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CHAPTER FIFTEEN

THE 1 I LAKAMANJARI 

AS A
PROSE-POETIC

WORK
( GADYA-i&VYA-PRABMDHA OR A KATHi )

(An estimate in view of Dhanapala's contemporary
literary standards.)

I : INTRODUCTORY REMARKS 
(i) HISTORICAL CRITICISM A HEClSSITY_i-

farton has cautioned that in reading the works 
of an author who lived in a remote age, it is necessary 
that we should look hack upon the customs and manners 
which prevailed in his age; that we should place ourselves 
in his situation and circumstances.'1' Taine also has su

ggested that in order to comprehend a work of art, an 
artist or a group of artists, we must clearly comprehend
the general social and intellectual condition of the times

2to which they belong. It is only thus, affirms John Dewey, 
that we can hope to understand what it was that the authors

||||U. ^ — — inn mm, m, M n w — — — -nnnwnim irn in aw r r n— — ■ ■ iim — i—nimmmunii-in-Ti ■ — ^ t i— —

1. LC,p.526.
2. Taine quoted in YT,p.96,ft.nt.
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or the makers of art intended to express and to inter
prets* this intention in the light of their interest and

•3cultural "background. It is, therefore, imperative that 
Dhanapala*s work should be viewed in the light of his 
contemporary literary standards, especially when we find 
that hoary tradition of both the Sanskrit literary criti
cism and of Sanskrit literary art was being continuously 
moulded and nurtured, on the one hand by veteran Sanskrit 
critics from Bharata to Bhoja and, on the other hand, by 
poets from Yalmlki to Padmagupta alias Parimala, during 
the millenium which immediately preceded the advent of 
our poet, Dhanapala, who himself had also formulated some 
specific standards as a result of his intimate study of 
the prose works of Buna and others. Moreover, inspite of 
the tremendous developments in the field of Sanskrit lite-

4rary criticism,, as has been pointed out by Dr. R.S.Yalimbe, 
none of the rhetoricians ever took up one single literary 
work to thoroughly apply the prevalent norms to it and bring 
out its literary worth in the contemporary context. The 
present chapter is an humble, though feeble, attempt in 
this direction so far as Dhanapala*s TM is concerned.

4. VT,p.4.
5. -of. SP(K),pp.58-59
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(ii) STANDARDS SET BY SANSKRIT RHETORICIANS :-
Right from Bhamaha to Bhoja, Sanskrit critics 

regarded Poetry to he the coexistance of word and meaning 
in an organic whole, and they were all the while consci
ous that both word (sabda ) and meaning (artha) together 
constitute the body of Poetry, the soul being the poeti- 
cally suggested feeling or aesthetic relish(rasa). Bhoja, 
the veteran critic-cum-poet and a contemporary of Dhana- 
pala, maintained that poetic expression is one which gives 
parity and equalifcji importance to both word andd mean
ing (ubhaya-pradhana), as both are equally important in 
the poetic conceitisation; but neither meaning nor sound 
has any intrinsic value, which is created by the poetic 
action (kavi-vyapara), as is evident from the outcome of
the speculations on the exeellances (gunas) and defects

6(dosas) of poetry.
7Dr. K. Krishnamuorthy has aptly remarked that 

Indian writers on Poetics presumed that there is, and tu
rned to investigate the broad principals of, beauty in 
literature. Their method was one of formal definition, 
classification and illustration, using as few words as pd- 
ssible. The business of Indian theorists was to classify 
only in order to clarify. The first priniipMs formulated

5.cf. SP(K),pp.58-59. ~~
6.of. op. cit.,pp.71-73.
7.ESG,pp.22-27.
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by Sanskrit theorists on the art of literature have stood 
the test of time. The technique of Sanskrit poets directly- 
derived from their material on the one hand, and the stan
dards fixed by grammar, prosody, etc., on the other. The 
one consideration central to Sanskrit criticism was impe
ccability. As on the absence of palpable defects, so does, 
Sanskrit theory insisted on the presence of positive ex
cellences (gunas) in all the recognisable elements ofl a 
composition. While the Gunas formed a pre-requisite con
dition in the equipment of a poet as well as of a trained 
critic, there was another equally important condition,viz., 
Rasa or aesthetic emotion (distinct from personal emotion) 
which i# a part of one's innate endowment, and not an ac
quired sensibility. The critic's first function was to re
cognize this underlying unity in the work of poetry before 
he passed to appreciate its excellences in particular ele
ments .

(iii) RHARAPAIA'S QWH NORMS
Dhanapala had most of these specific litera

ry standards in view when he composed his T! in the early 
decades of the eleventh century A.D, His close study of 
the performance of his highly venerated literary predecessors 
had enabled him to determined a few norms of his own too.
His intention was to compose a major prose-romance, a
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O

Gadya-kavya of the 'Katha' type, a model of which form was,

in his,opinion, perfectly chiselled hy Ban$, who, he knew,

had captivated the heads and hearts of the literary elite .
9of his days. However, our poet had some reservations re

garding some of the aspects of Sana's literary workmanship. 

Thus, in view of the taste of his audience, he was not in 

favour of incessant prose, nor too much of verse, nor of, 

too much double-entendre. His chief anxiety was to avoid 

the situation in which the interest or emotion as would . 

tend to flag. For this reason he maintained that three thi

ngs were a must for a major work like a Katha, viz., (i) a 

good story (sat-kathl), (ii) sustained interest or suspense 

(katha-rasa), and (iii) proper delineation of various sen- 

timents (rasa). And he aspired to prove his proficiency in 

the utilisation of word, meaning, interest in the narrative

as also in the delineation of various poetic emotions, and
nin poetic excellences. Hi was prepared to offer his work 

to scrutiny at the hands of poets who had the capacity to 

feel and judge the inner meaning of poetry and who would

8. TM(N),p.7,vs.50 ds^^^fW
9. ibid. ,p.4,vs.2?s &RT \

10, ibid.,p.3»vs,18:^.3TF*;£TW4i^^ 1
• TlW U

11. ibid.,p.5»vs.37s >-)
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discuss the excellences as well as the defects with per-
12feet impartiality. For the carping hair-splitter, how

ever, he had thorough contempt, since like a black-faced
roguegoldsmith such a critic was hut a/«aagk in his opinion. '

His chief test of the worth of poetry was with reference
td» its effectiveness with the understanding listeners,
who, he maintained, must be completely swayed by its sweet

14intoxicative delight; not only that, the rival poets must
also feel this beauty and hang their heads in acknowledge-

15ment of its unquestionable superiority.
We shall now proceed to evaluate Dhanapala’s perfor

mance in the light of the above discussion.
II : THE SUB JEGI*MATHS (VASTU)

OF THE T M i*
CD sat-kathI, or good story, as the principal

SUBJECT (SdHIKSrIKA-VASTU ): -
The story of Harivahana's love with Tilakaman-

jari in the TM forms the SdhikSrika-vastu, since it is the
16principal thread of the narrative. This story, though

12. TM(N),p.2,vs*8: ^•.
’T/ri\\ v v _ , — _X-a_

13. ibid.,p.2,vs.14: 1
irAPib £ST ^CFfvf: \\

14. ibid.,p«2,vs.ll: -¥a\4cu st^dT’. 'sapnsifq- ~h\*1
(%* °vrfq-|(

15* ibid. ,p.2,vs.12* ckIm"
cT4-=frfvy f?TTrf% -of \\

16. DR(V) ,1,11 bes -cjr | 4>tYt-1
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apparently a love-episode of the couple, is really the one
of a transient paradise lost for a permanent paradize to
he gained, as it depicts how the religious merit earned hy
the Vaimanika god Jvalanaprahha stood him in good stead in
his final human birth as prince Harivahana in that, on the
one hand, it brought about the reunion with his beloved
Priyangusundarl in her next birth as Tilakamanjari, and,
on the other hand, it afforded him an opportunity to earn
further merit calculated sufficient to attain permanent

17happiness in the form of emancipation. This central theme 
has been so beautifully suggested (vyahjita) — and not ex
pressed (abhihita) in so many words - that the story leaves 
an unfailing impression of the transient nature of sensual 
pleasures both in the heaven and on the earth, and illumi
nates one that only good works coupled with profound devo
tion as expressed in the worship of the images and frequent 
pilgrimages to the holy temples of Lord Jina,the All-Merci
ful, can help one attain divine joy in the human existence 
and permanent happiness of Pinal Beatitude thereafter. This 
noble theme is the veritable backbone of the whole composi
tion, as it is the principal good-story (sat-katha) around 
which the whole narrative revolves.

17. cf.TM(H),pp.411-412; especially p.412(12ff.)* -
Tjinwf

«-■— •nth' — jfprrtrS >u-( w. |



699

l\X- (\-
\<.VL(A),
IQ'3',

In view of the standards laid down by Rudrata, the
'Vastu* of the II would fall under the category of 'Utpadya'
~ ' " 18as the whole story has been invented by the poet himself,
and Namisadhu the commentator of the KVL(R) has mentioned

• 19the TM as an illustration of this type.
(2) THE PRESENTATION OF THE SUBJECT-MATTER (VASTU) 

In the presentation of the plot Bhanapala seems 
to have followed, on the one hand the prescription of Ru
drata and, on the other hand, the tradition formulated by 
Subandhu, Bana, Somadeva and Trivikramabhatta. Rudrata has 
laid down that in a 'Maha-katha' the poet should begin with 
the salutation to one's favourite deity and elders and sh
ould give a brief account of his family and of himself as

20the author of the work. That is why Dhanapaja commenced 
his *BHfe ftlua T1 with a salutation to his favourite deity, 
viz., the Omniscient Jina and Rsabha the First Tirthankara 
and Mahavlra the last one.

Then, in keeping with the tradition of Bana, he took 
up the praise of good critics and censure of bad ones and 
in the process expounded his own literary standards. Then 
he paid his tributes to the poets from Valmlki to Kardama- 
raja, whom he considered his elders in the field of litera
ture. But this routine has been performed in such a skillful

119. cf. Comm, on KVL(R) XVI,3: '*** ^ ontrr*rAr -hT
6V - - v « r • <>> X , vV20. KVLfR),XVI,20: ^T4> l
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manner, of course after Bana in his Harsacaritam, that it 
reveals DhanapSla's profound insight into, and subtle 
understanding of, the excellences of each of the authors 
praised.

His deep affection for his royal patrons like Siyaka, 
Munja and Bhoja, compelled him to give an elaborate account 
of the kings of the Paramara line bringing out the special 
qualities of each one of them. This, though not prescribed 
by the rhetoricians , was, it seems, a sort of $$ a tribu
te to the elders (guru-namaskara).

As to the commencement of the £ story proper Rudrata 
has laid down that the description of the city should come 
first.^ Dhanapala adhered to this dictum and has started 

the story proper with the description of the city of Ayo- 
dhya in a prose marked with alliteration.

Rudrata has further prescribed that the acquisition of 
a young maiden should be the central theme and all types of 
the Erotic sentiment (srfigara) should be delineated in a 
Kathi, be it in Sanskrit prose or verse,,or in any other 
language. it is in keeping with this, as also with the 
tradition formulated by Bana and others, that Dhanapala

21. K?L(R),X¥I,21: l
srftr vjtT \\

22. ibid.,XVI,23: qr\ctT ocr
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has given prominence to the ttnion of Harivahana and Tilaka-
manjarl in the Sdhikarika-vastu and to that of Samaraketm
with Malayasundari in the PrasaAgika-vastu.

(3) DIVISIOHS OP SUBJECT-MATTER (VASTU.):-
Dhananjaya, the author of the Dasarupaka, and

Dhanika, the author of the Avaloka commentary thereof,were
both contemporaries of Dhanapala who has mentioned the DR

23 -specifically hy name. It is therefore just natural that, 
though Dhanapala was composing a Katha, he has choden to 
add an element of the dramatic hy keeping in view the pre
scription of Dhananjaya and Bhoja about observing all the
requisites of a good ’fastu* as laid down in the first cha-

• • 24pter of the DR and the twelfth chapter of the Srg.Pr..
(A) THB ELEMENTS OP THE PLOT $ARTRA-FRAKRTIS):-

(i) Ihe Germ (Bi.ia):-
The suggestion of Jvalanaprabha*s fall from 

the heaven and of the future reunion m& with the Gandratapa 
necklace and, through it, with his beloved Priyahgusundatl, 
sows the seed of the Sdhikarika-vastu.25

L

23. TM(N),p.370(I8ff.)..}
24. cf.DR{?),l,68i <Tzrrn%w^Tr Cl -r

U—--- ; sys.Pr,(l),?ol.ll,p.485s/nT^5‘
"S-Wtffyfs* \ ntr J'ww h .or. u . ^

25. mfemiS9f»$4»4Si TM(N),pp.44-45» In translating the terms 
of thel DR the English Translation by George C.G.Haas 
is adopted in this chapter, while the contents are cla
ssified in accordance with the explanations of these 
terms as given by Dhanika in his Avaloka commentary.
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(ii) The Expansion (Bindu):-
The boon conferred by the goddess &ri on King

Meghavahana, granting him a son who would become an emperor
of the Vidyadharas and whom she would herself serve with
her two eight-handed forms, is the further development of
the ’Seed* leadind to the birth of god Jvalanaprabha as 

PfiHarivahana.
(iii) Episode (Pataka)

The introduction of the story of Sumall, his 
sensuousness, and a suggestion about his fall from the hea
ven is the episode (pataka) which also informs us about his 
friendship with Jvalanaprabha, with whom he is going to be 
united in their next birth. This episode sows the seed of 
the Prasangika-vastu which runs parallel to the Adhikarika- 
-vastu and ends just before the conclusion of the story. 

Civ) Episodical Incident (Prakarl):-
The interludes about the Candratapa necklace, 

the Vetala, the BllSruna ring , the capture of Samarakety, 
Harivahana*s meeting with Gandharvaka, seeing the portrait 
of Tilakamahjarl, identity of Gandharvadatta, incident of & 
the mad elephant that flew in the air, the naval expedition 
of Samaraketu, Harivahana*§ transportation to the region of
the Vidyadharas, his mystic penance and consequent attain

ment
26. TM(I),p.60(6-13)
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of the emperorship of the Vidyadharas — all these interludes 
costitute the Prakarl leading the story towards its goal.

(v) The Denouement (Karya):-
The revelation of the identity of Jvalanaprabha 

and Harivahana, and of Priyangusundarl and TilakamanjarT, 
marks the denouement of the main plot.

(B) THE FIVE STAGES OF THE ACTION (AVASTHlS):-
(i) The Beginning CAramhha):-

The birth of Jvalanaprabha as ’Harivahana’ in 
the family of King Meghavahana marks the first stage of 
Commencement.

(ii) Effort (Pravatna):-
Harivahana's seeing the portrait of Tilakaman-

f

jarl, his love-lorn condition and his setting out on a tour 
in order to allay the pangs of separation marks the second 
stage of Effort.

(iii) Prospect of Success (Praptyasa)
The transportation of Harivahana to the remote 

region of the Vidyadharas and his meeting with Tilakamanjarl 
marks the third stage of Hope-of-Attainment.

Civ) Certainty of Success (Mivatapti):-
The invitation to HarivShana by Tilakamahjjarl 

and his attainment of the emperorship of the Yidyadharas 
as a result of the mystic penance marks the fourth stage of
Certainty-of-Attainment .
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(v) Attainment of the Result (Phalagama):-
The “betrothal and marriage of HarivShana and 

Tilakamanjari after the revelation of their trans-existen- 
tial love marks the final stage of Attainment-of-Fruition.

CO) THE FIVE JUHCTURES (SANDHIS):-
The interaction of these five Artha-prak^tis and

and Avastha's brings about the five Sandhis as shown below:- The Opening (Mukha):-
(i) /The narrative commencing with the account of 

King Meghavahana's lack of a son, and ending with the acc
ount of Harivahana's childhood and education the Mukha- 
-sandhi.

(ii) The Progression (Pratimukha):-
The narrative from the presentation of Tilaka- 

manjarl's portrait to the disappearance of the mad ele
phant with Harivahana forms the Pratiakha-sandhi.

(iii) The DevelopmentCSarbha):-
The narrative from the friendship of Harivahana 

with Samaraketu to the former's transportation to the Vidya- 
dhara region and meeting with Malayasundari forms the Gar- 
bha-sandhi.

(iv) The Pause (Vimarsa);-
The narrative from Harivahana's arrival at 

Rathanupuracakravala to the attainment of the emperorship 
of the Vidyadharas forms the Vimarsa-sandhi.
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(v) Conclusion (Upasa&hrti)
The narrative from Tilakamanjarl's disillusion

ment consequent to her regaining the memory of past "birth 

to her marriage with Harivahana forms the Upasa&hrti-sandhi. 

(4) SUB-DIVIS10IS OP THE JUNCTURES (SAIDHIS) II 
THE TM
Having, thus, outlined these three aspects, viz.,

Arthaprakrtis, Avasthls and Sandhis of the Vastu, we may a
now proceed further to a detailed examination of the various

27 ssub-divisions of each of the Sandhis as utilized by 

Dhanapala in the TM.
(A)•THE OPENING (MUKHA-SAHDHI) AHD ITS SUB- 

-divisions (Ahgas);-

(i) Suggestion (Upakgepa); The lack of a male 

child to Kinf MeghabShana inspite of a number of queens in 
his harem and suggestion of the fruition of the deeds of 

past births only at its proper time sow the seed of Jvala- 

naprabha’s descent from the heaven by fixing the location 
for the descent through the king’s desire for a son.

(ii) Enlargement (Parikara): This seed of their 

desire is germinated ih the king's wish to undertake some 

penance consequent to his listening to a verse of a bard to

27. of.BR(¥),I,24-55» also cf.Oon.San.,J0I,Vol.V,Ho.4,pp. 
380-398.
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the effect that the night of ill-luck was fast comming to 
an end and the day of good-luck was about to dawn.

(iii) Establishment (Parinyasa); The incident of 
imparting of the Aparajita-vidya by the Vidyadhara king 
Muni to King Meghavahana with the assurance that the go
ddess Sri when properly propitiated and pleased with va
lorous devotion would definitely bestow the boon, descri- , 
bes very clearly and beyond the shadow of any doubt the 
fruition of the desire of the royal couple to whom the 
god Jvalanaprabha is going to be bora as a son.

(iv) Allurement (Vilobhana): The arrival of god 
Jvalanaprabha at the Sakravatara temple and his description 
introduces the original personality of the plot. The sub
tle attraction of the god to the temple and towards the 
king is significant.

(v) Resolve (lukti): God Jvalanaprabha bestows the 
necklace of Friyailgusundarl to King Meghavahana. This neck
lace precipitates the appearance of VetSla and thence the 
goddess Srx.

(vi) Success (Pranti): King MeghavShana's successful 
encounter with Vetala and his readiness to offer his head 
reveals the valour of the king as well as his worthiness 
for the boon.
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(vii) Settling (Samadhana) : The appearance of* the 
goddess Srf and her grant of the boon to the king with the 
assurance that she will ever he at the hoy’s service, un
folds the seed completely,

(viii) Conflict offeelingsiVidhana): The dream of 
the king and the anxiety of the inmates of the royal harem 
are the instances in point*

(ix) Surprise (Paribhavana):Ihe pregnancy of Queen 
Madiravatx and her aversion to sense objects and extreme 
kindness of nature during that state rouses the curiosity 
about the nature of the child to be born.

(x) Disclosure (Udbheda): The birth of Prince Hariva- 
hana marks the sprouting of the seed.

(xi) Activity (Karana): The king finds the proper 
lucky marks on the child’s limbs foreboding his future atta
inment of the emperorship of the Vidyadharas, §nd this marks 
the beginning of the story, proper.

(xii) Incitement (Bheda): Harivahana's education es
pecially in painting and lute-playing add the significant 
helpful elements in the direction of his acquisition of 
Tilakamanjarl.

(B) * 1 THE PROGRESSIOH (PRATIMUKHA-SANDHI) AID ITS
SUB -DIVISIONS (Mgas ): -

(i) Amorousness (Vilasa): The sprout of love in the
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heart of Harivahana on seeing the portrait marks this stage.

(ii) Pursuit (Parisarna): The mention ai of Tilaka- 
mahjari and of her aversion to males due to the latent im
pressions of the love of past "birth and the prediction that 
a human prince is going to he her match reveals the seed 
again.

