"- r-. ' ...... 

~r~ Cf"T~~TCI"TifiCf TflT~'lTTT~"fi+freR ~~m: qc;fu- '~TiTTSftf 

~s cr;rq_' ~rf~ 1 

(b) Ibid. 1782. Illustration of a hasty word 
resulting in an undreamt of calamity, Visarpa :-

" " ~~ r{~{~ ~ ~'liT-

~iT~Yf eR (u) ~~ (=a:) f* F:r~q. iTfu: ~en 1 

<:' "'"' "' "' ,.... "' ~~T '!'«~"~ -err~: ~iPH l~;:+rcr II c:. 

Dasaratharika is thus the Act in which Kaikeyi takes 
her boons and Rama leaves for the forest. 

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

from it in the NLRK. 
' ..... r-. • 

(a) L. 289: Sl'l~~f <fi$T~'li'l crrre+i~ ~ 1 

The context i"s the elucidation of the nature and 
purpose of the Pravesaka. From the illustration, we 
are to gather that in the Pr_avesaka to this Act 
Kankalaka, a lower character, mform~ the audience 
of the killing of Valin and that the mam Act depicted 

R
- , forlorn state in the Malyavat cave during the 
amas · · h NLRK 

R 
· The next citation m t e . gives a 

ams. _ , h. 
beautiful lyric from Rama s mout .- ' 

" (b) Ll. 3046-52: S{~(iif: I ~%fT Sfl~~~-
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~ arR~ (3RP-=~e4 7) ~r cr.;~:ri'r 1 ~~ 
N~ii'tfir 1 ( tfR:fiRJT~ ) co~iBfTfq o:rrfur 1 cn2" ~r: ifil!II:-

~ "' .... .... " ~ «~~r+-~a'qf ~;:r.:rfrcr ~~JT~rsrq ~orwr: 
('"" " . .. ~-~ 'if ijl0'5"'tott~l'l'lf CfiCfiT: ~T '<fTQ..UTT'{I 

srmhrrmRH:roir;;r Cfi~cr :;:.rPi~ ;.. JTFr~ . 
.... ,...... r"\..... ~"" """" ,..... 

~TI~~r~: ~~~-qQ'f 'l~ u:ef ~: II ~Rf I 

More pathetic is the condition of Rama as revealed 
in the third extract (II. 3120-1) in which he asks 
Lak~maQa where the latter had been all that time. 

-a,P4t""=t¥{ 1 ~~r Sl'l'figi"-

q~ ! ~r ~ q; ilar ~"~T'lT~'hL 1 

The Vibhisananirbhartsaniinka is one more Act 
whose theme i~ ~bvious 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 
mentions Vibhi~aQa going over to the more 
meritorious side. NLRK. I. 1808:-

an~~: ~ilOT'l 1 ~~r Ftnfi'fiJff.\~ffi;nt fet~t 
'~ ~ " , • ..,., ... r~,'tf!S:J.:irrq-' ~re- I 

The S aktyanka is obviously the one relating to 
the battle of Lanka, in which Lak~maQa is hit down 
by RavaQ.a's Sakti weapon. Sagaranandin quotes it 
four times; 

L. 338 :-This refers to the Prave~aka where the 
NLRK. says two monkeys figure. 

- ~~ifi if~ ~ ;p~~: 1 ~~r ijif~qt ~a~ 1 
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L. 388 :-The second reference is to individual 
Acts of a play having significant names :-