(iii) Unreauitedness (Vidhuta): The fact that Tila- 
kamanjart is a 'Purusa-dvesinf' enhances the attraction of 
Harivahana.

(iv) Torment (Tanana): The pangs of separation and 
love-lorn condition of Harivahana illustrates this stage.

(v) Joke (Narma); Harivahana's introspective refle
ctions on his being captivated by the portrayed beauty of 
Tilakamanjari underlines the apparently incongruous state 
of affairs.

(vi) Amusement (Karma-dyuti): Harivahana*i reflections 
on the strange behaviour of his mind constitutes this ele
ment .

(vii) Response(gt&a&nana); This sub-division does 
not seem to be utilized.

(viii) Frustration (Hirodha): The incident of the 
mad elephant carrying away Prince Harivlhana marks this sub- 
-division.

(ix) Courtesy (Paryupasana): This sub-division has
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also "been not utilized for the SdhikSrika-vastu.

(x) Gallantry (Puspa): The panegyric extolling Hari- 
vahana illustrates this sub-division.

(xi) Thunderbolt CVanra): This sub-division has been 
omitted by the poet.

(xii) Intimation (): The inference about 
the row of foot-steps is an instance in point.

(xiii) Combination of the Castes (Varna-samhara): 

This sub-division has also been omitted by the poet.
(C) Til DBVEIOPMEMT (GARBHA-SMPH1) AND ITS SUB- 

-DIVISIOHS (Mgas):-
(i) Misstatement (Abhutaharana): The strange love- 

letter found by Manjlraka seems to reveal the internal 
grief of Samaraketu and thereby introduces the Prasangika- 
-vastu concerning Samaraketu.

(ii) Indication (Marga): Harivahana’s interpretation 
of the love-letter is an illustration in the point.

(iii) Supposition (Rupa): The effect of the love- 
letter on Samaraketu and Kamalagupta*i speech marks this 
stage•

(iv) Exaggeration (Udaharana); Samaraketu's introdu
ction of his life history indicates this stage.

(v) Progress (Krama): Samaraketu*s successful naval 
expedition illustrates this sub-division.
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(vi) Propitiation (Sangraha); Samaraketu’s concilia

tory words urging Taraka to prepare for the pursuit of the 
source of the divine music.

(vii) Deduction (Anumana): Suggestions of the possife 
hie cause of the divine music.

(viii) Quarrel (To1;aka)s The invocation to the boat 
is a fine illustration of this sub-division.

(ix) Outwitting (Adhibala); The mad elephant flying 
off with Harivahaha; also sudden disappearance of Malaya- 
sundarl.

(x) Dismay (Udvega): Samaraketu's sorrow and attempt 
at suicide; also Harivahana*s reflections after the elepha
nt threw him in the lake.

(xi) Consternation (Sa&bhrama): Malayasundarl*s 
doubts about the incidents of the previous night.

(xii) Revelation (Aksepa): Harivahana's meeting with 
Tilakamanjarl in the creeper-bower.

(D) THE PAUSE (AVAMARSA-SAMPHI) AND ITS SUB-DIVISIONS 
.(MgasJ.:-

(!) Censure (Apavada); The message brought by Katya- 
yanika about Malayasundari's proposed marriage with Vajra- 
yudha under military duress.

(ii) Altercation (Sampheta); Malayasundarl's refle
ctions as to how to register her protest with her parents.
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(iii) Tumult (Vidrava); Malayasundarl's attempt 

at suicide.
(iv) Contempt (Brava): Tarangalekha*s rebuke to 

Malayasundarl.
(v) Placation (Sakti): Gandharvaka* s encounter with 

lahodara.
(vi) Rebuke (Dyuti): Mahodara's rebuke to Gandha

rvaka.
(vii) Reverence (Prasa&ga): Malayasundarl*s meeting 

with Vicitravirya and later on with Pattralekha.
(viii) Humiliation (Ghalana): This sub-division does 

not seem to he utilized.
(ix) Assertion (Vyavasaya); Tilakamanjarl's arrival 

at the temple to meet Harivahana.
(x) Opposition (Virodhana): Harivahana's refusal 

talk to Tilakamanjarl in view of her attitude at the former 
meeting.

(xi) Foresight (Prarocana): Tilakamanjari gives 
Tambula to Harivahana.

(xii) Boastfulness (Yicalana): This sub-division is 
not utilized by the poet.

(xiii) Summary (Idanai); Malay asundaisl' s rescue by 
Samaraketu at the garden.
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(B) SHE G0HCHJSI01 (MIRVMAMA-SAK'DHI) AID ITS 

SUB-DIVISIONS (Aftgas);-
(i) Junction^Sandhi); filakamanjarf observing 

Harivahana from the topmost apartment of her palace and 
thus revealing her love for him.

(ii) Vlgilenoe (Vibodha); Tilakamanjari's grief
at the memory of Jvalanaprabhaia and her desperate attempt 
at snapping her relations with Harivahana.

(iii) Hint (G-rathana): Sakyabuddhi * s attempt at 

making Harivahana propitiate the mystic Vidyas in order
to enable him to attain the emperorship of the Vidyadharas.

(iv) narration (Wiraaya); Harivahana's narration 
of his experience during the mystic, 'Sadhana'.

(v) Conversation (Paribhasanaj: Harivahana's grief 
when he got the message from lilakamanjari after she was 
reminded of her past birth at them sight of the Candratapa 
necklace.

(vi) Sraciousness (Prasada): Harivahana*s enquiry 
for the welfare of lilakamanjari just after his coronation.

(vii) Bliss (inanda): Harivahana's meeting with 
lilakamanjari who had lost ail hopes of ever meeting him 
again.

(viii) Deliverance (Samara1): Revelation of the 
past births of both Harivahana and lilakamanjari.
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(ix) Confirmation (ICrti); The "betrothal ceremony of 

Harivahana.
(x) Expression of Satisfaction (Bhaga): Invitation 

to Earivlhana from the father of Tilakamanjarl.

' (xi) Unforeseen Circumstance (Uuaguhana): Harivahana’s 
marriage with Tilakamanjarl.

(xii) Anticipation (Purvabhava): Harivahana and 
others visiting the holy places and enjoyong divine pleasu

res.
(xiii) Termination (Unasa&hara): This sub-diviiion 

has not been utilized.
(xiv) Benediction (Prasasti): This sub-division has 

also been not utilized by the poet.
(5) THE INCIDENTAL SUBJECT (PRASAtaKA-VASTU)

The sub-plot concerning the miserable pair of lo-' 

vers, viz., Samaraketu and Malayasundarl, is more earthly 
and hence more dramatic.' Several sub-divisions of the Jun

ctures of this Incidental Subject can alio be indicated.
But since it is only a part of the Principal Subject (£dhi- 

karika^vastu) ihaa the latter alone is analysed here.
HI : NET I, i.e, THE H E R OES AMD 

HEROINES :-
(A) THE HEROES (NllAKA) AND THEIR 0HA1ACTERISTICS 

DhanapSla seems to have had Dhanahjaya’s.views
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before his mind's eye, along with the living personalities 
of his royal patrons like Slyaka, lunja, and Bhoja as also 
the characters of Bana's Kad. and HO, when he conceived 
his heroes like MeghavShana, Harivahana and Samaraketu, 
and heroines like Madiravatl, Tilakamanjjari and Malayasunda- 
rl. Of these, Meghavahana is so to say the Kathamukha-nayaka 
Harivahana is the Katha-nayaka, and Samaisaketu id the Pataka 
-nayaka.

It must never he forgotten, in view of Mammata's fa
mous Karika regarding the ends of $a Poetry and for that 
matter of all literary activity, served a multifold pur
pose in the Indian society of the times; it was a means of 
mass-education (vyavahara-vide) inculcating proper character 
-building so as to enable people to avoid the pitfalls of 
personal and social shortcomings (sivetara-kfataye). While, 
on the one hand, it provided a higher type of delight (sa- 
dyah-paranirvrtaye), along with general knowledge of essen
tial arts and sciences presented in a most palatable manner 
and easily digestible form (kanta-sammitayopadesayuje), on 
the other hand, it enabled a poet, successful in achieving 
all these, to earn spontaneous popularity (Tasase)’and ade
quate financial return (arthakrte), Sanskrit poetry was
never a mere harlot catering to the whims of the populace 
nor a means of an indiscriminate expression of normal or
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abnormal psychological aberrations of one's repercussions to 

complex socio-economical environment in the name of litera

ry democracy. Poetry has been, with Sanskrit authors, ra
ther an ideal wife expected to combine the functions of a 

confidante, hard worker, loving mother, expert love-maker, 
willing companion in pursuits spiritual and tolerant of 
shortcomings. Thus, literature was expected to conduce to 
the well-being of the society rather than abnormality and 
unbriddled self-centered individualistic outlook.

It is in this light that we have to appreciate the 
Sanskrit poet's insistence for an ideal hero and the San
skrit rhetoricians' prescriptions in the matter. It was 

from these standards that the poetry of the times was evalu

ated, especially its 'Vastu' and'Neta' aspects. Naturally
, aan eminent poet like Dhanapal^aaM would be, and has to 

be, very scrupulous in adhering to these literary norms.

That is why the prescribed normal equalities for a 'Neta' 
have been embodied in his 'Nayaka' so as to be easily recog
nizable both in the characters of his heroes like legha- 

vahana, Harivahana, Samaraketu and others, and in those of 
his heroines like Madiravatl, Tilakamahjarl and Malayasun- 

darl.

We, therefore, pass on to the classificatory clarifi

cations of the layakas of the Tffl}
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i(1) Well-bred (finlta): Meghavahana, Harivahana and

Samaraketu are,all of them, well-trained in all the arts 
28and sciences. Modesty (vinaya) is also a prominent trait

of the nature of both Meghavahana and Harivahana. Thus, Me-
ghavahana’s modesty is seen when he receives the Vidyadhara
Muni with utmost humility and offers his whole kingdom alo-

2Qng with his retinue in his service.
(2) Charming (Madhura); Meghavahana,and Hariva

hana and Samaraketu are all very handsome. Thus, King Me
ghavahana is compared with the goddess laksmi in point off

“50 -charm and with nector in point of pleasantness. Hariva-
31hana is also said to he very handsome right frfcn his birth,

and princesses of a number of great kings are said to be
ily

constantly looking at his extraordiharg handsome figure
which was comparable to that of lalakubara.'52 Samaraketu,

though of dark complexion, is also said to have been very 
33handsome.

(3) liberal (Tyagi): Meghavahana offers his very head 
when the Vetala requests for it.^ Similarly, Harivahana 

undertakes the mystic penance just to save the lives of the 
fidyldhara couple and actually requests the propitiated

■T frdeities to do the favour to Anaftgarati. ?

28. TM(N),p.l3(l); 79(12ff114(17ff.).
29. ibid.,p.25(20ff.). (Pt.nts.30 to 35 contd. on p.717)
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(4) Competent (Baksa): Meghavahana is an able ruler 

as is evident from the description of his regime.^ Hari- 

vShana is also an able and efficient master who rules by 
love rather than by powers.

(5) Affable (Privamvada): Meghavahana's affability
in speech is evidenced in his dialogues with the Vidyadhara
Muni, the Yetala, the goddess §ri and also with his subor- 

37dinates. Harivahana's culture in sweet-speaking is revealed
in his dialogues with his friends like Samaraketu, Gandha-

38rvaka and with Malayasundarl.
(6) Popular (Raktaloka): Meghavahana was a very po

pular king with his subjects as he is called *thw lord of
39 - ■the people in the literal sensed. Prince Harivahana was 

also a beloved king of his friends and subjects as he had 
afforded protection to every creature, had arranged for re
gular worship at the temples of all the religious faiths, 
had pleased all the good people and mendicants, and had 
given them relief by lessening the burden of the taxes.

/ 39. ibid.,p,12(22ff.): 
/ 40. ibid.,p.427(4ff.).

30. TM(N),p.l4(5).
31. ibid.,p.77(19).
32. ibid.,p.l63(9ff•)•
33. ibid.,p.276(18ff.).
34. ibid.,p.51(23).
35. ibid.pp.397-401.
36. ibid.,p.l5(9ff.).
37. ibid.,p.26(2ff.); 32(12ff.); 49(4ff.)j 50(5ff.); 

51(15ff.); 55(12); 55(17ff.); 57(19ff.)*, 59(14ff.); 
81(7ff.);81(22ff.),

38. ibid.,p.l09(17ff.);lll(llff.);113(7ff.);241(20ff.); 
257(23ff.).
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(7) Upright (Suci); Meghavahana was a man of purity

in speech and action. He readily accepts the advice of the
Vidyadhara Muni,^1 obliges Jvalanaprabha by accepting the
necklace, ^and straightforwardly asks the boon of a son in

• 43Madiravatf, from the goddess Sri. Similarly, Harivahana 
is also pure at heart in that he at once assures Tilaka- 
manjarl about his being harmless at the very first meeting 
with her in the bower.^ Samaraketu is rather inferior to 

both in this respect.
(8) Eloquent (Vagml): Meghavahana*s cleverness in

t 45speech is illustrated in his talk with the goddess Sri, 
while that of Harivahana is evinced in his appreciation of 
the unidentified love-letter and his dialogue with Gandha- 
rvaka as regards the merits and demerits of the potrait of 
Tilakamanjarlt^

(9) Of Exalted lineage (Rudhavamsa): Both Meghavahana 
and Harivahana are born in the line of illustrious kings

| ft Ftlike Bharata, Bhaglratha, Dillpa, Dasaratha and the like.4'
(10) Resolute (Sthira): The mental m firmness of Me

ghavahana is seen in his regulation of life both in duty

41. TM(N),p.31(6ff.).
42. ibid.,p.45(5ff.).
43. ibid.,p.58(16ff.).
44. ibid.,pp.248-250.
45. ibid.,pp.59-60.
46. ibid.,pp.109-110; 166-167.
47. ibid.,p.27(17-20).
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and enjoyment, while that of Harivahana is seen in his equa
nimity both in happiness and misery*

(11) Youthful (Yuva): Meghavahana, Harivahana and 
Samaraketu are all young men, the last to being ini thair 
late teens.

(12) Intelligent, Energetic, Having Good Memory,Wise,
Artistic and Dignified (Buddhi-utsaha-smrti,prajna-kala-
...... ................ ........... ..................... . ...........................— ..... ...........1......................... ..... .......""

mana-samanvita): MeghavShana*s intelligence is seen in his 
talk with the YetSla, enthusiam in his persistence in the 
propitiation and care for the people, memory in the assu
rance about jfiBi&i&iiBg the fulfilment of the prediction of 
the Vidyadhara Muni when Madiravatl saw the dream, wisdom 
in passing his kingdom to Harivahana when the latter came 
of age, art in his life in the harem,and dignity in his deal 
ing with his subordinates. Harivahana*s intelligence is re
vealed in his interpretation of the unidentified love-letter 
enthusiasm in his persistence in the penance for propitia
ting mystic Vidyas, memory in his enquiry about Iilakamah- 
jar I just after his attainment of the emperorship of the 
Vidyadharas, wisdom in the administration of his kingdom, 
art in his appreciation of the portrait of Tilakamanjarx 
and the effect of his lute-playing on the mad elephant, and 
dignity in his relation with Samaraketu, Tilakamanjarl and
others. Samaraketu is also not far behind them in these

qualities.
4s • TwCrT), (is;, —— _
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(13) Heroic (§ura): leghavahana's bravery is seen in 

bis victory over his enemies, and in his encounter with 
the Vetala. Harivahana's bravery is seen on the occasion 

when the mad elephant kidnaps him away and begins to fly, 

Samaraketu’s bravery is rather tarnished by his a recourse 
to a night-attack.

(14) Mighty (D^dha): Meghavahana, Harivahana and Sa

mar aketu are all of them men of sturdy physical build.
(15) Vigorous (Te.iasvi): 111 the three - leghavahana, 

Harivahana and Samaraketu are heroic by nature. But the 
poet has brought out the heroism of the first and them 
last ones more prominently than that of Harivahana.

(16) Well-versed in the lores (Sastra-cakigu): Both 

Meghavahana and HarivShana conduct themselves in accordance 

with the procedures laid down in various treatises on 
Socio-polotical science (Dharma-slstra and Artha-sSstra)

in matters of statecraft and follow .the Erotics in matters 
of live. Samaraketu is rather weak so far as the statecraft 

is concerned.
(17) Just Observer of Religious Etiquette (Dharmika): 

Meghavahana, Harivahana and Samaraketu are all of them re

gular in their daily worship of their family deities. The 
first two are exemplary in their devotion to Lord Jina, 
while the last one is rather given to physical pleasures.
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Prom another:point of view, both Meghavahana and Ha-

• \
rivahana are of the DHIRODATTA type, since both are highly

energetic, very sagacious, forgiving, never given to self-
-praise, steady, dignified though humble, and unflinching

49in their efforts for attaining the desired end. These qua

lities can be seen in them in the following instances:
(i) Of Great Excellence (Maha-sattva): Meghavahana * s 

fortitude and energetic disposition is seen respectively in 
his resolve to undertake penance for obtaining a son, and 
in M the consolidation of his political hold and admini
stration in his young age, Harivahana is likewise unmoved s 
even though the elephant kidnapping him began to fly/ His 

courage is seen in his single-handed attempt at taming the 

mad elephant.
(t -i 1 THiYrtfip.dinglv Serious (Atigambhfra): Both Megha

vahana and Harivahana are sagacious by nature. Meghavahana 

did not allow himself to be boisterous s even though he
succeeded in his deadly penance for the propitiation of the

• takesgoddess Sri. Similarly, Harivahana As also/gsHBEBH3 ia the

sbAbb4 emperorship of the Vidyadharas rather easily.
(iii) Forbearing (Kgamavan): Meghavahana is very ge

nerous and forgiving as is seen in his attitude to Samara- 
ketu. Similarly, Harivahana is also generous to the extent

49. of. DR(V) ,11,4 cd & 5 ab: 4cHTWi5r£nfic«ivr: |Mi
ft £W--|
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of offering his whole kingdom to Anaftgarati,,and he is very 
much merciful even to the wild beasts so that he does not 
like to kill them for sport*

(iv) Unhoastful (Avikatthana): Neither Meghavahana 
nor Harivahana are given to boasting about any of their 
achievements.

(v) Resolute (Sthira); Meghavahana*s steadfastness 
in love is seen in his wish to have a son from MadirSvatf. 
Similarly, Harivahana’s steadfastness is exemplified in his 
attempt at suicide when he receives from Tilakamanjarf an 
unexpectedly shocking letter and loses all hopes of ever 
obtaining her.

(vi) With Self-assertiveness Suppressed (Nigudhahan- 
Kara): Both Meghavahana and Harivahana are men

of utmost dignity in their behaviour towards m even the su
per-human agencies like the goddess &Rl, and saints. Their 

authority is fully matched by theit humbleness.
(vii) Firm of Purpose (Dyflhavrata): Meghavahana does 

not give up his penance even when the Yetala demands his 
head. Nor does Harivahana swerve from his resolve of succe
ssfully completing the mystic propitiation inspite of vari
ous physical threats and psychological temptations.

SAMARAKETU, the Pataka-nay aka, is a close and 
beloved associate og HarivShana, in comparision to whom he
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is slightly inferior. Of the above-enumerated qualities, 
Samaraketu lacks fortitude since he is easily shaken by the 
ups and downs of life, and he is rather unsteadfast in his 
love, right from his former existence as Sumall who forsook 
his beloved PriyaAvadS for the sake of enjoyments with Sva- 
yamprabhaj of course, he has improved much in this respect 
in his birth as Samaraketu. And his egotism gets revealed 
during his fight with Vajrayudha. Moreover, he is a man 
of the world and his love has more of the eaithly element 
than the ethereal one.

As Dhanapala does not want to depict any type of 
rivalry in his Katha, there is no scope for a Pratinayaka 
or a villain in his plot.

(B) THE HEROINES,(MlYIKlS) AM THEIR CHARACTERISTICS:- 
Dhanapala’s near predeeessor like Rudrata and corn- 

temporary literary critics like Dhananjaya and Bhoja have 
elaborately discussed the different types of Hayikas from 
the points of view of custom, qualities, age, skill, tole
rance, marriage or lack of it, disposition, circumstances,

50and etc.. le shall here examine the types of MSyikas de
picted in different contexts by Dhanapala in his TM.

Madiravati is the Kathamukha-nayika. Priyangusundarl 
later on born as Tilakamanjari is the Mukhya-nayika of the
.50r“I?L(R)rS7i6-477”DR7ll7l5-297”isIiiii"sKB(Rl)7v7llO-i20.
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Adhikarika-vastu. PriyaAvada later on born as Malayasundatl

is the Pataka-nay j^ka«
(iV(bWN WIPE) fsvaklvl)-: A Svakxya Nayika is a married

wife distinguished by her qualities like purity, good conduct,

sterling character and simple forgiving nature. This type

is further divided into three sub-types in view 4f AMbseb
uher age and experience, viz., lojing (Mugdha), Middle-aged 

(Madhya) and Matured (Pragalbha).^1
- 52(a) The INEXPERIENCED (MUGDHA): Bhanapala has illu

strated this type in a coupie of fine pictures, viz., those 

of the queens Madiravatl and Gandharvadatta. The former is • 
picured in the following versev

ftif%rcrTf I

35: i
'^he was one) who possessed a body having full-grown butto

cks, emaciated middle portion (i.e. waist), drooping shou
lders, protruding breasts, thickly-grown curly hair, pure 

surface of the cheeks, attractive eyebrows, lovely eyes, 
bashful smile, g dignified gait of footsteps, extremely sweet 
flowing speech and unique flush of charming pleasantness."

51. KVL(R),XII,17> DR(V),I,15? SEB(BJ),V,110 cd.
52. cf.DR(V),I,16 ab: g5%<r. ^<^T;Wrr, 4tht
53. TM(H),p.23(1-4)..
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Another "beautiful picture is that of Queen Gandharvadatta
54drawn in the following verse •.

f^crr ¥fW- Pf

srr=vr =r i
srp*? Tt wfW

=r t^T ■^■RTftcTT <p^: 11
'•Never did she ppen the closed pair of her lips to laugh 

even in the confidential assemblies, noi? did she roam freely 

with quick steps even while chasing the swans of the domes

tic rivulet, noe did she talk much even with the a caged 

female-parrot, nor (again) did she direct her side-glances 

for long towards even the Tilaka trees?(such was her bash

fulness.).

A a«a series of brief pictures of this type has also

been given in the course of the description of the love-sports

of King Meghavahana, which evidently refer to his early you-
55thful days. The following phrases of the passage in question 

bring out the pictures:
(i^qrrfM^rw^mmrrXo : "the jingling of the orna-

It

ments of lovely ladies?

(ii > cs I : « the tinkling

of jewelled bangles due to thumping of the palms moving un~ 

voluntarily out of excitement" ?

54. TM(N),p.252(13ff.). / 55. ibid.,pp.17-18.
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(iii) - “the all-perva

ding horripilation moistened by the profuse perspiration 

resulting from exhaustion (in the process of coition)";

(iv) ^^u'l'yAj'^l -"manipulation of excellent pos

tures (of coition)";

(iv) ^cjflgT -"water-sport";

(vi) i-p^iT£=nq RtciPraM'RHcH'f^FT - "purturbation con

sequent to having disregarded, out of deep anger, the (pro

pitiatory) falling at the feet (of the beloved by the hus

band)" ; and

(vii) yu | ^fnciTt - "beloveds feigning mock an

ger in the course of love-making'.'

o>) m.£mjHLjExpBig3yoEP mmmmx£
A picture of this type of Nayika emerges from the 

negative advice of the VidySdhara Muni to Queen Madiravati. 

The following peculiarities are here referred to by the poei 

(i) attachment";
(ii/^tT^W SWfalf - "approaching (the be

loved) by shifting one's soft body near him" ;

(iii) ^-|-tsfXTT^- "talking" ;

(iv) aH*l"sending love-letters";
(v) TfcRsft 3}^WFTiTn -"tarrying in the bed-chamber" ;

(vi) -"making (the husband) hear the

56. DR(V),II,16 cd: I
57. TI(N),pp.31-32.
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jingling of her anklets";

(vii) ' c^XW^PT^ -"urging (the husband)
to come immediately by sending love-messengers (to him)";

(viii) <»M'TvTcT% tr^c;qrn;up7% -"making (the husband)
draw the cosmetic designs on the surface of her cheeks’^}

_58fanM&MftaiB (8) THE EXPERTEICED (PRAGALBHA):-
A faint picture of this type has been

59drawn in passing by the poet in the following passage :
WTftc^T^cFTlTt^f: ^ 7T5ft% WfcR'BeJT-

t>| qqqqrcft

"Sometimes, having been defeated.in the love-gamble, he 
was drawn by the shrewd ladies who falsely twisted their 
brows saying ’where do you go without paying off the bet ?’ 
(and) while he staggered he was thrown inside as the doors 
were as though forcibly closed in the face of the co-wives."

——•«   gQ(2 )/(A MAI DEM OR MOTHER’S WIFEXPARAKlYl>:-
Paraklya is of two types : (i) an unmarried girl; 

and (ii) other’s wife. Both Rudrata and Dhananjaya do not 
approve of depicting another’s married wife (anyodha) as 
a heroine of the main aesthetic emotion (rasa) and conse
quently of the main plot

58. DR(V),II,18: ■?-*<'rn-nt H5tF«r |-f^hrm^r-
£ ^4%(T4T |(

59. TM(N)^p.18(5-6). v .
60. KVL(R),11,30: ^ ^r^-lj DR(V),II,20 cs
61. KYL(R),XIV, 12-13: I? <^4r wat (P.1.0.)
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Dhanapala, "being an idealist, seems to have agreed with 
this opinion of his contemporary critics. That is why he 
has chosen to omit this type altogether and has selected ills 
the first type, viz., Anu$ha, i.e. an unmarried girl, both 
as the Mukhya and the Pataka IpyikSs. Dhanika, the commen
tator of the DR, has made it clear that it was due to her 
dependance on her father that an unmarried girl (kanyakS) 
was classed tader the category of a 'Paraklya*!2

Both Tilakamanjarx and Malayasundarl, are maidens 
fully dependant on their respective parents, and, thus, 
fall under the category of Anudha or Kanya sub-type of the 
Paraklya type. In the opinion of Rudrata this type of Na-
yika is supposed to instantly fall in love just on seeing,

- 63or hearing about, the Nayaka. Moreover, he has prescribed 
that such a Nayika should be made to see-the Myaka person
ally, or in a portrait, or in a dream, or in an illusion, 
or here about him, in accordance with the opportune time 
and place.^ Dhanapala has carefully followed this line. 

Thus, Tilakamanjari gets love-sick on seeing Harivahana
for the first time in the Cardamom bower near the Adrsta-• • •
para lake.^ Similarly, Malayasundari too falls in love

62. cf. Avaloka on DR, 11,20: If ^
63. bed: - & \
64. ibid.,XII,31: ** \

<#c3- 'HW cW^f^f -M ft
65. TM(N),pp.352-355.
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with Samaraketu immediately on seeing him for the first
time,as though in a dream or illusion, from the rampart of

66the temple at Hatnakuta.
Though Rudrata has not laid down any procedure for 

introducing the Kayaka to the Nayika, Dhanapala has natu
rally followed in the footsteps of his predecessors like 
Bana in applying similar prescriptions in this regard in 
the case of his Kayakas also. Thus, Harivahana falls in love 
* with Tilakamanjarl the moment he sees her portrait. 'Si
milarly, Samaraketu also falls in love with Ivlalayasundarl
the very moment he happens to see her standing on the ram-

68part of the temple at Hatnakuta.
Again, Dhanapala has fallen in line with Rudrata who

has laid down that a Kanya Nayika never looks at the Naya-
ka straight in his face, though she he overjoyed at his
sight, nor does she speak directly, hut only through a fri- 

69 ^end. Thus, Tilakamanjarl avoids looking at, and speaking 
to, Harivahana, and it is only after much hesitation that 
she mutely condescends tom offer Tamhula to Harivahana with 
her own hands. Not once in the novel does she speak direct
ly to the prince; it is either through Malayasundari or

66. TM(N),pp.276-277.
67. ihid.,pp.174-177.
68. ihid.,pp.158-163; 278-279; 281(8-21).
69. cf.KVL(R),XII,32; dr srddrd

cfrF aT -*r- |p5wf cffrtT 4FPS& d \\
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Mrgaftkalekha or Gandharvaka that she communicates her res
ponses and messages. Similarly, Malayasundari conveys her 
love to Samaraketu through Vasantasena or Bandhusundarf.
The beautiful descriptions of the way in which both these 
Rayikas employ various ways and means to stealthily look
at their respective Mayakaare likewise in accordance with

70the prescription of Rudra^a in the matter.
(3) SYADHINA-PATIKA (One that has her husband in 

subjection):
A Bayika who is very happy since her husband is 

so much under her spell of love that he always remains near 
her and is sever at her beck and call in all matters regard- 
ing love, is called 'Svadhlna-patika'. Dhanapala has illu
strated this type in PriyadarsanS who has fortunate in ge
tting most favourable husband in the form of Taraka, who 
willingly accepted her hand and was prone to neglect even 
his daily cores for the sake of enjoyments with her.^2
Similarly, Madiravatl and Gandharvadatta are also the Na-

- 73yikas of this type.
(4) VIRAHQTKABTHITA (One that is MaftBgfaafl distressed 

at her lover's absence):
_ This type is illustrated by the poet in his des

criptions of the love-sick condition of his heroines. Thus,

70. KYI(R).,XII,33-35. .........
71. BR(Y),II,23: gm- i
72. TM(I),p.l29(6ff.) / 73. ibid.,p.23(5-7);262(17-20).
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Tilakamanjati became love-lorn after seeing Harivahana, as

-74has been conveyed to Malayasundarl by Caturika. A beauti
ful, though brief, picture of Tilakamanjarl in this condi

tion is dram again by the poet when Gandharvaka reports 

to Harivahana how she passed her time when the latter re- 
turned to Ayodhya,'^The following two verses' brilliantly 

• outline a,beautiful picture of this type:
! crm cF^fcF ^TftTTc^ iw

c

T f^WprT %rpc^T§Tr I i
"As with the end of the rainy season the heat spreads; the
uninterrupted budding of the lotus-plants with fresh petals
(also gathers momentum); the sweet-singing swans, born at

, the Manasa lake, with their speed enhanced by spreading
! wings sweep down speedily to a group of lakes; (so also in

the case of filaiamanjari) now, due to separation from you, 
smith
Mthe end of the rainy season, sxsjsl iha fxash pst&is mt imis*

enhancesjlove-fever, even the fresh petals of lotuses 
si

generate irreAstible longing, (and) Cupid's arrows, making 
I sweet sound (and) gathering speed due to the feathers, con

verge to, and fall sharply on, her,"
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cp^TO^Pitcr wr^r«' Tiifrfcr hrm . 

w^ifcwwftffrT •^r'nm^^fT gf: i

^psq-n^r^wr: g^srpTf iprf^ ^ 11
"As the slender one’s (i.e.Tilakamanjarl*s) glance repeated
ly turns to the person approaching the door, (and at first) 
flushes with joy (thinking) that it is you, (but later on) 
becomes languid with pain (on knowing) that it is not you, 
the drops of tears, rising at every moment out of joy and 
pain respectively, gather and dry up on the surface of her 
breasts in her perspiratory high (love-)fever."

Again, the description of the condition of Tilakamanja-
77 -ry as she stealthily looks at Harivahana from her bed-chamber

finely illustrates this type. Similarly, a brief picture of 
, 78Halayasundan * s condition after she happens to see Samara- 

ketu for the first time is also an illustration in point.
(5) PRO SITA-PRIYA (One whose beloved is away):-

Dhanapala has taken the opportunity to depict this 
type in the twin cases of Priyangusundarl and Priyamvada, 
whose husbands desert them for one reason or another. Thus, 
Priyangusundarl*s husband Jvalanaprabha deserts her in or
der to earn profuse merit for emancipation and to be united

77. TM(R),pp.368-369.
78. ibid.,p.277(9ff.)
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with her in the next birth; but Priyamvada’s husband Sumali 
desertsi her out of his infatuation for another beloved ca
lled Svayamprabha. Both Tilakamahjari and Malayasundari can 
also be classed under this category* during their separation 
from their respective lovers. Bhanapala has given beautiful
picture each of the later two heroines in the condition of

79their separation.
(6) OfHER TYPES:*

As there is no scope for illustrating the rest of 
the types, viz., Vasakasajja, Khandita, Kalahantarita, Vi- 
pralabdha and AbhisarikS, Dhanapala has not touched them. 

(7). GEM ERA h QUALITIES OF THE HAIIKAS :-
Rhetoricians have meticulously listed twenty qua-

OAlities and jestures of young women as they add to their 
beauty and enhance their charm. Some of these qualities 
have been duly illustrated by our poet in the TM in various 
contexts as can be seen below:

(i) BhSva or PeaTing: Malayasundari*s feelings on
her having seen Samaraketu for the first time are depicted
. ' 8iin the following passage:

WHITT TPT*. I • • * •

79. TM(U),pp.390^391; 344-345. „ _ „
30# J#IS.,DR(V),II,30 ab:
81. fl(H),p.277(5ff.).
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“The passion spread in all the limbs .... The region of 
the breasts, trembling heavily as though subjected to the 
increased cold resulting from perspiration, somehow created 
horripilation all over.”

(ii) Hava (Emotion)? It is depicted in the course of
the description of Tilakamanjari as she is confronted all
of a sudden for the first time in the Cardamom bower, as

82in the following passage:
fW^T ^ f^?XT 5TTf*ra& fWWf

"Having stood still for a while near the door, (and) having
turned her/ftafaB a little, she repeatedly showered on my 
eyes a gush of side-glances originating from the corners 
of her eyes the dark pupils whereof were bashfully tremu
lous and which quivered like the wavelets of the ceslestial 
stream; (the shower of the side-glances) which encompassed 
all the directions by the power of tleir purity, and as th0u< 
gh consisting of a splash of nector mixed with (a tinge of) 
the Kalakuta poison, it repeatedly generated infatuation 
and joy (in me),

(iii) Helg (Passion): It is beautifully represented

neck

82. TM(!),p.249(23ff.)
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"by means of a series of poetic fancies descriptive of the
coquetish gestures suggesting the passion experienced hy

crzlalayasundarl, thus:

' V v9

fcrer,
tprr----------crwRPmft *r wprrf*r fr^mr ~<m crwr?R% i

"Having "become completely absorbed in observing the series 
of his charming gestures, although (I was) standing at a dis
tance, but as if made to go near him after having been carri
ed (to him) by somebody who took pity on seeing the extra
ordinary love (of mine); as if subjected to "an embrace at his 
hands; as though made to experience the joy of union with 
him; with all my limbs motionless, with tears of joy flow
ing (from my eyes) .... at that time, I too do not know 
with what sort of a glance did I see himji."

(iv) £>obha (Beauty): This quality is well brought out
in the description of Madiravatl when the poet draws her

84word-picture, thus:
^ ttw:----TrfWKPn

qqrwrcjp-i f^rr^r jfMcfTgwmftf

83. TM(N),p,277(17ff•).
84. ibid.,pp.21-22.
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w%, i h i tp#?----------

€t$rawft^rr ^Vt, PmmT qf^r, TiVpwPFTT ipp#t

-------- - ^TOT^rtgrftttTc^T JTt%tr3<ft TP? t^TW% I

"Ana that king had a queen named ladiravatl who was the veri
table crest-jewel of his whole harem .... in view of her 
heart that was deeper than her navel, loftier than her round 
breasts, broader than her hips, more straight than her 
creeper-like arms, purer than the loveliness of her cheeks} 
which generated joy in the minds of noble persons by her 
graceful jestures, in the same way as the Manasa lake makes 
the swans overjoyous} .... her beauty being accompanied by 
character, her youthfulness being accompanied by modesty, 
her physical lustre being accompanied by good-luck (or hus
band's favour)."

(v) Kanti (Loveliness): This quality is depicted in
the case of Malayasundarl who tells about her condition when

85Samaraketu was looking at her with passionate eyes, thus:

-iggp gp*?-----
¥rt%W!’ftcfTTWCWRT I

5RiCTft^TT% f^F^p£crWTfWf^T% IcFJfTf^pr------

TiWTfm gitrrf^r ^rf*-
______________________________,_____ *

85. TH(H),p.279(2-10).
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srrqf^F---aPAr^dHifTwr-
"Although he tried hard to compose himself, he could not
prevent his glances from falling repeatedly : on my lips
glistening with the liquid lustre of the teeth; on the root

revealedof my arms the breadth whereof was stBrnsaiad/BiBBAad as the 
left hand was moved bending it sideways to fix my repeated
ly loosening braid; on the pair of (my) protruding breasts 
on which the hands were placed crosswise; on (my) waist 
which was lined with hair-lines, in the same manner as a 
city boundary is marked with a series of lakes; on (my) 
abdomen, the knot of the slipping lower garment whereof was 
laughingly being caught hold of (by me); (and) on the re
gion of my thighs the lustre whereof was visible from a 
distance as the skirt of the lower garment was being dishe
velled every moment,"

(vi) Pragalbhya (Gourage): It is illustrated in the
' , _ 86 * ■ case of Priyadarsana, thus:

|cra[Tir^% flTOlftcRTT'^Wr tsr

wrypfer ^fWTT^^nwnrft^T------
w^Pm - fm c^r
fur: wm ----- *r5irrfi7 i %

86. TM(N)-;P. 128(7-16)
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l iVdt f^fc^T ^RT^Tcf^FTT ---^T^^TT*

x ipq-j^ *j pcrRcjc^

"As though being made to completely set aside bashfulness 
iby Gupid who sjnstantly arose with quickly drawn bow and 

came to her succour, the moment he (i.e.Taraka) caught her 
hand; as if introduced in the art of maturity in speech by 
the deep new-born love, in the asms manner of an instructor 
(who instructs) with one of the eyebrows beautifully raised; 
she, on her part, although naturally inexperienced, smiled a 
a little like a mature woman, and spoke these words - 
'Young man l when (once) you have caught my hand, how can 
I ..... go from this house to another one ? Now, this abode 
of yours has become a resort for me.* Having said so, she 
lowered her face out of bashfulness and began slowly to 
scretch the paved floor with the tip of the thumb of her 
left foot."

(vii) Vicchitti (Tastefulness): Shis quality has been
illustrated in the case of iilakamanjarl who is described
.. 87' -thus:

W^rrf'TFTT WcPfTcK f^T-
hWmcIT —----- '
(^rrfwmm^ i)

87. TM(N),p.247(10-11).



• • • •"(I saw a young girl) .... who was hearing, on /both of her 
pure lustrous cheeks, Pattranguli designs (drawn) with musk; 
(the designs looked) as though they were the curls of her 
black hair reflected|in(her cheeks which created) an illu
sion of a mirror due to the advent of passion and love.”

(viii) Ku$$amita (Pretended Anger): This has been fa
intly depicted in the course of the delineation of Meghava-

88hana's dalliance with his queens, thus;

=iTftrjcicPFL ----------- -------------
CCdti^-fC^TciciH l ) 

a love-"(He carried on a/battle in the form of coition) in which 
the (lower) lip was vehemently scratched by the bite with 
the tips of the teeth; in which the region of the forehead 
was adorned with the raised eyebrows as the hair were mer
cilessly caught hold of; in which the jewelled bracelet 
jingled due to thumping of the palm moving unvoluntarily 
out of excitement."

(ix) Lalita (Tenderness); This quality is illustrated
A, ^ 89xn the descriptions of Tilakamanjarx and Malayasnndari.

(x) Vihrta (Bashfulness): k fine illustration of this 
quality iS found in the case of Madiravatia when she bash
fully keeps mum as the Vidyadhara Muni asks for her consent,

88. TM(N),p.17(9-10)
89. ibid.,pp.246-247
9-6-g- ibidrrr^g-fT—Hrj
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on "behalf of King MeghavShana, to stay aloof till the com-

* Tpletion of the propitiation of the goddess Sri "by the king.
90The queen ii described thuss

^ f^RrrV ^xnrtf%n:^r?i#^r ws: 
sram — (Tester: —— snw#

"And seeing her ..... standing thus,speechless, covering her 
mirror-like cheeks under the dropping curly locks as though 
to hide her perplexed smile; repeatedly scratching^with her

oyster-shell-like finger nails, the dots of unguent though 
not at all stuck, on the pieces of jewels (studded) in the 
rings (worn in the fingers) of the feet."