~~m. ~:;_~fcct;r OlTlf Sl~ I 3l"tTSJq ~11: I 

ijRfi;{iltTf: I 

L. 967 :-The reference here clinches the theme 
of this Act as Lak~ma7;1a being hit by the Sakti. 

~~~ ~ ~ 
~jf: Sl(l<11'4~lFfr Cf~: I ~~ ~!iffttt ~~: I 

L. 1749 :-This is further corroborated by this 
citation which mentions Rama's apostrophies to 
Lak~maJ}.a in his sorrow in this context:-

an~: ~r''~q(q_) ~~ ... ~ '~(~)! 
fim ' ~Rr ij~1 ~rn: 1 

A fuller citation compnsmg two verses of 
Rama's lament in this situation is given by Allaraja 
in his Rasaratnapradipika t (P. 32) : 

.... "' "' . . rntt( ~Rm~ ~~ qr ,Hr: -

mfSl:l<JT ufti: ~Cfftr fmJ ~OJ~ 
mrr q(~ij- ••e"tlite~ ffirif!f~: 1 

~m~~~:~~f~q~:~ 
FfNtfr'fR~: ijC{Jq =if ~ ;:rr;:uffl" ~ II 

3'l~IQS &llT ~:-

lff~rn~ ~~~ ~~ ~T'Eff~CJT'.:tr~ 
~: ~+i~ ftttUWf ffi ~ ~ ~ I 

1. Dbarauya VidYi Dhaval1 S~tics 8, 194~. 
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"' . . ' ..... 
;n ~HIT~~ ~T ~ ~ ~T~H ~~ 

' "' ..... . e«m ~~ ~~OTTS~ ;r.:Jl~ flo:tr ~~~'!_II 

The SampiityaTika takes its name after the brother 
of Jatayus whom the southern party of monkeys 
compnsmg Jambavan, Atigada 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 ~orne innovations, such as an attempt of the 
Rak~asas to dupe the monkeys and bring them to 
grief. A deceitful lady character, a Rak~asi named 
Ma.ya.vati, is introduced who tries her wits on 
Angada, Hanuman and others :-

NLRK. 11. 749-50 : 
o:' • " 

-~T~T I ~~T ij'{(~ll(-

ill~feref-'{~ ' ~m fl"t S[ij"JV!fl~ a{~~q~fl"3{lmt 1 

NLRK. 11. 758-60: <iicmc:rr~~r~f~l 

~~T ijq(~~-.... 
{"t'IR.- ~ROTl'liffi41'14 f ~~~ I 

~: - "' a~~~n: tfiqa'ffu~~o:tt~ ~N;mr: ~= · ,. 
NLRK. 11.761-5 show despondent Angada soliloquis~ 
ing on their failure to locate Sitii. and as to . how 
they could face Rama and Sugriva :-

;rq~~ij"~~n 1 ijq~~~i{~ a:rw~: ~~ _ 

f.fi qr ~~ ~~'ll~: ·u~si'tm~~llfr 
Ai ~~ ~rcr IS41'1(tlet~"~~m~~· 1 
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\l~iH ~~merfct ~r w ot ~r ?rf~~r 

ffi cra:~fir ~otriW!~ ~Rmnm u~ 11 

The last extract from this Act is Malyavan's 
advice to Rava:Q.a 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 (II. 1666-70) :-

~~ ijii:JT~~~ ~~~R.--.. 

' 'r.:t ~T !!o:!W~~~: ~Ht~-

~T@~T ~i[r f-:rfEJ=m: I 

~~« ~e- f~r~: 
r. ...... r-. ~ 

~~: T~~~ro: II ..., 

Perhaps, to turn back the monkeys coming in search, 
Ravana having got news of their reaching the sea-. ' shore, thinks of killing a Maya-S ita, before the very 
eyes of the monkeys so that they might return to 
Rama and report that Sita was no more ; and 
Malyavan is pleading with his nephew that such acts 

are unbecoming of him. 
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Acts to have significant names-101 
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Adikavya, as source book for dramatists-vii ; -plays 

based on it-vii. 
Agni-30, 32, 45 
Akasabha~ita-13; -Antara-sandhi-76 