It seems, the poet did not illustrate the rest of the 
feminine modes such as Shhh*hhhhh^ Madurya (iweetness), Di- 
pti (Radiance), Audarya (Dignity), Dhairya (Self-control), 
Lila (Spoitiveness), Vilasa (Delight), Vibhrama (Confusion), 
Kilakincita (Histerical Mood), Mottayita (Manifestation of 
Affection) and Bibboka (Affected Indifference) in detail 
due to the want of proper occasion for their depiction in 
the TM| though these modes have not been totally neglected 
by the poet, since they are occasionally referred to in pa
ssing in the descriptions of the Nayikas in various contexts

90. TM(lO,p.52(7-ll)
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IV : THE, HA R„R III YE I11BEES1 ; 
(KATEA-RASA ') "A I 1)' PH A HAP ALA* S 

NARRATIVE SKILL:
■ ' A successful writer of a narrative must create 

an illusion of reality in the mind of Ms listeners; and a 
sure means to this end is to hold the audience in suspense 
so that it is too much interested to have any time to rea
son and so spoil its own enjoyment; any deviation from the 
legitimate unfolding of the plot is fatal as it breaks the 
continuity of the suspense, which is inherent in any unsol
ved Problem, and the solution of the problem, with its atte
ndant removal of the suspense is the end of the story. 
Dhanapala, being a skillful narrator and a highly conscious 
one at that, seems to have been pretty aware of these re
quirements. He, therefore, fully employed his skill in wea
ving his plot in such a way as to maintain constant interest

92of the audience in his narrative.
The story of the TM, as we have seen in a preceding 

chapter, begins with the description of the city of Ayodhya, 
King Meghavahana, his queen, his lack of a male aMs&d issue, 
and his wish to undertake the propitiation of some deity

91. cf.S Gui.Pic.fr.,pp.43-45. .92. ef.TMCQ, p.3,vs.18; I
\\ J aJSO ,p. 7,VS.§0cd:
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to ensure male progeny. So far, the interest is generally 
sustained hy the novelty of descriptions.

93The introduction of the flying Vidyadhara Muni who 
predicts the hirth of a son, and imparts to that end the 
Aparajita Vidya, marks the beginning of the suspense, and 
we do not expect that we shall meet with this same Vidyl- 
dhara Muni again, till his identity is very skillfully re
vealed hy the poet, towards the end of the story, hy info
rming us that it was this same Maharsi who had imparted

94the Vidya to King Meghavahana.
95The advent of the Vaimanika god named Jvalanaprabha

is also very purposefully skillful, since it heralds his
impending descent to the human world hy his gift of the
Candratapa necklace to the king. The poet has here quietly
introduced the necklace which is intended to he a reminder
to Priyangusnndarl, when she is later on horn as Tilakaman-

96jari, of her love with Jvalanaprabha, Thus the future role 
of the necklace has been faintly indicated hy the poet well 
in advance in a skillfully casual way at the very outset of 
the story.

93. TM(I),pp.23-33. * ... ^ v;94. ibid.,p.412(14ff.) — wr
.........95. ibid.,pp.34-45. N 0 n _  ^96. ibid,,p,44(15ff.): ^ ^\ <RTFr-

spsrxfe|.



744
But the suspense really gathers strength with the su

dden appearance of the Vetala who introduces himself as an
t QVattendant of. the Goddess Sri. Who could ever expect that

this same Mahodara would turn up again in the narrative to
rescue Samaraketu and Malayasundarl and actually inform us
about it quite unexpectedly when he happens to exchange

98words with the erring Gandharvakal ?
The words of iha Goddess &rl that the Candratapa ner-

cklaee, and indirectly the Balaruna ring too, was to he
presented to Prince Harivahana when he comes of age and
that it should always he kept with him during the battles

99and calamitous situations, sound very innocent and natural 
till we come to know quite unexpectedly that this ring en
abled the commander Vajrayudha to win the losing battle"*-00 

and to capture Samaraketu, the hero of the by-plot, to 
unite him with Prince Harivahana, the hero of the main
plot. The ring and the necklace later on remind Malayasun-
, „ • „ 101 dan and Tilakamanjan respectively of their past births.

The sudden night-attack on Yajrayudha's forces by 
102Samaraketu further enhances the suspense which is resol

ved only when we know that Vajrayudha had asked, as a price

97. cf.TM(N),p.49(9ff.): -
98. ibid.,pp.381-583.99. ibid.,p.60(17-23); 61(15ff.).

100. ibid.,pp.81-95.
101. ibid.,pp.404-405.
102. ibid.,pp.83-93.
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of military peace, for the hand of Malayasundarx who had me
ntally offered herself in marriage to Samaraketu, and the 
later had no other go hut to help her father and win her over 
from him honourably.10^ The poet has skillfully dropped an 

advance hint about it in ihe course of his description of 
the battle, 10^and it is only much later in the narrative10'’ 

that we come to know about the connection of ihis deputation 
on military mission to Kancx with his love of Malayasundarl 
and the consequent night-attack.

' 1 QfThe enigmatic verse in the anonymous love-letter, 
found by Manjxraka in the Mattakokila garden, testifies to 
the conscious art of the poet who specifically reveals its 
significance through Harivahana's words that perhaps Sama
raketu was reminded of his past experiences, thus rousing
the curiosity of the audience as to the tragic love affair

107of Samaraketu and Malayasundarl.
The interlude about Taraka, the sailor youth, and his

, - 108marriage with Priyadarsana, gives an unexpected turn to 
the smoothly sailing narrative of Samaraketu's naval expe
dition and' provides him a companion who is meant to enable 
him cross over the ocean10^but in fact he becomes instru
mental in almost drowning him and consequently his beloved10

103. TM(N),,p.326(6-20). 
104.. ibid.,,p.95(7ff.).
105. ibid.,p.321(15-23).
106. (contd. on p.746.)
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by taking him, though at his request, to the island where 
the prince falls in love with the unknown girl - Malayasan- 
darx and comes to grief. These fatal consequences are not 
at all clear till the poet unfolds the events at their pro
per places.

The suspense about the sudden alluring music from the
unfrequented island in the turbulent ocean conjures up an
atmosphere of a fairy tale with its nymphs and spirits, but
unexpectedly turns out to be the music of the Holy-Bath Ce-

112remony at the temple of Lord Mahavira, a most A unimagina
ble place for worldly affairs like youthful passiqn; but it
is the holiness of this place which comes to the succour of

113the damned lovers '. '
The poet’s mastery at creating suspense is very much 

evident when he brings the account of Samataketu upto a point 
at which the latter sees the unknown girl (Malayasundarl), 
and he abruptly drops the account by introducing the portra
it of Tilakamanjarl. The consciousness of the literary artist

(Ft. nts. 106 to 111 continued fromp.745J-)
106. TM( 1)^.109(13^-14): -7aI
107. ibid.,p.ll3(14ff•)s — «Tfw-

will ; 114(3ff.);-f5|vir^-4
•3.A *1 rtlf s fV" -i-tlMVa-ii -1 ; |

108. ibid.,pp.126-130. / 109. ibid.,p,130(14ff.).
110. ibid.,p.292(lff.). /111. ibid.*p.141(12-21).
112. ibid.,pp.268-269.* / 113. ibid. ,p.319(18ff.) ;382(6ff.).
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in Dhanapala becomes quite transparent here as he slyly allu
des to the response of the audience whose interest in the 
frame of the narrative has so far been well-sustained.11^-

The presentation of the protrait of a young girl, and 
through it the entry of Gandharvaka, has been skillfully uti
lized to introduce Tilakamahjarl as a ’male-hater* (purusa- 
dvesini), and inweave the episode regarding Gandharvadatta.
The poet confounds the ajidience by throwing in a number of
faint suggestion# about the probable causes of Tilakamanjarl's

115aversion to male&a, the reason being revealed at a very late
116stage in the story. The suggestion that a human prince was

117the destined match for her faintly betrays the possibility
-• liftof Harivahana’s chance. The unspecified task for which Ga-

ndharvaka was directed to go to Vicitravlrya at the Suvela
!

mountain has been disclosed later on when the aeroplane of
flandharvaka is thrown away into the Adrstapara k lake by en- 

119raged Mahodara, The insertion of the confirmation of the i
-120identity of Gandharvadatta rouses the curiosity which is

but partially satisfied only when Malayasundarl is interrogated
■ ■ • 1-21 -.....................by Yicitravlrya and the determination of this identity is

114. Tl(lQ,p.l61(15ff.): 4f!r -itst-
<p u >4 *4 TT<ncT5T■irHlulfcirflct jgdr—

t-5T£?^jr - - Idfro cj f5| «.(lt

--- ---f
115k cf. ibid.,p.l69(llff.). / 116. ibid.,p.410(19ff.). 
117. ibid.,p.!69(20ff.), /119. ibid.,p.341(15ff.);378(13-14
120. ibid.,p,170(20ff.). / 121. ibid.,pp.271-274.

18. ibid.,p.l70(16ff.).
a
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very essential in "bringing about the union of Samaraketu 
with Malayasundari, as it attracts the assistance of the 
superhuman agency in the form of Pattralekha and Vieitravi-

In the simple casual promise of Gandharvaka to Hari
vahana that he will rejrarn to Ayodhya and do a portrait of 
the prince, unless he is not held up on his way to Trikuta
mountain, the poet shrewdly implants the seed of the inci-

123dent of Mahodara's curse to Gandharvaka. She element of
suspense begins to sprout when Gandharvaka does not return 

- 124to Ayodhya. Likewise, the casual polite promise contain-
inga the adjectives *Sakalarthidrumasya' and ’I§taphala-
dayakam* by which Gandharvaka qualifies Harivahana and his

125feet respectively, is very pregnant with dramatic irony
suggestive of the panegyric verse about Harivahana sung by 

126Gandharvaka, who is later on rid of the cursed state of
a parrot at the hands of the prince.^^The expression of

the natural aspiration of Gandharvaka to draw a portrait of
128Harivahana so as to allay Tilakamanjari*s aversion to males 

is an advance suggestion about HarivShana‘s being her des
tined lover. Likewise, the usual customary remarks of Hari
vahana to departing Gandharvaka that the latter should not

122,cf.TM(M),p.342(9ff•)$423(9-20), / 123. ibid.,pp.381-383. 125,* ibid^’p Jl71^1^ff.f: -'3=^’

126. ibid.,p.222(17ff.) .
127. ibid.,p.376(17ff.). / 128. ibid.,p.l71(17ff.).



749
129forget the brief acquaintance is related to the task of

130carrying messages by the parrot.

The hidden purpose of the letter of Samaraketu addre

ssed to Malayasundari and handed over by Harivahana to Gan-
•> "1 *3? T

dharvaJta ^ is disclosed when Malayasundari suddenly finds it

tied to her garment, and consequently gives up the idea of
132committing suicide again.

Dhanapala betrays his consciousness as an artist when

he seeks to enhance the suspense by drawing our attention

to the inherent difficulties in the path of love of Hariva-

feamafBBisuto&hamsiapMaaA hana for Tilakamanjari, and almost

challeges us to exercise our imagination as to the manner

in which Harivahana can be made to reach the remote region
133of the fidyadharas.

By introducing the incident of the mad elephant to be

pacified by the musical powers of Harivahana, and the elepha-
134nt suddenly flying and kidnapping the prince away, the 

poet catches us by surprise, and leaving us bewildered and

129. TM(N),p. 173(1-2). / 130. ibid.',p,384(9-10).
131. ibid.,p.173(4-8*.
132. ibid.,pp.338-339. ^ v
133. ibid.,p.176(20ff}: I

Stcdm -HHi•>IH '|

134. ibid.,pp.184-187.
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gasping as to what will now happen to the prince, he quiet-

135Ij passes on to Samaraketu's search operation. The sus
pense intensifies when the poet slyly drops in the news that
the elephant was,of course, recovered hut the whereabouts

136of the prince were untracable. This small detail skill
fully introduced here is taken up later on to lay hare hof/

137Citramaya took the form of the prince's elephant, at the
instance of Gandharvaka,^8 who had promised to meet the 

. 139prince again.
The sudden arrival of Paritosa with a message from

Kamalagupta adds to the effect of suspense especially when
the former repoets about the mysterious arrival of the me-

ofssage and equally surprising incident of carrying away/the 
reply 140/message by,a parrot. It is noteworthy that the poet gives
out the contents of the letter only after giving the full
background, thus amplifying the effect of the suspense by

14.1 re—the delaying tactics. This mystery is/solved only when

135. TM(N),p.iifi 187(5ff.).v . ...
136. ibid.,p.l89(16ff.): wrePT: <3J3irtii

^>4(W =3 -frfirtT ; fMK'. I
137. ibidvp.387(4ff.'): ^

WrfcT 45ft fa tv ^ ^
138. ibid. ,p.380(21ff.): 'i.dqwFijjr £<4mi,J>i<rvt\n ^ret4: 'ftV3PN"

***•«« ^ rtfi&cf M £T
chi si £{v\ Vm'4 1 i*5 : | cT?

5Tri^tT^3T MgtCi (-f. 0-7 j ___  :392(9-11) ctiq-cz- ♦
dTcfayvlT^TirtiH djftvTK £"f^T-- 1

139. ibid.,p.171(14-17). / 140. ibid.,pp.191-195.
141. ibid.,p.193(1-18).
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G-andharvaka. relates as to how he was transformed iLig

142 ^ 5>f
rrot and how he carried the messages. She self-conscious
ness of the poet is evident in the remarks which indirectly 
draw our attention to the effect of the incident (of myste
rious taking away of the message by a parrot) on the audience
and, at the same time,! the solution of the riddle is sugges-

143ted in the last alternative of the remarks. And the poet
again drives at his ingenuity as displayed in this wonderful 

144parrot-episode.
So heighten the suspense about the neighing of horses 

heard by Samaraketu, Dhanapala utilizes the former's curio
sity and poses a number of alternative possibilities of ga
thering so many horses in a place nearby. She poet's consci-

out -
ous art unfolds itself as he givesi/fche last alternative.

She conscious artist in the poet again peeps in when 
Samaraketu happens to^see the Prasasti engraved in the Jain 
temple at Mount Ekasrnga, and recapitulating the strange ex
perience that he underwent, and strange places that he reached, 
proclaims the uniqueness of the situations so far, thus

142. SM(H),p.384(9-13). A ^ v
143. ibid.,p.195(2-7): M*fw-

<vjcf rr^f^Rrf^TT•.
■smcV , w xpvwtfeu ipp-"-t tr „ _ <, _ ^14$.ibid.,p.195(13):-^-'-

145. ibid.,p.208(12-18): -^i^T- 

i
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indirectly directing 'our attention to their excellence in

146the story of the TM; not only that he is also conscious 
about the plausibility of the delineation of various inci
dents."^

Dhanapala's conscious effort at enhancing the curio
sity of the audience is most transparent when he poses a

148series of questions relating to the plot and its progress.
And# when,through the reply of Gandharvaka, he comments on 
the parrot-episode, one can easily gather that most proba
bly these comments are aimed at the implausibility of the
parrot-episode in Bana’s Kadambarl in contrast to the one

- 14QDhanapala has himself utilized. The series of solutions
150and their points of implausibility are skillfully employed 

to augument the effect of suspense. The real cause is revea
led when Gandharvaka relates about his having incurred the

151curse from Mahodara, And the conscious plan in the plot 
is suggested when the poet indirectly asm consoles us that

146. TM(N),p.220(6ff.)s_«JrtjT (f 4N*r p- ! fpi^r
zfxTff«vPu •„ |

147. ibid.,p.220(8ff.): ih\futrf <4^ ^

148. ibid.,p.223(22ff♦). ft_
149. ibid.,p.f224(20ff.)■Rvg-‘fftjj-ST, ctlii 5FF4‘g^t'<T-

^ crv^ssDn | - _ N\ 4150. cf. ibid.,p.225(lff.)'!"'\^ c4^WnTq7^s^f^-
151. ibid.,pp.378-584.



753
the rest of the incidents beginning with the departure of Gan-
dharvaka to his meeting with Samaraketji at Mount Ekasrnga

152will be narrated in 4 due course S
She hint about the attempted suicide by the princess,

now relaxing by the side of HarivShana creates curiosity
which is doubled by the verse of the panegyric who allegiri-
cally reminds the prince about the delay being caused in en-

153tering the city of Rathanupuracakravala. The lengthy des
cription of the Vaitadhya mountain only serves to heighten
the effect of already roused curiosity till the poet himself

154at last feels it is sufficiently aroused, and proceeds to 
pick up the thread of the narrative from the point at at 
whiwh Harivahana was kidnapped by the flying elephant, and 
indicates the missing links in the story so far. The leisu
rely unfolding of the,story is in the manner of dangling a 
carrot in front of a donkey impelling it to go on and on l 
Likewise, the poet promises that the story to ba unfolded 
henceforward is also full of pleasant surprises and expre
sses "confidence as to his own capacity to hold the interest is 
of the audience by his narrative skill.

152. TM(N),p.225(15ff.):
153. ibid.,p.232(4ff.). , ^.154. ibid. ,p.241(7-21): aicK-Hi QfrCcw sriwI

rf^Tincq~ Wf-rTwr^cT'. ^wr^PL.5 «*..
155. ibid.,p.241(20ff.): gcpisr , I

w ) i -^£u~ <f2<r
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A faint indication of the solution of the mystery of the

156flying elephant is given in the reflections of Harivahana,
and the element of destiny is, put forth to rationalize the
accident of the flying elephant carrying the prince particu-

157larly to the region of the Vaitadhya mountain.
The suspense based on the unexpectedness of the situa- . 

tion is fully exploited by the poet for propounding the ty
pically Jainistic ideas about the nature of the world and 
worldly happiness, and this in its turn also serves to hei
ghten our curiosity.3"'*8

The poet again betrays his consciousness as a narrator 
when he discloses the connection of the portrait of Tilaka- 
manjarx with his arrival at the Vaitadhya region which is 
recognized to be identical with the one seen by him in the 
portrait .3"^

160The induction of the long narrative prelude related
by Malayasundarl with the comment that it ia comprises a

161series of tragic incidents is a common device aimed at 
fanning the curiosity of the audience and preparing them 
for a change as the poet seeks to give a turn to the narra
tive mood.

156. TM(N),p.245(5ff•)*
157. ibid.,p.259(1-4).
158. ibid.,p.244(5-23).
159. ibid.,p.250(19ff.). , / 160. ibid.,pp.259-545. s
16S. ibid.,p.259(Ilff.)^ S ^<r

CFT<y54L. \-v&r tfH'. \
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The prediction by Vasurata about the marriage of Mala- 

162yasundarl creates the interest since it is not known as 
yet that she is to be the beloved of Samaraketu and is go
ing to fulfil the conditions. The narrative purpose of the 
prediction is partly given out in the course of the dialo
gue between Vicitravlrya and lalayasundarl where it is co-

163nnected with the identity of Gandharvadatta.
Dhanapala has dexterously utilized the popular belief 

about the Vidyadharas that they kidnap human girls, and it 
is a potent means of creating the suspense in as much as 
the poet has made full use of the technique of surprise by 
making Malayasundarl, who was sleeping in her palace bed
chamber at KaneI, wake up quite unexpectedly, as though in 
a dream, in totally unexpected surroundings of a group of 
princesses gathered in a Jain temple situated 4n the remote 
island in the midst of the southern ocean. ^This incident 
of Kidnapping of Malayasundarl to Ratnakuta by the Vidyadha
ras has been cleverly made instrumental in bringing her

165there where she was to meet her lover, as was predicted
166by JayantaswamI in her former birth as Priyaftvada. This 

whole incident keeps us guessing as to whether it is an illu- 
sion or a dreamt ' It is partly resolved when Tapanavega is

162. TM(N),p.265(5-10). / 163. ibid.,p.273(3-10). 
/ 165. ibid.,p.276-292.16$. ibid.,pp.264—265.N166. ibid. ,p.407(22ff.). t ^. x a '

167. cf. ibid.,p.265(13ff.):
<*1 At' 4^ ^Ts --
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ordered "by Vicitravxrya to take Malayastmdari "back in cogni-
to to her palace, though not fully until we are assured
by the poet later on that all this was neither an illusion,

169nor a dream, but a concftrete reality.
The poet's mastery in holding the credulity of the au

dience to his finger-tips is witnessed in the dexterity with
which he keeps up the element of suspense in the dialogue ft

170between Malayasundarl and Vicitravxrya, wherein the pro-
171blem of the identity of Gandharvadatta is kept hanging

and the audience almost forgets that the poet has already
dropped the hint about its solution well in advance in the

172talk between Harivahana and Gandharvaka l In this dialogue,
again, the poet has sown the seeds of further suspense when
Halayasundarx declares that her maternal grandfather was a

175'hermit* (tapasa), thus giving an advance suggestion about
sthe incident of Gandharvadattatransportation to the

Prasantavaira hermitage of Kulapati Santatapaj^^it has been
175hinted at also in the words of Gandharvadatta herself.,

The poet's skill lies in the fact that in spite of all these

168. TM(M),p.274(20ff .):
169. ibid.,p.292(19ff.): ^*2
170. ibid.,pp.270-273. ■ .171. ibid. ,p.cf.ibid. ,p^273(22ff .)„: I- UcKw
172. ibid.,p. 170(20ff.): ------- >r— ___ --------- ^(p.t.o.)

i
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advance hints, he could sustain the suspense successfully 
to the ultimate delight of, and consequent applause from, 
the audience.

And see the poet’s versatile art in slyly inserting
„ tthe prediction hy Muni Mahayasas about the union of Gandha-

■Irvadatta with her kith and kin, which in turn proves to 
he the vital key to unlock the otherwise closed fate of

177
the so far impossible union of Samaraketu aad Malayasundari 
The poet is conscious enough to point out to some of the 
minor missing links in the story disclosed so far and to 
the solutions thereof,*^®and this in turn is meant to fur

ther enkindle the curiosity of the audience l And hardly 
would the audience remember that the result of the mission 
entrusted by Vicitrawirya to CitralekhS to verify the iden
tity of Gandharvadatta^^has already been disclosed to them 

180long bad l
The faint memories of Malayasundari slightly stirred

181at the sight of the temple of Mahavlra at Ratnakuta serve

17$. TM(N),p.273,(Iff.<RT wfox{fir V
177. ibid. ,p.274C5ff yjjf:
178. ibid.,p.273(15-19). " '179. ibid.,p.274(5ff.). .180. see supra,-f-t. k<nt. 172*; _ ' !'s _ ^ v181. ibid.,p.275(5ff.)s-f^^9ar jrr’,•

m riiWi , H fTMsWBT 5fRiT4>G--|
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as a sort of dramatic irony, referring as it does to the
fac$ that this temple was actually built by her in her pre-

. _ 182vious birth as Priyamvada. Similarly, the sight of the
image of Mahavlra arouses her longings regarding some be-

183loved seen in past and it serves as an advance suggestion
about her being the beloved of Sumall during her former bir-

, - 184th as Pryamvada.
The poet's consciousness as a narrator again comes to

the surface when he assures us, through the words of Taraka,
that he has some plan ready up his sleaves to bring about

_ 185the union of Samaraketu with lalayasundari.
The poet is very much conscious, again, about the in

genious device of double-entendre based on meaning (artha-
-slesa) employed in the invocation apparently addressed to

186the boat but actually meant for lalayasundari, that maifcSB
1SThe draws our attention to it four times, and as if not sa

tisfied with this much Bhanapala cleverly brings out the 
various good qualities that went into, and the motives ser
ved by, the composition of the invocation. 188

182. TM(N),p.408(9-12). . ^ . . .183. ibid.,p.275(17ff.)j, -fsrWhr
.^ppTafrfcrera-M v t|-..., j e

184. ibid.,p.407(13-15). •
185. ibid.,p.281(20ff.): *»r

. ■ •-186. ibid.,pp.283-286. **■
187. ibid. ,286(18ff):

-- - *287(11)» 296(2ff.)_ (p.t.o.)
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The dramatic irony is again utilised when Malayasun
darl somewhat sharply tells the hoy of the temple-priest
that she would take to the principal jewel (also her beloved

„ 189
hero Samaraketu) when the latter happens to come to KaneI.

These same words have been repeated when Samaraketu relates
190 .

his past experiences to Malayasundarl.
When Malayasundarl swoons on finding that the prin

cesses accompanying her on the rampart of the temple at
191Batnakuta have suddenly disappeared, the poet skillfully 

subordinates the incident of this disappearance to the effect 
of it on Malayasundarl whose subconscious yearnings are 

thereby revealed. The audience does not know for certain 
whether Malayasundarl was first made invisible to Samarake
tu for a while,"^2though even after that she was present 

there to witness the suicidal attempt of the love-lorn prin

ce to drown himself, and she also followed i3a suit there
193and then soon after. The poet seems to have deliberately

le-
kept certain facts uncleared in order to ifave the audience

- 194guessing as is clear from the remarks of Malayasundarl.

189. TMOO.p.288(20-23).
190. ibid.,p.320(20-23$.
191. ibid,,p.290(1-3). NN ^ „
192. ibid.,p.289(17ff.):-^ ^ m
193. ibid.,pp.290-292.
194. ibid. ,p.294(llff.) s "^*1 ^ ---4c.
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Future incidents are indicated by means of dramatic

irony suggesting the future marriage of Malayasundarl with
Samaraketu,"^and this serves to enhance our curiosity as

to how .the poet is going to manage this when he made both
196of these lovers drown themselves into the ocean. The poet 

consciously indicates his future plan by assuring us, through 
the words of Bandhusundarx, that though drowned Samaraketu
will be saved and he would set out in search of Malayasundas* 
rj#197

The rationality of the poet is remarkably noteworthy
when he brings the ka&iiitBaH hopelessly desperate lovers,

veryviz., Samaraketu and Malayasundarx, t&v. near to each other 
without their knowledge when the former has been passing his 
night alone in the temple of Cupid in the Kusumakara garden

1 QOat KancI, 5 while.the latter reaches the door of the temple s 
bows down toand gfaia&BB the deity from outside lest somebody might no-

199tice her as she is out to commit suicide.
The poet is highly conscious of his plot-construction 

bb in so far as he tries to carry his audience with him by 
recapitulaing the past events as the Narrative progresses

i.) , Xt-from, po^ifet. to point. That is why^takes such an opportunity

195. TM(N),p.295(8ff.): fif I

196. ibid.,p.292(2-6).• / 197. ibid.,p.296(5ff.).
198. ibid.,p.324(13-14). / 199. ibid.,p.305(16-17).
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of summing up the incidents beginning with'MalayasundarI's
transportation to the temple at Batnakuta and ending with
the end of her unconsciousness consequent to the strangling
during her attempt at suicide by hanging herself .“^^Again,

Dhanapala draws our attention to certain missing links throu-
201gh the reflections of Malayasundan to enhance the suspe

nse and indicate the course of future events yet to be narra
ted. Similarly, the recapitulation by the poet about the eve-

202ts after Malayasundarx’s attempt at hanging herself supp
lies the missing links in the narrative much in the manner 
of a veritable Viskambhaka in a Sanskrit drama.

The use of identical situations in which the companion
forcibly makes one of the lovers bow down to the other, as

203 204in the cases of Samaraketu and Malayasundarx would natura-
sort of ally tickle the audience. So would a ^hart telepathic insti-

205net of both the lovers to commit suicide create tragic 
interest in them. The recounting of past events through the 
answers of Samaraketu to the question of Malayasundari, has 
also been used by the poet to bring slam* the narrative 
uptodate though he further keeps up the interest by leaving 
the problem of Samaraketu*s rescue from the ocean unsolved.

200. TM(N),p.310(4-17). 7 201. ibid.,p.312(ll-17).
202. ibid.,p.314(8-12). - .
203. ibid.^p*286(6ff.)s
204. ibid.,p.314(16ff.)s OTfrf
205. ibid.,p.324(10-14).
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The dramatic irony in the doubt expressed by Samara-

ketu as to his future union with Malayasundari is meant to
keep the audience guessing about the future hurdles that

pathmight be coming in the g[ap of their happy union, such as
the transportation of lalayasundarl to the hermitage of 

1 — —Kulapati Santatapa and the night-attack by Samaraketu who 
is thereby captured alive by the forces of Vajrayudha. The 
link in the path,of their marriage is provided when Kusuma-
sekhara comes to know how Samaraketu rescued hanging Malaya-

- ,206 sundarl in the garden.
Dhanapala may not be taxing our credulity a little

too much when, in his anxiety to summarize the past events
207and point- out a doubt, he expects us to believe that the 

crew sailing down below could listen to the remarks of Ma- 
layasundarl apparently addressed to the temple-priest boy.
The poet certainly intends here to exploit the remarks fu
lly for the purpose of drawing our attention to his ingenu
ity as to the clue provided well in advance to Samaraketu 
foi tracing the whereabouts of the unknown beloved, viz., 
Malayasundarx. The purposefulness of this recapitulation is
highly transparent in the remark with reference to the letter

208from the father of Samaraketu, the contents whereof are 

206. TM(IT),p.318(21-22):—

209. ibid.,p.321(1-5). / 208. ibid.,p.321(19ff.).
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connected with the incident of the siege of Kanci "by Vajra- 
209yudha. It is now only that we gather the purpose of Vajra-

dha's episode, viz., to "bring out the asubsst martial nature
of Samaraketu and his love for Malayasundarl for whose sake

210 -he mounted the night-attack. The incident is recollected
again in' the form of the news "brought "by a Brahmin at the

• _ oilPrasantavairasrama,
The poet’s minute care for gathering the threads of the 

narrative is evident when we notice how G-andharvadatta is 
made to know about her father Vicitravirya, the Vidyadhara 
emperor, through Bandhusundari when the latter reports to

212her how her daughter Malayasundarl tried to commit suicide.
Dhanapala’s skill is again evident when he cuts short 

the narrative on linking the threads of it and also echoes 
the curiosity of the audience about the part of the narrati
ve now left untold.2^

The element o£ suspense is again introduced when Mala
yasundarl, who swooned on the sea-shore near Prasantavaira- 
srama, suddenly found herself in a wooden aeroplane floating 
in the waters of the Mrstapara lake situated thousands of

209. TM(N), p.82ff. ^ .
210. ibid.,pp.325-326; also p_.339(5-8)s _
211. ibid.,p.331(15-20). / ...-do.
212. ibid.,p.327(1-3).- ^ ^ ^____ --ft.213. cf. ibid.,p.332(1-2): ffeu ^ Aicicmm ^ ^ ^
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miles away from the hermitage.21^The suspense is resolved

when we know how Mahodara had angrily thrown the aeroplane
215there when he cursed Gandharvaka. The event is intellige

ntly exploited to recapitulate past events under the prete-
p T Cxt of the reflections of Malayasundari.

Scarcely do we remember that the letter, which Mala-
217

yasundari accidently found tied to the skirt of her garment,

was the one that was handed over to Gandharvaka by Prince
218Harivahana. The mystery as to how it came to be tied to

the skirt of Malayasundari* s garment is unveiled only when
219Gandharvaka relates about his curse.

220The suspense as to why Gandharvaka could not return 

is resolved only when he discloses how while returning from 
the Suvela mountain he happened to see unconscious Malaya
sundari and how in a bid to search some medicinal herb to

counter the effect of poison, he incurred the curse of Ma
hodara, and the aeroplane, with Malayasundari lying uncon-

221scious in it, was thrown in the Adrstapara lake. The poet
reminds the audience about this episode of Gandharvaka

- 222 when Malayasundari happens to meet Pattralekha.

214. TM(N),pp.336-337.
215. ibid.,p.383(6ff.): ^

216. ibid.,p.337(19ff)-338(3). / 217. ibid.,pp.338-339.
218. ibid.,p.173(4-8). / 219. ibid.,p.384(1-3).
220. ibid.,p.l70(15ff.); 179(2)./221. ibid.,pp.378-383. 
222. ibid.,p.341(21ff.):--^^(^

yiT<r:-1 .
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The relation of Sandharvadatta with Citralekha and 

- 223also with Pattralekha is disclosed when Oitralekha intro
duces Malayasundarl and summarizes the incident about the

224latter's transportation by the Vidyadharas. And the poet
wants us to note that the account of Malayasundarl is cease-
lessly tragic and is meant to illustrate the inexorability

226of the Law of Karma. The moral of the episode of the love- 
affair between Malayasundarl and Samaraketu has been skill
fully put forth in so many words in the form of philoso-

227phical reflections of Harivahana, While the poet has in
dicated that the process of reaping the consequences of

v 228evil deeds by Malayasundarl is now almost over, as a re
sult of her worship at Siddhatayana and etc., we are still 
deliberately left in the dark as to what was that evil deed
for which she was subjected to so much misery. It is later

y.on disclosed in the form of Priangusundari's anxiety for-229 A - . 

Priyamvada when the former entrusts the care of her tern-
, 230pie to the Goddess Sri.

223.
224.
225.
226.
227.
228.
229.

TM(N),p.342(9ff.):*t«cr
ibid. ,p.343(19ff.). ^ ^
ibid. ,p.345(21): cupirr-, \

ibid. ,p.345(22ff•)« a>?er f^rtsrfV.g-^u^r i -qr3C\
5<ff^4?»(TJTnL ! rvr^W?|?fr*T*r fUrFfT4T<%; ( ^t6t. |
ibid.,,p.346(1-18):
ihid_«,p.346( 19—20): ^ -5T
k ^ \ f^rSfr dr.,ibid.,p.410(Ilf:f.):
M ^Sxxk

230. ibid.,pp.409-410.
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The poet’s conscious art is gisaa again to he witnessed

p-z-jwhen, while summarizing the events about Samaraketu, he 
attempts at enhancing the suspense by pointing out the in
compatibility of the situation in view of the missing linll? 

It is more evident when Dhanapala resumes the account of
Harivahana by changing the focus from one scene to another

233in order to bring the account uptodate.
A fresh element of suspense, with a seed of its solution,

is introduced when Malayasundari regrets that not even a
234bird is at her disposal to carry a message, and in respo

nse to that a parrot, speaking in human tongue, suddenly
comes down from a nearby tree and carries the message away.

The typically Jainistic rationality of Dhanapala is seen
when he slyly makes his parrot say "Paksx-rupi nabhascaro* 

236 ,ham” in which the word 'nabhascara' is a double-meaning

one as an adjective meaning ’the one soaring in the sky’,
and a substantive meaning ’a Yidyadhara'. The categorical
remark of Harivahana as to the parrot's being somebody else

237than a mere bird, is also meant to rouse our curiosity
238

which is allayed later on in the.account of Gandharvaka.

231. TM(N),p.346(23flf.)v . *
232.. ibid.,p.347(7-9

WOTik ‘Herein •.' \

233/ cf. ibid.,p.348(4-10): -hTt. ...cb.
234* ibid, ,p«348(15ff

235. ibid. ,pp.348-349* / 2j>6. ibid. ,p.348(3).
237. ibid.,p.348(6ff.): i
238. -ibid.,pp.383-385. ^~l
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The casual alliterative BirasastklfiSsSass remark, viz., "Kamala-

- . ?39guptasya guptena bhutva satvaramayam prlpanlyo lekhah"
is meant to justify the incidents previously narrated as to
how Kamalagupta had found the letter of Harivahana almost
from nowhere.

• The reason why Prince HarivShana first saw fresh foot-
24.1prints and not the ladies, is revealed when he describes

how they ran away as the flying elephant crashed into the
242waters of the Adr§s|apara lake. The incident of Harivahana* s

first meeting with Tilakamanjarx in the creeper-bower is
repeated .briefly from her point of vie?/,^^^the former de-

244tailed narration of it being from the prince's view point.
The news about, and the narration of the cause of, love-sick

^245condition of Tilakamanjarx arouses, our curiosity especia- 
lly in view of her aversion for males.

The poet seizes an opportunity to summarize the eve
nts about Harivahana in the form of his reflections in res-

247ponse to the tragic tale of lalayasundarx. Similarly, the 
consciousness of Dhanapala as an artist is fully revealed 
when he recounts, ^ of course in a quite differeht context, 
how Tilakamanjarx did not show even the common couttesy of

239. TM(If),p.349(15ff•). 
241. ibid.,p.245(4-9)* 
243. ibid.,p.354(10-22).
245. ibid.,p.352-355. 
247. ibid.,p.346(8-16).

/ 240., ibid.,p.194(4-6). 
/ 242. ibid.,p.354(1-3). 
/ 244. ibid.,p.250ff. .
/ 246. ibid.,p.169(8-16). 
/ 248. ibid.,p.364(3-7$.



speaking to Mm when he first happened to meet her in the ' 
creeper-hower.

A simple casual question from Irgankalekha as to whe
ther HarivShana could see the "beauty of the city of Rathanu- 
puracakravlla, and his equally natural reply that it cannot 
he called 'seen1 till he has the opportunity to see it lei
surely and unobserved by anybody,2^is really meant to in

troduce the magic mantle later on, which inducts further
element of suspense as Gandharvaka is relieved of the curse

250of becoming a parrot and resumes his own Vidyadhara form? 
it is resolved in Gandharvaka’s narration about his having 
incurred the curse of Mahodara. Here, the return of G-andha
rvaka in the form a parrot‘d'*’ is introduced at a point when 

Harivahana has only just arrived at Rathanupuracakravala.
The message brought by G-andharvaka induces Harivahana to

-252return to Ayodhya and precipitates the rest of the events 
in the TM in a quick succession.

t

The importance of the magic mantle is consciously stre
ssed by the poet in that it is said to be invisible and to 
be fel$ by touch only; and other divine qualities of the 
mantle, such as its power to make one invisille, etc., are

249. ibid. ,p.366(19ffZfa
c - -***■ •

250. ibid.,p.376. / 251. ibid.,p.374(18ff.).
252. ibid.,p.385(12ff.).
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also listed, the last one, viz., to rid one off a curse,

253being skillfully put at the end of the list. We are ra
ther amused when the poet expresses through Harivahana his
satisfaction at the narrative purpose served by the magic

254mantle in the narrative, and skillfully utilizes it to
255introduce the tragie account of Gandharvaka as he now ga

thers the threads of the It narrative.
Dhanapala is very particular about minor details. Thus,

she informs us that Gandharvaka had ±rx®t tied the meSage
256to the skirt of his upper garment before he set out for

the Suvela mountain after meeting Harivahana at Ayodhya.
The srat strategic importance of this detail is realized
when we are told by Gandharvaka how he spread his upper gar-

- 257ment over the unconscious body of Malayasundan, since it
is now only that we know how Malayasmndari accidently found
the message tied to the skirt of her garment, and that the
seeming accident was after all no accident at all l

The lamentation of Tarangalekha when Malayasundari
258ate the poisonous fruit and swooned, is skillfully utilized

255. TM(N),p.576(2-17).
2 54. ibid * ,p. 377( 17f f.): ■ - -

$rf?vwsf St- c^rfferevrc. - - \
255. ibid.,pp.378-584.
256. ibid. ,p.378(15) • - - TrPifi n 1^4 w k -H
257. ibid.,p.380(13ff.)i'-f^MTg ^258. ibid.,pp.354-357.- " ■ . ^
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to attract the attention of Gandharvaka who was returning

259in an aeroplane from the Savela mountain.
Mahodara is again referred to as having assumed the 

form of a Vetlla in order to remind the audience about 
the identity of Mahodara, the laksa attendant of the Goddess 
§ri, and the Vetala who tasted the devotion of King Megha- 
vahana. The missing links as to the rescue of Samaraketu 
(along with Taraka) and Malayasundarl after they tried to 
drown themselves into the ocean, are supplied here by reveal
ing that it was Mahodara who saved these .desperate lovers and

261reached them to their respective places safely. However,
the little doubt lurks in our mind as to why Mahodara shou-.
Id have taken this trouble. This doubt is also removed when,
in reponse to the request by Priyangusundari, the Goddess
hrl entnusts the task of guarding both the Jain temples,
viz•, the one built by Priya£gusundarl at Mount Ekasr&ga
and the other by Priyamvada at Ratnakuta island, to the 

262care of Mahodara, who therefore was naturally interested 
in averting the mishap in order to prevent the defilement 
of the mfa holy premises.