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Angada-23, 24, 38 fn., 40, 42-44, 46, 70; 102 
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Anusandhis-89, 90 
Anuvrtti-87; -stage of a season_-87 
Apavada-Sandhyatiga -69 
.Arabhati-26; -Play-27; -Vrtti-43, 44 
Artha-8 
Arthaprakrtis (elements of the plot) -75 
Artha vi se~a -98 
Arundhatl-58 
Asamlak~yakramadhvani-25 
Asatpralapa-Vithyatiga-14, 16 
Askanda, atiga of Arabhati -43 
Asoka-22 
.Asrama-50 
.Asraya, Nataka1arikara-100 

1.11 

Asvamedha-10, 50, 57, 58; -horse-50, 57, 58; 
-mat:u;lapa-52 

Aucitya-8; -earliest occurrence of the word-8 
Avagalita-Vithyatiga-50, 51 
A vamanana, a Sandhyariga -11, 19 
A vamarsa, Sandhi -45 
Avapatana-ariga of .Arabhati-vrtti-44, 45 
Avastha:s of drama-74; -Prarambha, Prayatna, Prapti-

sambhava, Niyataphala-samprapti, Phalayoga-74 
Avasyandita-Vithyariga_:_51, 52 
Aviyoga of Rasa-7 
Ayodhya-10, 11, 51, 52, 54, 55, 60 
Bimdha-50 
Bharata-51, 54 
Bharatava:kya-28, 30, 31; 72, 80, 81 
Bhasvara-variety of Nataka-29 
Bhaya-45 
Bija--:-61, 88 



112 INDEX 

Bijodbheda-67 
Bijodgha tana-Sandhyailga -66 
Bindu-61, 75 
Black-magic (motif) -18, 26 
Bodhana-77, 78 
Brahmacarin -97 
Brahma-§apa (motif) -88, 89 
Camatkara-86 
CaiJakya-story-93 fn. 
Candraketu-50 
Causeway-77, 90, 94 
Chala, Vithyailga -98 
Chalana-11, 19 
Chalita ( duped) -55 
Chaya-61, 62 
Citamukha-emissary of Raval)a-56, 57 
Citra-nepathya (stage property) -18 
Culika-63, 64 
Curse (motif)-76, 77, 88,89 
DaruiJika -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; Asamlak~yakrama-25; -Rasa-25 
Dirghajihva ( demon) -96 
Do~a; of Vakya-7; -of Prabandha-7; -of Rasa 27, 28 
Do~a-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 ( Sa1ika) -Sandhyanga-43, 45 
Dream ( motif)-93 
'Duped-Rama '-55 
Du~aQa-15, 33 
Epics, the two, sources of poets-vii, 5 
Fake-Lak~maQa ( motif)-68 

, -Pu~paka. See Maya 
. , -SWi. See Maya 

False peace-offer (motif) -78-80 
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Fight (war) -10, 23, 26, 30, 39, 45, 54, 70-72, 96, 100 
Fire-god-30, 32, 48, 73 
Flaws, see Do~a 
GaQ.<;ia-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 
GuQ.a-7, 8; -ofvakya-7; -ofPrabandha-7 
GuQ.akirtana-Lak~aQ.a -97 
GuiJ.alankara-yoga-7 
GuQ.atipata-Lak~aQ.a-70 

Hanuman-41, 67, 70, 102 
Hasta (gesture of hand), kapota-12 
History of Sanskrit Literature-vi; -of Drama-vii; 

-of Classical Sanskrit Drama-93; -of Poetics-26; 
-of Dramaturgy-26 

Impersonation ( motif)-x, 26, 27, 33, 34, 35 
Indra-72, 79 
lndrajit-17, 18, 27, 71 

15 
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Innovations in RamayaQa theme-4, 5, 26, 27, 34-40, 
42-44, 46-47, 68, 69, 72, 73, 75, 
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 of 
Rasa-5; -to save the characters-5, 34; -to suit 
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. 
Jalim-a Rak~asi-78 
Jarnbavan-94, 102 
Janaka-58, 66, 96, 97 