259. MOO. p.378(16ff.). ^260. ibid.,p.382(4): —- I
261. ibid.,p.382(11-17)«
262. ibid. ,p.410(9-11): ^

M' <t>,H "-M acT^°T ; _\
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The end of the curse, of Mahodara to Gandharvaka is sti

pulated to he only by the grace - or gift £ of the Goddess 
Srl.^ft is noteworthy that the element of accident is not 

wholly irrational and is justified by Dhanapala as in the
case of Gandharvaka, who, remembering that he was a Vidya- 

264dhara, came down from the tree when Malayasundari invoked
the help of a bird or a Vidyadhara to carry a message of
Harivahana, who had asked him not to forget his acquaintance

265in times of need. . It is here that the- mystery of the parrot
who carried the messages of Harivahana and of Kamalagupta 

266is revealed. The speech of Gandharvaka is skillfully uti
lized- by the poet to recapitulate past events and show their

267interrelationship. A couple of missing links are also in
dicated in order to maintain the interestf^^though the so

lutions ,to these have been indirectly revealed long back.
The skill of the poet is again witnessed when we-find

that the contents of the letter sent by Kamalagupta as a 
269reply are revealed only after Gandharvaka is rid of Maho- 

dara's curse, and the message is further utilized for provi
ding a reason for sending Harivahana back to Ayodhya in

265. TM(H)tp.383n(5ff.):

264. cf. ibid.,p.385(22): w Sg-jj?).
265. ibid.,p.173(1-2)5 384(9-10)./ 266. ibid. ,p.384(QSMB.26f. ibid.,pp.384(2-16). ^ ^
268. ibid.,p.384(14ff.):->^C

Sfr6*T vHTJfrft' \
269. ibid.,pp.194-195.
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270search of Samaraketu. Malayasundan ’ s doubt about the

identity of Samaraketu271is meant to rouse our curiosity to

be allayed later on when the identity of him with Sumall in
272his former birth is disclosed.

The casual reference to the impending arrival of Hari-
- - 273vahana and his mastery of the Vidyas is intended to su

ggest the incidents to be narrated shortly, viz.,the propi
tiation of the mystic Yidyas by him.27^The incident of the 
portrait of Tilakamahj ar1,2 7^which was referred to in conne-

pction with the account of Gandharvaka, is agaih adduced to
277with reference to the love-lorn condition of Tilakamanjarl.

The Candratapa necklace and the Balaruna ring are re
introduced in the narrative at the proper juncture towards

pr?othe close of the narrative in the most natural manner 'al-
279ready suggested Ifing back. The recounting here of the eve

nts of the presentation of- the necklace by Jvalanaprabha 
serves to remind the audience about the original thread of 
the narrative and prepares them for final revelation of the 
identities of the pairs of the lovers of past birth. The

270. TM(N),p.384(20ff.) - 385(20).
271. ibid.,p.385(6-9).
272. ibid. ,pp.4-12-413,. x ^ ^273. ibid., p.390(22)
274. ibid.,pp.398-$moi. / 275. ibid. ,pp.161-173.276. ibid.,pp.378g.-3):-\rt93rfV„^r

4-J'VVCM : "1- ' T-m-=<m <;I
277. ibid.,p.391(10-13). / 278. ibid.,p.395(8-10).
279* ibid.,p.60(13-23).
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presentation of the necklace and the ring to Tilakamanjarl 
and Malayasundarl respectively hy Harivahana is also justi-

OQAfied hy the poet in a very convincing manner.
The element of suspense is again introduced in the me

ssage from Tilakamanjarl after she is reminded of Jvalanapra
281bha at the sight of the necklace, and generates desperation

in Harivahana; thereby preparing him for propitiation of
the Vidyas by rousing his sense of pity for Anangarati by
referring to how the latter was rendered homeless by his

283cousins who usurped his kingdom. The process of unfolding
is skillfully utilized to further add to it by sboxing the '

- 284.account of Vikramabahu. Our curiosity is heightened by refe
rring to some confirmation received by Vlrasena fro the Mu-

285nis on &ha A§-J;apada, The illusory aspect of the episode 
of Anangarati is also revealed in so many words.

The sad news about Tilakamanjarl and Malayasundarl brou
ght by G-andharvaka^8^ is but an attempt by the poet to wind

\

up the story by supplying the remaining links of the story,
while at the same time sustaining the interest right upto
. - • 288the end.IS is but a projection of past events utilized for

280. TM(U),p.395(21)-396(4). 7 281. cf. ibid.,p.396(19ff.).
282. ibid.,p.397(1-14). / 283. ibid.,p.398(4-5).
284. ibid.,pp.401-402* / 285. ibid.,p.402(1-3).
286. ibid.,p.402(7):--^-^^AWcf h
287. ibid.,pp,404-418. / 288. ibid.,p.404(19ff•)•
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bringing the narrative uptodate by shifting the focus by 
means of boxing technique.

The suspense is completely resolved by the revelation
289of the riddle of past births by Maharsi, whose identity

with the Vidyadhara Muni introduced in the beginning of the
290 291prose-rimance is but slightly and carefully indicated.

The poet's shill at sustaining the interest in the
narrative right upto the last page of his novel is seen as
we notice how he keeps the audience oscillating between hope
and despair when just after the appearance as£ of some bad 

292 _omens, Sandipana brings the sad news about the attempted
suicide by Harivahana and Tilakamanjari's desperate resolve 

293to follow suit. The element of accident in the timely arri
val of Prakarsa with a message from Cakrasena urging Tilaka-
manjarl to postpone her resolve of committing suicide for 

294six months serves to enhance our curiosity, though the
relavent events have already been described in detail only 

295recently.
The conscious art of Dhanapala is again seen when he 

reminds the audience about the events right from the moment
mm W mm AW H. mm «. 1■. mm mm m. mm mm mm mm mm mm mm -Siab mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mb mab .... bam *■* mm mm mm

289. TM(N),pp.406-413V5' / 290. ibid.,pp.23-25.
291. see supra ft. nt. 94. / 292. ibid.,p.413(19ff.).
293. ibid.,pp.415-416. / 294. ibid.,p.417.
295. ibid.,pp.398-402.
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1’ilakamanjarl saw the necklace to the last day of six monthly
postponement of her resolve to commit suicide, and brings the
suspense to a final end by using it as a means to rouse the

296memories of Harivahana about his past birth. She poet aga
in points out to the past events beginning with the question 
put by Samaraketu to Harivahana and ending with his meeting 
the latter sitting with Tilakamanjarl, just before his cere
monial entrance into the Yidyadhara city called Gaganavalla- 
bha.297

Samaraketu's sorrow on listening to Harivahana*s acco-
298unt still leaves the audience curious. She curiosity is

heightened when MalayasundarI is introduced to Samaraketu
- 299as a beloved of two births (janma-dvaya-prana$ini) and 

Samaraketu refers to some injustice done by him'^to her 

without specifying what it was, also leaves us rather guess
ing, till we remember how, as'Sumali, he had fled to Nandf-
, ^ _ 301svara-dvxpa to flirt with Svayamprabha, leaving Priyam-

302vada in the lurch.
And lastly, the poet is quite a conscious artist when 

he poses the question about the possibility of Samaraketu
296. lM(N),p.418(18ff.):

cpiTTrfffqcrufjofcf 
'*k^wf|

297. ibidvp.420(8-10): --^r
298. ibid.,p.420(10-15). . / 299. ibid.,'p.421(15ff.).
300. ibid.,p.421(21ff.): ■?>?£ cf ^THfcr

a ^ u ., |301. ibid.,pp.40-41. s302. ibid.,p.407(14ff.): rv-T (%•-
Pr^Td^r...|
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"being known to Vicitravlrya and the former's being selected

as a worthy match for Malayasundarl inspite of the objections
303of the relatives, and immediately proceeds to give the so

lution, with reference to the predictions by Vasurata and 
i 304Muni Mahayasas.

V : BEIIIEAIIOi OF - VARIOUS 
SEIIMEHS -(R A S-A) :-

305In the opinion of Bhoja, says Krishna Caitanya,
the whole composition considered as an organism demands that
it should have one Rasa as its dominant mood. But this does
not entail exclusiveness or monotony; for in the development

of that one dominant sentiment throughout the composition, a
*

all the rich variety of human sentiments can be portrayed in 
a subtle orchestration which strengthens the focal sentiment 
in its supreme status'^ The sentiment may be of a very com

plex kind and can assimilate a conflict in a Maksim diale

ctical synthesis. And we should not take the aassul term Rasa 
only in its popular sense signifying the principal nine sen

timents enumerated by the rhetoricians, but should also un
derstand it in its etymological sense of poetic or aesthetic

relish.
303. TM(N), pp.14-20. / 304. ibid.,p.263(2-10);273(3-
305. SP(K), p.189. _ ^ n 19).
306. " Srg.Pr.(T),p.471: -?tu¥rw-.

‘^cunT ‘HTJfTSf

Of & r^~of 4~lj" Jtj sf fV Gpi fcl |
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What, then, is the focal sentiment of Dhanapala’s 

prose-ronance ? There is no doubt that the poet himself see
ms to subscribes to the above-noted view of Bhoja as regards 
the dominant sentiment of the whole composition (prabandha-
rasa), as is evident from his censure of poetic compositions

307devoid of a good story and a good sentiment. He has also
alluded once to the sentiment of the 'frame of the story'

308(sarasatani katha-panjarasya). In the introductory verses,
Dhanapala has specifically mentioned that the story is in-

309tended to have 'distinctly manifested Marvellous sentiment1. 
However, towards the end of the TM, he has indirectly refe
rred to the total effect of excitement or poignancy (sam- 
vega).510

The rhetoricians like Rudrata and Bhoja have insisted 
on having Srngara as the principal sentiment of full-fledged 
compositions like a Nataka, an JEkhyayika and etc.. On the 
other hand veteran Jain authors like Haribhadrasuri, Udyo- 
tanasuri and others, who regard Dharma-katha as the only 
literary type worthy to be attempted by a devout Jain poet, 
also allowed, though as a second choice, a mixed type called 
Sankirna-katha, whichjdeals with the acquisition of the three

fold Purusarthas on the part of the hero, and delineating 
,307. cf. TM(N),p.3> vs.18s:
308. ibid. ,p.161(19). / 309. ibid.,p.7.vs.56d: --
310. (p.t.o.)-__ / ^7^
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Santa-rasa. Dhanapala, as a devout Jain, wanted to strike 

a middle path calculated, on the one hand, to conform to the 

demands of his faith and, on the other hand, to comply with 
the prescription of the rhetoricians and fall in line with 
the tradition of Bana’s Kadambari, Thus, we find that though 
there is an undercurrent, throughout the story, of the tra

gic delineated in connection with the by-plot concerning 
Samaraketu and lalayasundarl, the dominant sentiment of the 

main plot of xiarivahana* s love with Tilakamanjari is Spngara.

We shall now examine how Dhanapala has, succeeded in 
delineating this and other sentiments (rasas) in the course 

of his narrative,
(1.) SgjG-ABA-RASA or EROTIC SENTIMBNT :

The Irotic sentiment enjoys predominance with Dha
napala in the Till, in both, its aspects of union of lovers 
(samyoga) and their separation (vipralambha). In accordance 

with the Sanskrit poetic and critical tradition, he depicts, 
as fundamental determinants (alambana-vibhava), the charm 

of female forms in the portrayals of Tilakamanjari, Malaya- 
sundarl and others. The excitant determinants (uddrpana- 
vibhavaj which foster the Erotic sentiment are described in 

„the bodily postures and gestures of his heroines. The conse

quents or external manifestations of feelings (anu-bhava)
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and the transitory or evana scent. feelings (samcari-bhava) 
have been skillfully depicted in various amorous reactions 
of the lovers on appropriate occasions. To borrow the words 
of Dr. Dharmendra Kumar Gupta,^12the delineation develops 

the dominant emotion (sthayi-bhava) into the state of the 
erotic sentiment C&yngara-rasa) with the help of the des

cription of beauteous damsels as fundamental determinants, 
of physical and natural beauty as exciting phenomena, of 
their consequents and of feelings like desire, joy, anxiety, 
distraction and despair as s-ccompanying emotions (bhava).

It is noteworthy that Dhanapala never condescends to 
indecency-of situation or indelicacy of expression and his 
love-pic jrares are - generally unearthly, and rarely sensuous. 
With Dhanapala it is the mental plane of love which is more 
prominent than the physical one which, in his opinion, cul
minates in misery only. He depicts mainly 'love at first 
sight' and works out its fulfilment with the help of divine 
agencies, The poet is very careful in-eschewing obscenity,, 
even a slightest tinge of it.

(a) SAtlOGA SRNGARA :-
The love in union is graphically depicted in the

course of the delineation of the love-sports of King Megha-
313vahana with his queens. In this series of brief word-

-pictures the queens are the fundamental determinants (ala-
mbana-vibhava).

/ 313. TM(N),pp.17-18.312. CSDAHW,p.333
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The excitants (uddxpana-vibhava) utilized by the poet are:

(i) The jingling of ornaments of lovable damsels (lea- 
minx-janabhar ana-, jhatkara) ;

(ii) vehement biting(of the lower lip jfof the beloved) 

by one's forerteeth (sarabhasa-dasafiagra-damsa);

(iii) tightly catching hold of the hair of the braid 
(adaya-kaea-graha);

(iv) dragging (akarsana);
(v) water-sport (jala-kri^a);

(vi) walking along the sport-hillock (krlda-girau 
bhsamanam);

(vii) (drawing) cosmetic designs on the surface of 
pitcher-like breasts of the beloveds (kamini-kuca 

kumbha-bhittisu pattraftguli-kalpana);

(viii) amorous gambling (krlda-dyuta);
(ix) drinking of wine (kapisayana-pana);

(x) creating mirth by imitating the make up and etc., 

of face (vadana-mandanadibhih vidambana-prakaraih 
hSsaaam);

(xi) observing the beauty (depicted} in the portraits 
(citrapalja-riSpa-darsana); and

(xii) catching hold of the under-garment (of queens)

(j aghanamsuka-grahana).
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The consequents (anu-bhava) depicted here are : perspira
tion (sveda), horripilation (romanca) and curling of eye
brows (bhrubhanga). The dominant emotion (sthayi-bhava^, 
viz., affection (rati) is indicated through various referen- 
ces to excellent postures of coition (utkrsta-karana-prayoga), 
sprinkling of water by the queens, reconciliation of the 
beloveds and competition with the queens in fulfilling the 
yearnings (dohada) of plants in the harem gardens. The eva
nescent feelings (samcari-bhava) referred to are: excite
ment (avesa), indignation (manyu), anguish (santapa), jea
losy (xrsya), affected anger in love-making (pranaya-kopa). 
and perplexed smile (vailaksya0hada).

While describing how, on completion of his penance- 
for propitiation of the Goddess Sri, King Meghavahana went 
to the harem, adorned Queen Madiravatl with his own hands, 
embraced her and passed his night with her, the poet exhi
bits his sense of decorum when he describes the incident 
very briefly thus

W f^crM^FTT f^T ff^^faTTT^TT %^T-

um'fc oWRFrrf^:

314. TM(N),p.73(16-19).
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With the description of the physical features of Ti- 

315 -lakamanjjari whom Harivahana happened to meet with for a 
while in the bower of Cardamom-creepers, Dhanapala commencei 
the depiction of Samyoga-syngara. The following poetic allu
sions serve as the fundamental determinants (alambana-vibhava)-;

(i) The ruddy nails of her feet were like the blades 
of Cupid’s arrow dipped in the blood of a lover's heart;

(ii) her plump buttocks were like a couple of quivers 
full of Cupid’s arrows;

(iii) her slender waist was like the shore of the oce
an of amorous feelings in the form of her abdominal region;

(iv) her round full-grown breasts were like a pair of
dice testifying to the victory of Cupid.

The consequents like the feeling of wonder (vismaya)
316as expressed beautifully in the, following two verses:

* 6

fsf^rwrr wrm 11
srrfm: wftRirfcFrr ^ spwnrf

r wrr^\ 1V i

^swzrr: tiJfnpiff ^rff^ 11

315. TM(N),pp.246-247.
316. ibid.,p.248(3-10)
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Another instance of Sa&yoga-srftgara is provided "by

317Dhanapala when he describes the effect of live at first 
sight in the case of both Samaraketu and Malayasundarl*

In the description of Samaraketu sailing in a boat,
318the following poetic allusions to him commence the delinea

tion of the Erotic sentiment:
(i) sr^rtw^cf^ *nw* Tm, ;

(ii) ii-Mi
(iii) J
(iv) ♦
The feeling of amazement as expressed in her refle

ctions,' grows in the mind of Malayasundarl whose whole body 
is permeated with the passion as she observes Samaraketu. 
Various evanescent feelings (sa&cari-bhavas),such as bash
fulness, shivering sensation, burning effect, heaviness of
body, anger, loss of consciousness, and etc., are depicted

31§by the poet in the following words:

Pm:' ifer t^c#[T^n:T gf: pr,
crqreq^T:' Utr wrf^T, ‘ ^T^ntRi^trpr-

W!% J w^kwrx ¥R^tWT¥pFT fWr, |creerq
fcrnn^Tfr^raf fwftiro =r Iwrcwmrft ?r 

^x^spftTFrr^TT----- i

317. TM(N),pp.276-279. / 318. ibid.,p.276(6-18).
319. ibid.,p.277(9-14),
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The fmidamental determinant, viz., love (rati) can

he witnessed transforming itself into vividly acute longings
in the form of mental union as described in the following 

320passage:
ciW sfeFTf-

ciwr
gptj |'^u | il'i cfcIf^fnT *| fl}ci^',cr^>'"

^•^WTFP^raf^TT-------------- I
Similarly, the concurrent effect of passion on Samara-

ketu is graphically portrayed by means of various consequents 
like trembling, yawning, choking of throat, etc., and the 
excitant determinants, such as casting side glances, embra
cing, kissing the face, biting the lower lip, bruising the 
limbs with finger nails, beating limbs and etc., in the 
following passage

wmf — iwn f---
■---— gnfT^nc: ^r-

^W^-FTcictr^ i % gqf^t1srairaT^-----------

=TPT^FTf^rff WrWTf^ftRTN I

Pi yq folH l MTcH^H'jfTWgcr^ I ^ Pl5q R^“

fijqT Pr^'clTqTq ?FFF1^u^|cFn t

320. TM(F),p.277(16-21).
321. ibid.,p.278(5-17),..
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\3

i iwPi|f£p- crrsnwjwug- 
Tfwr^m^rr ^TO^wVrffw mm: w=qtt

fr:

Having described various gestures of Samaraketu calcu-
322lated to conceal the effect of pa.ssion, the poet proceeds

323to portray a bewitching picture of Malayasundari, as she 
is being observed by her lover who could not check his gla
nces from falling on these limbs, thus :

3WWH3cfR?Sft[ --- -
1%, g-rf^TftwwxcraT^T: mz-

xsfpTT% gi^lfrWlTRT:

wrRsHi-f^tfFfr:------srctm..RiTh gpcpprffei:

c^ wrppzmfi, ^hIwrtt: wfcr^f^:-
^f^TRcp^f H I

The mental union, effected when Malayasundari throws
the garland into the neck of Samaraketu, is vividly descri

bed
322. TM(I),p.278(19ff.)*
323. ibid.,p.279(2-10).
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324 thus :

snqrftf ------3TPTR q^TT^t^T'^7%

^f^2| cf ^~s’lvl T i ci I 'dlHI "*^■*“^1 ^M\l 3*^ *
wtwN i m ^ttciwf^icFr: i ^mi'fi: -fcPfroT^Tf^w 
^Tf^- i^w^rr cm ir^wrmHTfb-'iffoi ti wr
tprpyp^--------f

• t • —The Samyoga-srngara is, again, delineated artistically
when Dhanapala describes the feeling of joy as * experienced 

,325 -by Malayasundari as she lay in the lap of Samaraketu 
after he rescued her from her attempt at suicide. These are 
the words in which the poet depicts the pleasant effects of
touch with a lover's body:

erafSETTC ^'jWchPh g^TcfT
^rf^Tcrfm^rfqf^Ttrrf, jwim wf-

tTftw^ ?iTx^T^toFrT4%T srfrx1^* sfwrffrT-
fWnt5r »T^Tfq sfeffaqgsTfa f^#ixTr^rfmn-^VT, srrx- 

Tm wtw wcf%t i^f^rerercsrsq frfm-
5t?qrf^T -..........■'TXT W|crPni't^T ——— cTW

^prr^#r ■---- xrw^ fnrnmrwr^m^ i
An interesting account of bashful Tilakamanjaris^play-

fully
324. TM(I),p289(5-ll).
325. ibid.,pp.312-313.
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amorous gestures'^at the temple when she came to meet Hari- 

vahana depicts how the inner urge of a love-lorn girl finis 

expression when hashfulness ties her tongue up. Thus, Dhana-
pala describes how Tilakamanjarl, when she was sarcastically 
reminded hy Harivahana of her rather discourteous lack of 

response to him, went to the topmost storey of the nunnery 
and tarried there for a long time embracing the ruby-pillars, 

loudly reading erotic Subhasitas, drawing outlines of pairs 
of Vidyadharas and birds engrossed in love-sports, encoura
ging the peacock to dance to the rhythm of her claps, mock
ing at CaturikS as she reported that the bed was ready, pe

lting pearls at Vitas engaged in glibly pacifying ag angered 
beloved, taking off garlands from the necks of maid-servants 

and putting them on into the necks of female bracket-figures, 
curving with her finger her companion's forehead-marks stra
ightened as they were dragged by their lovers, applied sandal 

paste to her maid-servants' lower lips bitten by their lovers 
kissing her relatives'' children with loud labial noise as 

her cheeks touched their's, raised her hand in unnecessarily 

adjusting her unloosened braid and exhibited her full-grown 
breast in the process.

(b) VIPRAIAMBHA SRftG-ARA; -

Love in separation is generally depicted in two

326. TM(N),pp.364-365
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situations by the poets, viz., (i) when the fresh lovers 
get love-sick due to their intense longing for meeting each 
other, in which case it is termed 'PUrva-raga' wherein ’se
paration* really means ’lack of an opportunity to get united’ 
(ayoga); and (ii) when the lover goes abroad or deserts the 
beloved out of affection for another beloved, in which case 
it is the separation in its true sense, separation normally 
presupposes union. Dhanapala has depicted the Vipralambha 
or Ayoga type of Srfigara in the course of the description 
of the effect of love-sickness of his heroes and heroines.

The 'Nlliraga' sub-type of 'Furva-raga' type of Vipra- 
lambha-srhgara is delineated by the poet when Harivahana 
happens to see the portrait of Tilakamanjarl. The poet here 
gradually describes the effect of the portrait on Harivaha
na. Thus in the first stage the prince passes the whole day 
in observing the portrait alone in his bed-chamberj the 
portrayed beauty strikes him as spotless (anavadya) and ex
traordinary (rupatisaya); he stops lookihg at it only when
the advent of evening darkness prevents him from continuinf

327the observation.
This is an instance of 'love at first sight'. The por

trait of Tilakamanjar! here serves as the fundamental deter
minant to create an attraction for her in the prince's heart 
327. TM(N),P*173(16ff•)•
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323■by means of her physical beauty. The information that Ti-

lakamanjari had an innate aversion for males and that a hu-
329man prince was destined to marry her, gradually enkindles
330his desire to acquire her in marriage. This is the stage 

called ’desire' (abhilSsa).
331The reflections of Harivahana on the state of his mind 

which takes himself to be the sure object of Tilakamanjarl*s 
love and his being chosen as a match by her, depict his gra
dually intehsifying longings as are revealed also in his in
ability to prevent his glances from repeatedly falling on 
her various limbs like feet, thighs, navel, full-grown brea
sts, lower lip, eyes and eyebrows, in $ order to allay his 
love fever. The love has taken deep roots when the'prince 
confirms that none of the other beauties seen so far could
attract his heart as could the portrayed beauty of Tilaka- 

332manjjan.
The stage of 'anxiety' (cinta) is depicted when Hari

vahana expresses it in so mant words as to whether Gandhar- 
vaka would return,and take his portrait to Tilakamanjari,
introduce him to her., and whether she too would fall in love

333and convey it through Gandharvaka. \

328. TM(N),p.l74(22ff.). 7 329. ibid.,p.169(8-22).
330. ibid.,p.l75(6ff.). / 331. ibid.,p.!76(7ff.).
332. ibid.,p.l76(16ff.). / 333. ibid.,p.l76(21ff.).
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The uneasiness of Harivahana is graphically described

v 334hy the poet thus:

■Pr: serene? g§>|§: wcttwt-
--- ---fP# wqfq ^PTT-

f^TTOWT i
The advent, of the rainy season serves as an excitant

determinant (uddlpana-vibhava) for intensifying the longings
of the prince. The poet has, in this connection mentioned a
few of the consequents like recollection (smarana), love-
torment (ranaranaka), burning sensation (daha), anguish

i 335(artti) and incessant tears (asru-visaram ajasram).
A description of the rainy season occasions the depi-

336ction of various treatments that could not be given to 
the prince in order to counter the pangs consequent to non- 
-consummation of love. It enhances the effect of prince's 
love-lorn condition.

With the arrival of the Sarad season a number of eva
nescent feelings (samcari-bhavas), like the constant srasuaxt 
memory of the beloved (smrti) extremely powerful mental ex
citement (atidarunavega) and agitation (udvega) surge in

337the mind of the prince.

334. TM(lO ,p.177(5-8). / 335. ibid.,pp. 179-180.
336. ibid.,pp.180-181. - „ v
337. ibid.,p.l81(7ff.); • • ctr
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The effect of love on Tilakamanjarl after she first 

went away from the creeper-bower on seeing Harivahana is
depicted hy the poet in a few flourishes of her masterly

. 338pen, such as:

fit ----qftprfcr
—- fwPr ---- sp^pwfcr---- wracFrar
------- ------------------------------------------------------- l
Similarly, in a brief account of how Tilakamanjari

passed her days of separation after Harivahana returned to 
-339Ayodhya, Dhanapala gives a vivid picture of love in separa

tion.
(2) VIRA RASA or THE HEROIC SENTIMENT :- 

' -Dhanapala delineates the Heroic sentiment in all 
its four varieties, viz., Xuddha-vira, Dana-vlra, Daya-vlra, 
Dharma-vlra.

(a) The Heroic sentiment as expressed in the warrior
like qualities of the hero (Xuddha-vira) has been delineated 
by Dhanapala in the course of Vijayavega'd report about the 
nightj-attack by Samaraketu on the forces of Vajrayudha who 
had besieged Kancf. Both Vajrayudha and Samaraketu, the co
mmanders of the rival armies, are the fundamental determina
nts of the Heroic sentiment here, Having indirectly given

338. TM(N),p.355(1-17)
339. ibid.,p.391(1-8).
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out the reason why Vajrayudha marched against King Kusuma- 
sekhara of KancT,^00 the poet draws a picture of the precau

tionary measures undertaken by the latter who shut himself
securely in his fort and began to solicit reinforcements

401from the neighbouring princes. This description expands
the fundamental determinant, and serves as the background
of the night-attack, by describing how the besieging forces

daily clashed with the rival forces protecting, and fighting
from inside, the fort.^02This background is beautifully su-

403mmed up by the poet in the following words:

m-pmPi ? fpcwtrffcr stwHnrPr ^ ^

cwt: I^TT^rfawa wm: i

A brief picture of the normal routines in the camp, a 
such as the change of guarding duties, gaiety of the festi

val of Cupid and the relaxing commander listening to the a 
songs of women,^°^during the midnight hours skillfully pro

vides an atmosphere of carefreeness and peace calculated to 

enhance by contrast the effect of surprise and suddenness 
of the night-attack by Samaraketu.

400. TM(H),p.82(7ff.)« - - •
- Hiq ... WuX(vnfv^Tcrq_|

401. ibid.,p.82(12-23). / 402. ibid.,p.83(3-18).
403. ibid.,p.83(16-20). / 40$. ibid.,pp.83(20)-84(9).



793
The sudden hullabaloo created by the war-music, and 

the shouts of military officers ordering the soldiers to qui
ckly get ready for the fight, the arrival of Kacaraka and 
Kandarata with the intelligence report about the exit of an
attacking contingent from the fort of Kanci and Vajrayudha's

405preparations to meet the attacking forces half-way serve
as the excitant determinants. So do the following details
in the description of the physical clash of the rival forces^

407The following phrases in the description impart graphic 
tinges and develop the picture of a battles

--^FR#l'^t^TXTTftTT

f^nr^wr^FTT. — srt'WFrra iw wPwfmm-
wrwrx!, — itcqTcrrf^F^f w :,^ _ wrwpwf^T1?!

wz -wm — sptr^x i
The references to the following details enhance the atmos
phere further:
— to#Ttt — <* i fanf — w^nrrfC A C

cpr — sfck — — Tri'rerTr
fcwt^r — ^rf^TWFrf fWTipr — *nVrpr —

A few evanescent feelings like anger, cruelty, enmity,

405. TM(N),pp.84-86. 
407.- ibid.,p.87(3-12)

/ 406. ibid.,pp.86-87.
/ 408. ibid.,p.87(13-21)
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deceitfulness and violence are skillfully mentioned "by the 
409

poet, thus:
—m fHT fWFPI ^

f^TT^PTr# wfcT--- i
The masaia atmpsphere of excitement reaches the climax

when the rival commanders come Aa face to face with each oth
er. The innate, primary feeling (sthayi-bhava) of enthusiasm

(utsaha) is exhibited in the energetic challenges exchanged
410by Vajrayudha and Samaraketu,

The mention of the consequents like horripilation (ro-
- 411manca), anger (kopa) and throbbing of the eye-brows , - bring

out the vivid picture of Vajrayudha in this connection.

A brief picturesque reference to the G-oddess;-6f-Victory
uneasily shifting her seat from Vajrayudha's shoulder to his
bow, to the edge of his sword, to the parasol and Camaras,
intensifies the feeling of uncertainty of his victory as he

is gradually being overpowered by the irresistible onslought 
412of Samaraketu.

(b) The Heroic sentiment as expressed in the genero
sity (Dana-vira) is illustrated in the generously herftie de

termination with which Harivahana undertook the mystic pena

nce on behalf of the Vidyadhara youth named Anafigarati in

409. TI(N), p.88(12-13) 
411. ibid.,p.89(5-9).

/ 410. ibid.,pp.88-89. 
/ 412. ibid.,p.91(1-4)
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41order to rehabilitate the latter in his ancestral kingdom.

(c) The Heroic sentiment as expressed in the merciful'
nature (Daya-vira) is depicted in connection with Harivaha-
na’s mercy on wild beasts of pray during his stay in the
Pragyotisa region where he participated in the hunting expe-
ditions but instead of killing the beasts he amused himself

414by only teasing them in various ways.
(d) The Heroic sentiment as expressed in the religious

fervour (Dharma-vira) is exemplified in the enthusiasm of
god Jvalanaprabha who enlightened his friend Sumali as to

415the Bight Path and accumulated profuse merit for himself.
(3) KARUgA-RASA or THE PATHETIC SENTIMENT

Hhanapala's skill in delineation of the pathetic 
sentiment is witnessed in the effective development of the 
tragic atmoshere in various contexts in the TM, such as, the

tsack of the celestial city of Rativisala, sorrow of Samara- 
ketu and his companions consequent to the disappearance of 
the mad elephant with Prince Harivahana, BandhusundarPs 
lament as MalayasundarT tried to commit suicide by hanging 
herself, and such other situations.

A graphic picture bf the sack of the celestial city
i 416of Rativisala portending the fall of god Sumali from the

413. TM(I),pp.397-402. / 414. ibid.,pp.183(2-16).
415. ibid.,pp.411-412. / 416. ibid.,pp.40-41.



796
heaven, serves to highlight the transitory nature o.f world-
- 417ly pleasures. The following references make the outlines
of the picture stand out as in a relief:

_c. /
-- HPT%fcrt^TR^T|Nt|clt-

^^fl-rcrfr^TT
ITR^TfWIW?R'T--- (^PTfO I

4.1 RThe sorrowful condition of Samaraketu as his forces
fail to trace the whereabouts of Prince Harivahana after the 
latter was kidnapped by the mad elephant,is heightened 
in gradual stages leading to Samaraketu"s resolve to make
an end of his life by entering fire. The poet begins with

. 420a description of anxious Samaraketu, thus:
srf^HTi|^rg^rerF3{PFT#TT^^ M^TTSftf

HlW^TWrT iTlTlIWTftcrs I ^itcPl'Tgt^PTFf^^ f^qTfW}

V

cF^qr I cT^oTiTOTfxt ^

■prsfwrt I^tWti^twft ^ errPr ai^r^Tf^r
prf^qfq crrTO^cq"Rw=MTqf f-^pTrwic^ i —

q wm^r wfMfcr: *mfwsvm
wf^FciisRcfqwi ;wr i $-

fq^^fMTqwu i - - • •

417. TM(I>,p.41C1-8). / 418. ibid.,pp.188-191.
419. ibid.,pp.186-187. / 420. ibid.,pp.188(2-17).
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As tlie dejected pursuers returned with the messages

421of unfulfilled mission,the gloom darkened, thus:

41 flHiawWTPffcref chn* WMI 4f4cH ^fxc[ l - ‘ I,

f^rrft | |cf qt?r^rqN i ernfreji srt: -qxq^m:

^ c^f^crjgflnqqTwr gttiq-pTqq"* - ‘n 
it ^PRWc?rq, w w#, it smctwnpM, wtm- 

^frFTsF, Wft^T^r, ^T sT^tsf^ 9 WfcT #i“fcla^mT:

Trotqg- ^rrlwT ^Tq q^Scrf^Fif^^ i

eprprn; T^^mcriTlqcrT^TTO^iT Tr^rr^ ^T§fwf=r 
q-nrtrrt i

The climax is reached when Samaraketu decides to commit
suicide and, "bidding farewell to his companions, proceeds to

422 -to enter the funeral pyre, thus:
* ^pefcT ^ qqfrqFTr q^RTTT^ I m f¥ WPT#T ¥3 TOcTT 

f’icr: i t oTst^t tot Tr^T^frw wrt^^n i q w qqfCq 
qtwiT4ct: qqqfq qcfTq i ciq^niicr qf ^Tqqqft^PTTtf

^TTO^rrfq q quTtfq f^n;^ qrw^rr\ i f^#r^TfD3-

crt q q r^fwwf^ cTTqwftcT ^ qwr^rnrrcf cm^fTP?5 
fpf tvr^1^Tu%^iTTTt^tqqqTO^qqq ^tqf^T^TfqqT 
1W®r^t¥T^F^wf^#r ^ftcranr: lid Pi^iT^PrHy i

.421. fl(N),pp.189-190. / 422. ibid..,p. 191(14-21).
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The tragic effect is more touching and pronounced 

when Malayasundari resolves to hang herself to death after 
her maid-servant Katyayanika informed her that she was to 
he given away in marriage to Vajrayudha as a price of milita
ry piecef^

The touching atmosphere gathers as Malayasundari goes
to meet her parents presumably for the tsi last time, as

424described in the following words:
tr^prr w wfvt — sfrj i f^T

^ ctcqT^ gf^ftqcrr wf fr: wm-

i m ^ — wTj^Txmwrfx^T jfrwr 
WIT wfmrni^imTmrrmwaT mm t*n*p*gfr*
¥fcr^^wr^tTO#nr *r ^it^Twr5^ i

The tragic in the situation gets dense as Malayasundari
• ■ 425bids farewell to her dear Asoka tree, lotus-pond and birds:

' cTTcT X^cTRiTf, fT%RT

-prcjTqq^iT^r i si fwfwfN, ereer wr
i w^nwr^#Pgr t *sm, *rFrsrm itfwppft-

i m wr: mwfto, sfssfi im. i wm fiwm, m mfr
fsnprft^?t% cirPr' ffcr Tr^rm^TT —

A vivid picture of Malayasundari suspecting the arri
val of somebody in her pursuit, as she rushed to the harem
423. TM(N),pp.298-299.
424. ibid.,p.301(4-14).
425. ibid.,p.301(aBa*$20ff.).
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garden in a bid to hang herself enhances the effect. So 
does the description of Malayasundari tightening her cloth
es and braid, preparatory to hanging herself, so that peo
ple may not be ashamed to find her in an unseemly condition,
and praying to Cupid with a craving to be united with Sama-

427raketu in the next birth.
The realistic depiction of the experience of Malayasun-

428darl hanging in the noose before life ebbed out of her
serves the purpose of an excellent excitant determinant,

„429The lamentation of Bandhusundari who helplessly sees the 
noose gradually tightenings around Malayasundari’s neck and 
her limbs gradually succumbing to the ebbing; conscioushess 
is a masterppiece,

The tragic effect touches a high water-mark when Mala
yasundari prevents Bandhusundari,with a gesture, from try-
ing to rescue.her; the poet here draws an intensely touch-

430ing picture of weeping Bandhusundari in the following words:

^ ctt* cfSTrf^rrwTgqf^krr — -
SfTW. f^i ferial |ci^Rc^T-

f^r xnitr-pfT -p^ff err i IT ^ TO?rr
erraf^r ‘ i f*’

426. Tl(N),p. 303(6-16). / 427. ibid,,p.306(1-15).
428. ibid.,pp.306-307. / 429. ibid.,p.308.
430. ibid.,p.309(1-11).



800

err^i% wrfm i i^fcr xtwc^ i spriwr
wra i wf4% qTWTfx^s^Tft ?: Ffcra^r:

trrfofa p^mwtrnf^f 
nqtr^T ^jt#t ^rowVgxw ^ crre^RuisiT-

-431The lamentation of Malayasundari when she heard the 
news about the tragic defeat of Samaraketu and his being 
captured alive by the inimical forces, is not so touching 
when compared to a similar lamentation of Tilakamanjari, 
who, having heard the unbearable news about Harivahana's 
possible suicide, addressed a devoutly pathetic prayer to
Lord Jina Rsabha, bade farewell to her friends for good

• •

and proceeded to drown herself into the waters of the Adrsta-
432 •para lake. The tragic touch is thus given by the poet:

"5Rtr^41 ‘"i ,trR?r.H

m wmrm spqr^rt wrtV i^fwR
fraT

t^FFT WfmT
RfciHR^nr^Twr ^ SFTlW ^ wr-

^°irFr p(5R ^ | ^ | T^ifPTT ^>~XTlF4 pl fcT^TRTT

^■^qifcfyp ^cj-, I <4cl

431. TM(N),pp.332-333. / 432. ibid’. ,pp.415-416
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The tragic touches are, moreover, found in a few other
situations, such as, Vicitravlrya's dialogue with Malayasun-

—4*34* *dari and the sorrow of King Kusumasekhara as he came to
know about the attempt at suicide by his only daughter Ma- 

„ 435layasundari. An admixture of the fathetic sentiment with
the Heroic, the Tranquil and the Miraculous one has been
successfully depicted in the incidents beginning with Gan-
iMsHBaiB&fas&am dharvaka's report about the effect of the

necklace on Tilakamanjari, and Harivahana's arrival at the
436temple where she was undergoing treatment for love-sickness. 

(4) HSSYA RASA or THE HUMOUR :-

As compared to most other classical Sanskrit poets 
like Bhasa, Kalidasa, Sudraka, Da^din and Bana, Dhanapala 

has a serious bent of mind though not too serious like Bha- 

ravi or Bhavabhuti. From the very idealistic nature of the 
theme of the TM, and there being no scope for the tradition
al role of a clown (vidugaka) or a king's son-in-law (rag-fri- 
ya) in prose romances, the Comic sentiment is but sparsely 

delineated. Even then, as in Bana, the Comic developed by 
Dhanapala is subtle, refined and conscious, and at times it 
is blended with a tinge of the Erotic and even the Tragic 
too. His humour is sometimes based on wit, sometimes on mild
434. TM(N),p.271(20ff.)-272(^). d
435. ibid.,p.328(15)-329(3). -
436. ibid.,pp.396-419.
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satire and sometimes on incongruity.