Jatayus-28, 39, 40, 77 
Kaikeyi-5, 56, 67, 99 
Kan. kalaka -99 
Kapalika-86 
Kapata ( 3rd variety) -56 
KaruiJa-Rasa-26, 27, 28 
Karyamimarhsa-Sandhyailga-52 
Kavya-Sravya-29 
Kavyasarhhara-Sandhyailga-31, 48 
Khara-12 13 15 33 67 ' , , ' 
Kheda-41, 71 
Ki~kindha-40 
Krtya (a female evil spirit) -26, 27, 42 
K~apaQaka-86 

K~atriyas-63 

Kulapati-37, 39 
Kumbha-71 
KumbhakarQ.a-17, 18, 23, 71 
Kusa-51, 52, 57, 68 fn. 
Kutasandhi ( motif)-79, 80 
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Lak~al)a: -Sarupya-53; -GuQ.atipata-70; -GuQ.a­
kirtana-97 

Lak~mal)a-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 
Laval)a-54-58 
Loss of works-vi, 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 Pu~paka Vimana (motif) -91 
Mahabharata, theme-source of poets and playwrights 

-vi, vii 
Malyavan-103 
Malyavan (mount) -20, 99 
Mal)<;iodari -42, 43, 44 
Manthara-55 fn., 56 
Marga-67 
Marica-13, 14-16, 23, 33, 34, 80, 96 
Maya: -ofSita-10, 18, 19,45; -of golden deer-26, 34; 

-of Pu~paka-91; -of Lak~mal)a-68 
Mayavati ( Rak~asi) -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; -Raval)a's dream-93. 
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Mukha-sandhi-61, 62 
Muni-88 
M unikumara-87 
N andigrama-54 

INDEX 

Nataka-9, 71, 86, 94, 96; -five-fold classification 
of-29; -classes of-vii ff. 

Natyadharmi-88 
Nikumbhila-27 
Nila-94 
Nirodha -sandhyariga-52 
NirvahaQ.a-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 
Parasurama-65 
Parisarpa-sandhyariga -64 
Parivartaka (ariga of Sa.ttvati) -80 
Paropakara-39 
Pataka-42, 89, 90; -action-89 
Patakasthana lst-99 · -2nd-17; 4th-66 

' Pasca.tta.pa-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; -guQ.as of-7; 

-Do~as of-7; -Alarikaras of-7, -Rasaviyoga-7; 
-Dhvani-2 

Prahasta -15 
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Prakaral}.a ( Social play) -reconstruction of lost 
specimens of-viii 

Prakari-39 
Prakhyata: -Itivrtta-ix; -Vastu-85 
Praptisambhava, an Avastha of drama-74 
Prarambha, an Avastha of drama-74 
Prarocana-95 
Pra~anta (variety of Nat aka) -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 
Pravdaka-57, 58, 96, 99, 100 
Pratinayaka-26 
PrauQhi-8 
Prayatna, an Avastha of drama-74 
Prelude-32, 33 
Priyarhvada-62- 65 
Prologue-29, 32, 53, 95 (See also Prastavana) 
l>uihsavana-55, 56 
PutaQas-vii 
PiirQa-variety of Na1aka-29, 30 
Pnrvanuraga-vipralambha-xi, 63 

Pu~pa -sandhyanga -65 
Pu~paka-22, 23, 37, 38, 51, 54; -Vimana-91 
Rajaqis-viii 
Rak~asas-55, 96, 97, 102 
Rak~asi-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, 83, 
84, 90, 94, 96, 98-100 

RamayaQa: -Ayodhya-10, 11, 51, 52, 54, 55, 60; 
Lanka-11, 40, 42, 63, 66, 68, 70, 77, 78, 79, 100; 
Paiicavati-12, 13, 30, 33, 54; Malyavan-mountain 
-20, 99; Pampa-22; Ki~kindha-40 

RamayaQa-episodes: -Sita-svayamvara-63-64; -Bend­
ing of Siva's bow-63, 64; -of Parasurama-65; 
-coronation, proposed-x, 54, 59; -Kaikeyi's 
boons-99; -of Kaikeyi-67; -Dasaratha's Sapa 
-88, 89; -Exile ofRama-x, 9, 30, 39,67; -Death 
of Dasaratha-89; Rama's forest-life-x, 9, 30, 
67, 74, 75, 89, 99; -Khara-du~aQa-vadha-33, 67; 
-of SurpaQakha-11, 12, 13, 22, 33; -False perso­
nations of SurpaQakha-26, 27,,33, 34; -RavaQa's 
plan with Marica-33; -Marica in Visvamitra's 
sacrifice-33 · -of Manca-96; -of the golden deer-

' x, 33, 34, 96; -SiHi abusing Lak~maQa-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; 
Raval}.a making advances to Sitii.-68; -RavaQa's 
infatuation for Sitli-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; -Hanuman meeting Rama-41; 
-Rama meeting Sugriva-22; -Friendship between 
Rama and Sugriva-40, 42, 67; -Valivadha-x, 
5, 6, 16, 40, 70, 99; -Sugriva-pattabhi~eka-16; 
-Sugnva's help to Rama-99; -Monkeys going in 
search for Sita-102, 103; -Hanuman in Lanka-70; 
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-expedition-?; -Crossing to Lanka-63, 70; 
-building causeway-77, 90, 94; -of Vibhi~al}.a-100; 
-Vibhi~al)a's advice to Raval)a-23; -Angada's 
embassy-23, 24, 40-44, 70; -Angada teasing 
Mal)c;lodari-42-44; -Raval)a's .Abhicarayaga-27; 
Malyavan's advice to Raval)a-103: -Killing 
Maya-Sita-4, 5, 10, 18, 19, 28, 103; -RavaQ.a 
and his black magic-26, 27; -Illusory murder of 
Rama-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 KumbhakarQ.a 
-17, 18; -Fall of Kumbhakarl)a-23; -Raval)a's 
false peace-offer-78, 80; -Indrajit at Nikumbhila 
-27; Lak~maQ.a's swoon-45, 46; -RavaQ.a­
vadha-3, 30, 48, 60, 74, 76; -Final victory-45, 
51, 53, 54; -Recovery of SWi-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; 
-Vibhi~al)a-pattabhi~eka-72; -Bringing back Sita 
-63; -Meeting Bharata-51, 54; -Coronation 
(Pattabhi~eka)-5, 9, 11, 51, 54, 57; -Purhsavana 
ceremony-55, 56; -Lava)Ja's plot against Rama 
-54-58; -Rama duped-55, 56; -Banishment of 
Slta-10, 11, 36, 54, 58; -Sita's forest life-10, 57; 
-(Second) Separation from SiUi-83, 84; -of a 
curse-76; -Asvamedha-10, 52, 57, 58, 77; -Fight 
between Lava and Candraketu-50; -of Lava 
and Kusa-57-59; -Recitation of Ramayal}.a by 
Lava and Kusa-51; -Valmiki composing the 
epic-10, 51; -Valmiki training Lava and Kusa 
-10; -Reunion-10, 57. 

16 
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Ramayal)a, 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 

Ramayal)a, theme-source of poets-vi ; -plays based 
on-vii ff; -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 Vakya 
-7; -in Prabandha-7; -aviyoga-7; -do~a 

-27,28; -anga-28; -Adbhuta-19,26; -Raudra 
26, 77; -KaruQ.a-26, 27, 28; -dhvani-25 

RavaQ.a-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 

Raval)a's dream (motif) -93 
Raudra-Rasa-26, 77 
Sabda-8 
Sadhana-86 
Sakti-28, 45, 100, 101 
Samagra, variety of Na taka-29 
Sambhoga, variety of Spi.gara-64 
SarhvaraQ.a-57 
Sandhis-60, 66, 68; -NirvahaQ.a-9, 10, 20, 25, 61. 

72, 80; -Vimarsa-19, 68, 78, 79; -Garbha 
45, 67; -Pratimukha-55, 64; -Mukha-62 · 

' Antarasandhi-76; -Anusandhi, minor sandhis 
or sub-sandhis-89, 90 

Sandhyaiigas: Chalana-11, 19; Anumana-11 19 · , ' 
Upak~epa-12, 62; Anunaya-15; Totaka-17, 
Vidrava-30, 43,45; Kavyasamhara-31; Prasasti 
-31, 80; Nirodha-52; Karyamimarhsa-52; 
Vilasa-64; Parisarpa-63; Virodha-65; Pu~pa 
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-65; Bljodghatana-66; Upanyasa-66; 
Anumana-67; Apavada-69; Niyata-phala­
prapti-71 ; Grathana-72 

Satighatyaka, an Atiga of Sattvati-vrtti-78, 79 
Satika (Drava) -43, 45 
Sankiri;ta-Vi~kambha-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 

santigrha-27, 42 
Sapa, as a motif. See Curse. 
Sarupya-Lak~ai;ta-53, 98 
Sata:nanda-66 
Satrughna-54 
Sattvati-Vrtti-77, 78, 80; -Sanghatyaka, its Anga 

-78-79; -Parivartaka, an Anga-80 
Season, Autumn-20, 70; -Var~akala (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 

'Social Play in Sanskrit' -viii 
Sravyakavya-29 
Srigadita, variet~ of Uparupaka-85, 86 
srngara; Vipralambha-25, 41; -Sambhoga-64 
Stage-property -18 
Stha:paka-sutradhara-33 
Sthayibhava-19, -Vismaya-19 
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Silcabhinaya-89 
Sugriva-10, 16, 17,20, 22,40,42,67,68, 70,89, 90,99 
Sumaya, an emissary of Lavat}.a-56, 57 
Surpal)akha-11, 12, 13, 22, 26, 27, 33-35 
Surya-68 
Sutradhara-9, 29, 33; -Sthapaka-33 
Svayarlwara-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 
Trisiral} -15 
Udayana-theme-98 fn. 
Ulkamukha -96 
Upak~epa, Sandhyanga-12, 62 
Upanyasa, Sandhyan.ga-66 
Uparupaka, -Srigadita-85, 86 
Utpadya (innovation) in story-ix, x, 85 
Utthapana-38, 39 
Vaimanikas-31 
Vajra, Sandhyanga-16, 55 
Vakya, rasa in-7; -gut}. as in-7 
Vali-x, 4, 5, 6, 16, 40, 70, 99 
Valmiki-1 0, 50, 57, 58 
Var~akala-viraha-20 
Vastu (plot) -60, 86, 101 
Vibhi~at}.a-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 
Vimada, Sandhi-19, 68, 78, 79 
Vinita, type of poet-85 
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Vipralambha ( Srngara) -25,41, 69; Purvanuraga-63 
Viraha-20, 76 
Virodha, a Sandhyailga-65 
Visarpa-99 
Vismaya, Sthayi-Bhava-19 
Vi~kambhaka-12; -characteristics of-13, 16, 58; 

-(prelude) -32, 33; -Sankirl)a-86 
Vithyanga, Avagalita-50, 51; -Avasyandita-51, 52; 

-Asatpralapa-14, 16; Chala-98; GaQ<;ia-76 
Viyoga-84 
Vrtti, -Sattvati-77, 78, 80; -A.rabhati-26, 43, 44 
Witchcraft (motif) -46, 47 
Wind-God-76 
Yajfia (yaga), -Abhicara-27, 42 
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ERRATA 

Page Lino Read 

19 15 Chalana 

20 4 from bottom ~ 
22 1 d~hifd'Ed€4 

29 9 from bottom ND. P. 149 

51 16 ~taa<•ii-mm· '~> 

" 
19 fiRrT I 

61 5 from bottom practice 

63 1 apostrophized 

64 17 half-tilted 

72 12 recapitulation 

82 17 
,.., 

Ofl~li!4i:O 

101 9 apostrophizes 
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