Humour in wit and jest is found when King Meghavahana 

deliberately teases Queen Madiravati as he assures the Vidya- 

dhara Muni that he need not ash the queen to observe absti

nence since he would send her away to a forest so that there

would not be any scppe for interference from her nor would
437

his worship schedule be interrupted l
Dhanapala’s sense of subtle humour with ajfcinge of irony . 

or mild satire is beautifully represented in the reply of 

King Meghavahana to the Vetala who claimed first preference 

in the matter of being offered obeisance by the king, who 

in his turn directs with dignity a few saMuiiHB sallys as 
follows:438

i w ■prefer: ^wrf#n §erPTPf: i ¥fw
nfcf ftsfwrc- i wrr gsrr i

i srafcTfq^rr Wrrm-

stfj mrw.P^Tw wr If^gw^T i
fm ^Tf^iT^a^T f^PRf^fTFr: l

Humour in jest and jocular verbosity is illustrated when
439Kamalagupta tries to humour Samaraketu who unexpectedly co

llapses into despondency as Harivahana reveals the signifi

cance of the unidentified love-letter found by Manjiraka in

437. TMCJQip.32(20-23).
438. ibid.,p.50(5-11).
439. ibid.,pp.111-113.
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the Mattakokila garden. The comic intention of Kamalagupta 
is evident when the poet consciously reveals it thus;^°

---- VM1 Idw1! TfllTWf^r 'FJRPcFTTHT

f! I lTfqV%^TctNcis I

Bhanapala has also tried his hand at humour "based on in
congruity of psychological situation. We have a fine example 
of this type in Harivahana's reflections consequent to his 
having seen the portrait of Tilakamanjari. He wonders how 
his mind is repeatedly attracted to different limhs of Ti- 
lakamanjari while it should have been concentrated on the 
path of emancipat'd oh I The psychological paradox is well 
"brought out by the poet in the following passage

mf fTTOT RvqRRRT HWTTfFWR WTK-
q-.rPmri-rtI WRTti3 (cl, H RTftrrRRT- 

m I filter H CRTTcTRT: I
|^rfqT1%fjT: Xf "gcTc^'NxaHSWrnRtcT 

1 W^Tf^X l WIT H HT^TTg*!

hrt* gl cf^Twra "^rnrfcT h i
h i RRtfwiXrrXpf

c!^clTR{%aR^tcT H f^WtWT^ I

Bhanapala's consciousness about the quality of humour 
is evinced when he specifically refers to the coarse humour
generated by ordinary unrefined people who take pleasure in 
440. TM(M),p.ia^i 111(9-11). / 441. ibid.,p.176(7-15).
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442teasing animals in various ways. But that type of comic

entertainment indulged in by Prince Harivahana in preference
to killing wild animals, in hunting, .and in order to forget
the pangs of separation from his beloved.

Another instance of humour based on incongruity is met
with in the description of the villagers lining up the path
of Samaraketu' s expeditionary procession bound for the naval
port from which the naval expedition was to be launched.
This incongruity is, of course, fron the point of view only
of the city-dwellers like Bhanapala and the elite of Bhoja's
court. The humourous touches enliven the picture by bring-

443mg out the peculiarities of village life, thus :

wrfTO — —

towf*r ^SjOv v ' V3 VO C

tRwIcFfr ^pprf^nnr-
WTTRp ftcT---
^ to: wfitot-e 'o v>

mwmmms: wf^r. |
Humour with a tinge of erotic is touched in passing in

the remarks like the following :444

44a. ibid.,p.l83(14ff.
445. ibid.,p.183(8-16).• / ibid.,pp.118-120.
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^rrwr^fcr, xrwrt PrPm^T tfcmVs RiFt^t .c

gt^ppfrl^, l crrPrl, fITOX, f^f^mr TfcT^ ^RTf^T 
rtt tf^fe i B#w, qft^^^5fq Tft'

^rx^: f^wmTwr 4n=q% to*ft
hti^t frfmt f^ppsm i srrsr fm^, wr
f^qqfr r-iMfoQT wfx^prm^ »the

And a tinge of^Trhgic id "blended with the Comic in 
the episode of Anangarati and his beloved both of whom are 
shown as competing with each other for dying first. The po
et's consciousness as to the tragic nature of the humour id

445is manifested in the following remarks :

‘ ^rtt^rfW w%m^: *rw
mf ^ ^ 'mPm % wnT1?: wrf:'

-pr^fr #r ^x^FfT f^T^crrc*^^*.- -.—~ i
(5) RAUDRA-RASA or THB FURIOBS SB1TI1EMT :-

On one occasion has the poet taken opportunity to 
depict the Furious sentiment, of which anger (krodha) is the 
fundamental mood. When G-andharvaka was speeding in his aero
plane to the Suvela mountain in order to fetch some medici
nal herb for conntering the effect of poisonous fruit on 
Malayasundari, he unwittingly crossed over the pinnacle of
the Jain temple of lord Mahavira at Ratnakuta and incurred 
the wrath of the guardian Yaksa named Mahodara, who assumed

445.5 TM(I),p.398(6-8).
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the form of a Vetala,, cursed Gandharvaka and thB&ir the ae
rial car into a distant lake with a roar of defiance (hum- 
kara). The following descriptiye touches serve to generate
the effect. Thus, the picture of idignant Mahodara is drawn

44$ ■ ' 'in the following words i
---- a|pd ptfcqTffiyrn* K<Nr f^f^^RT'^rT wTT^4TtrT

The anger of Mahodara is exhibited in the following abu- 
447sive phrases :

vy t ^T^=rN,aFrr^wr, T^nxW, Tfifrf*rRi- 

-i^uHgqT^TX, f^TcPTTt> WRTWTfT^"““ I

The cause of Mahodara’s indignation is revealed in the
448 ■foilwing hot words : _ . _ „___^ ^ *

cR’t ^X|^CfT5F7%l ^ fcif^ciTtJtrTHH^T^~
tTsrzti^crwfg1%*

f^f^TS^-gcfTf^f^cl Pi 1 '-KH ^6 W? f^RTTHf
lypfa- cfllWT ^WTTf^RTt 61 f^f I HT 4
cfqTtrjzfT ' 3TOT' WfcT ^TTl^XGfl WTS-
^fTOT^% I ^ tETilf Y^'' 1 H PctdtS^ q r^ltTT wf-

cp-ipf | WT WT1, % fWWTTicrr f^RT STT ^R^T^fft^T

qf^ ■qyfi^-pff ^Tf^i%rT t^TWTTfR ePHfS---- 1
446. TM(N),p.381(11-14). 7 447. ibid.,p.582(3-6).
448. ibid.,p,.382(18)-383(3).
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The incident being very brief, the depiction of this 
sentiment is also naturally cursory.

(6) BHAYMAKA-RASA or THE TERRIBLE SBHTI1BHT
The sentiment of the Terrible with its attendant 

permanent mood of Pear is touched in passing on two occasi
ons, viz., (i) when the ¥etala suddenly appears in front of 
King Meghavahana; and (ii) when Tilakamanjari and her compa
nions are purturbed and afraid as they see a big flying ele
phant fall headlong into the waters of the Adrstapara lake.

• • •

. The sudden appearance of the Vetala with his unimagina
bly huge terrible form and his roar of fearful laughter ge
nerate the effect of'the Terrible. The dreadful nature of

■ 449the burst of laughter is brought out by the poet thus:
■fRrrTxfRt'^rt fad'W'Tfcl^TVb I Rkl llfdd:

tcicfTfRl ^fcTCIcTrI d PiHci^gddpi
i

The Terrible is here meant to subserve the Heroic by 
enhancing by contrast the heroic nature of King Meghavahana 
who is not in the least ruffled by the unexpected appearance 

8f the ghastly Vetala nor by his' frightful laughter.
449. TM(N),p,46(5-9). 7 450. ibid.,p.46(9-11).
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Similarly, the sense of fear aroused in the companions

of Tilakamanjarf at the dreadful roar of frightfully fall-
451ing elephant is described in the following words :

-fiFraifrr r cneiwt Hfsrfjw-

frft^n^T^prr i
But, as this' fear was to last only for a moment, the 

delineation of the mood is also very brief and fleeting.
(7) BIBHA.TS&-BASA or' THE DISGUSTFUL SENTIMENT :-

The effect of the Loathsome genesated when the po
et arouses our sense of aversion (jugupsa) as he draws a
lengthy and fully detailed word-picture of the towering

_ 452terrific form of the Vetala. The poet has fully employed 
most of its fundamental and excitant determinants and eva
nescent feelings in the' process of delineation. Though the
whole description is a masterpiece probably unrivalled in

some of its
the whole of Sanskrit literature, a/jgsm pieces are notewor
thy as specimens of Dhanapala’s skill of depicting the sen
timent :

The shanks of the ?etala are pictured in the following
453 -words :

451. TM(E) ,p.353(23ff •')• 
'452. ibid.,pp.46-49.
453. ibid. ,p.46(21ff'.).
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ai^rt^ff^rcTWPi^fmT%- 
T^^tq^Trcrpr wr€t9twf^FrT wf&#T

9fofcMl WfcMTfl Rfmx ppspatJ Tfm fM, '---I
The depth of his belly-pit and the ugliness of his che-

454st are brought out in the following phrases :

^rraff?rpttnrrraiT%, aiT^qW^rafef|wrr wmm fi^Rtrt- 
^TOTTT 9f4>RT9^frT^tuft-^r lRWT^9TCTTf^MfT^f fr’fFfciHW-

--------j
The picture becomes terribly realistic when the poet

describes in the following words how the Vetala was holding
a living Vetala-worshipper by his neck in his left arm-pit,

was cutting pieces out of his body with scissors in his right
hand, and was devouring his flesh with his sharp teeth and

. a. . 455enjoying it with has grandmg jaws :
-----crfsmrfa ^ wloWT^TRTftcrPriiiwf^

TfcT^ru’FPrrr^crt qwf^r r^-wiR-raTTO %rwrq*m m~Pm-

Ow V9 >3 0 Cfr^tqqWT^T ^fq^Wf^TFr-

4547"TM(i)ri~4-^5ff.). / 455. ibid. ,p.47(13ff.).
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^RrFi<rl<if3%T Wf^cRf^^XPi^
wn^g^r i
The creeping snakes worn as ear-rings and the wagging

• 456tongue of the Vetala are picturesquely exhibited thus :
------ - f^t%WTn<i'ti'nT 1^pff*WFfrqT ^T^TfflTJTTrairT
W^'WlX^#TTraT^TORT ^rto-TTRSWFT-

C V5 S3 va

mt HTnWttJTf^f WTf^Tfq^r^T'^TT f^TPW.f?rh5- 
greafaSta' gf^**w gf^wr gg: st-w tciwn^W- 

f^wracTT^T ^TCl^wwr^pm4T*TWiTFrfc
qTwr^rp?.
The frightful nature of this loathsome description is

457summed up in the following few masterly touches :
sffcggfrFT nN,

3}-p-T^T^%ft ^^^qrcri ^ftTif^T'^T^qT^TT^rtTPr- 

Wwimi^wHT^cFRf *nWf*f ^rra^T hTt-

The Disgustful sentiment is also touched in passing ■ to 
enhance the heroic sentiment in the course of the descrip
tion of the night-attack of Samaraketu and the consequent 
clash of rival forces. The poet gives the relevant touches 
thus :
456. TM(N)tp.48(2ff.). / 457. ibid.,p.48(20ff.).
458, ihid.»p*87(2ff.>. / 459. ibid.,p.88(4ff.).
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^t'ni'itq^rqiTji dlii <rH * — frrfci-ti^ii “

fmrftfr^r^wrr^THR:: — -— s^tW^rtt-
fiCl5TRWt1^cT TRl^PWT^ Wcr-R^K I69 Thus, DhanapSla seems to have taken great care in pre

senting the picture and in intensifying the Terrible .senti
ment as it afforded him full opportunity to show in one pla
ce his workmanship in many ways.

(8)~ APB HU T A-RASA or THE MARVELLOUS 5E1TIMEHT :
Dhanapala is a pastmaster in the depiction of the 

sentiment of the Marvellous which permeates the very stru
cture, of the whole story of the TM.IT has been used most 

eeffectivl# to generate a sense of surprise and thereby sus
tain the element of suspense throughout the narrative. And 
the poet is quite conscious about this aspect as is evident

SL a s* fs
from number of remarks scattered all over in the TM.

.The principal points and incidents where the Marve
llous has been prominently utilized in the narrative apart 
from the wonderful nature of the descriptions and imageries, 
are listed below as specimens :

_ 461(i) The unexpected arrival of the Vidyadhara Munij
460. TM(N), Intro.vs.50 ; 99(16ff^

~*r «i jRisjTptcu ___<rr -
SfSi-qDcf |* \j>\ *tuiqcT^aro'iSf T?trtTi/af%T ■^wfi'PiTRC I;

(P.t.0.)
458. & 459. (See p.810 for these ft.nts.)
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(ii) The sudden appearance of the Yai'manilia ,god Jva-

lanaprabha in front of King Meghavahana at the Sakravatara 
462temple ;(iii) The instantaneous apparition of the Yetala and 

King Meghavahana’s prolonged attempt at severing his own 
head and the sudden appearance of the Goddess §ri;^^

(iv) The night-attack by Samaraketu and the magic effect
_ «. 464of the Balaruna ring;

(v) The friendship of Samaraketu and Harivahana;^ p
(vi) The episode of the unidentified SmsaS love-letter

466and its effect on Samaraketu;
(vii) The love-episode of Priyadarsana and Taraka;^^ 

(viii) The mysterious divine music from the island, the
group of flying Vidyadharas, the divine temple and the beau
tiful girl on the rampart

(ix) The introduction of the portrait of Tilakamanjarl
469and her aversion for males;

(x) The episode of pacifying the mad elephant and the
470latter kidnapping the pMnce;

(xi) The wonderful epidode of the appearance of Hari-
vahana's message and of jfeto a parrot carrying the reply back

to him;471
BligHi 462. TM(U),pp»35-39* / 463. ibid.,pp.46-55.
464. ibid.,pp.83-93. / 465. ibid.,pp.102-103.
466. ibid.,pp.108-111. / 467. ibid.,pp.127-129.
468. ibid.,p.l47;152-153;155;161. / 469. ibid.,pp.163-164; 
470. ibid.,pp.184-186. / 471. ibid.,pp.a®a/ 168-169.



813
(xii) The Jain temple and Gandharvaka*s prayer in honour 

472, ■ -of Harivahana;
(xiii) Samaraketu meeting with Harivahana who is about

473to he crowned as the emperor of the Yidyadharas;
(xiv) The flying elephant falling into the lake and dis

appearing altogether .474

(xv) Malayasundarl kidnapped by the Yidyadharas for ma
king her dance on the occasion of the Holy-Bath Ceremony of -

475Lord Mahavira's image;
(xvi) The unsolved problem of the identity of Gandharva- 

datta;^^
(xvii) The apparent invocation to the boat, really addre-

_ 477ssed to Malayasundarl;
(xviii) Malayasundarl conveying her love to Samaraketu

in the boat through a garland thrown in his neck by her from
478the rampart of the temple;

(xix) The sudden disappearance of Malayasundarl to the
479sight of Samaraketu and Taraka;

(xx) Malayasundarl mysteriously brought back into her
480bed-chamber of the harem in her palace at Kanci;

472. TM(I),pp.214-219. /473./ ibid.,pp.229-237.
474. ibid.,pp.241-243. / 475. ibid.,pp.264-270. 
476. ibid.,pp.270-274. / 479. ibid.,pp.283-286. 
478. ibid.,pp.288-289. / 479. ibid.,pp.289-290. 
480. ibid..,p;292.
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(xxi) Marriage proposal by Vajrayudha and Malayasunda-

ri's consequent attempt at suicide and her rescue at the
, 481 hands of Samaraketu;

(xxii) Malayasundarl's mysterious transportation to the
- ' 482 Adrstapara lake;

(xxiii) Malayasundarl suddenly finds a letter and gives
483up her resolve to commit suicide;

(xxiv) The mysterious incident off a parrot responding
484to the call and carrying the message of Hariva#ana;

(xxv) The incident of the magic mantle and the sudden
485reappearance of Gandharvaka from the lap of Harivahana;

(xxvi) Mahodara's curse to Gandharvaka;^"88.

(xxvii) The unexpected message from Tilakamanjari, Hari-
vahana’s resolve of suicide,- his meeting Anafigarati and un-

487dertaking mystic penance on the latter's "behalf;
488'(xxviii) The revelation" of the past "births by Maharsi;

(xxix) Tilakamanjari's attempt at suicide;^8^

(xxx) Vicitravlrya's message through Kalyanaka and tra-
490nsportation of Samaraketu to the Suvela mountain.

The Marvellous is generated generally by giving an 
unexpected or undreamt of turn to the events or by resorting 
to the superhuman.element in the story; both these aspects

481. TM(N),pp.298-310. / 482. ibid.,pp.336-338.
483. ibid.,pp.338-339. 485. ibid.,pp.376-377. 
487. ibid.,pp. 396r403 
489. ibid.,pp.416-417. / 490. ibid.,pp. 421-422
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are very important in the narrative technique of Dhanapals. 

(9) §IHTA-RaSA. or THE Q.UIE1ISTIG SENTIMENT :-

The Quietistic sustained hy its permanent mood of 
complete indifference to worldly objects (nirveda) is deli
neated on four occasions, viz., (i) when Samaraketu address 
es a prayer to the image of lord §§abha; (ii) when Hariva- 
hana swims out of the Mrstapara lake and reflects on the 
events; (iii) when Harivahana consoles Malayasundari; and 
(iv) in the religious discourse of laharsi who reveals the 
past births of the heroes and the heroines of the Tl.

When Samaraketu reaches the temple of Lord,§sabha on 
Mount Ekasrftga after his hazardous journey through the Vin- 
dhya forest and happens to see the huge thought-gem image 
installed therein, he is overcome with a sense of devotion
and addresses a prayer in a voice choked with tears of joy.

491The poet pictures the event thfts:

■f^Tcrr
TWTc^ncfT -------- Ttr{T¥,

¥3 ^XTf%F7T -------
^r^xmrfp^Ti^T^^Tft^Tcf w-

-

_____491. TM(H) ,.pp .217-218.
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fc? Wfcf -

l^r^rafxfoT f^WT#r^

W2T .6'|'tr^ fg- HTltS's^T
Hcpfrqnra} frttrcftsf^
gf^FTR p.]Xifq [ I

q^tcr wif^TT Wf 5pq t^FT WcRg^W I 

gj|i^iqtrqrjft[ ^ftWT PTfcT d^TWPH^PT 8" Wfcf l I

The poet here reminds us that this prayer is meant to 
enhance the sense of aversion (samvega), He has utilized the 

the fundamental determinants like hopelessly transient na
ture of worldly existence, the excitant determinants like 
the divine temple and the awe-inspiring huge image of lord 

R§sabha, the consequent determinants like horripilation, tears 

of joy, .choked voice, and evanescent feelings like joy,and 

yearning for emancipation.
The Quietistic sentiment is again touched on another 

occasion a a when the mad elephant, that was pacified by 

Harivahana’s music of the lute, carried him away to the moun

tainous region of Vatsdhya, and, as the prince flourished 
his dagger, the elephant falls into the lake; Harivahana 
swims out of the water and begins to reflect on the unexpect

ed turn of events culminating into his transportation to the 

remote region where he is left all alone to fend for his way.
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He sits on a slab. His wet body lias to be dried by the midday 
breeze. His throat and mouth are drying up. He is overpowe
red by a sense of wonder at the strange sequence of events
that have suddenly cut him off from his kith and kin. The

492poet depicts his reflections in the following words :
S!lt f^l^cTT Sflt fWsMT > Silt

q^r^ftaT^THfHfH^lt Silt
sm Pm mPP illicitC C ^ vC

■ cT? Tftf^t

—. sfsf n: wtx’ i
This sentiment is again brought in when, on another 

occasion, HarivShana consoles ^MalayasuMarx as she comple
tes the narration of the tragic events of her life. Hariva- 
hana himself*is .overcome with a sense of dejection and re
floats about the inevitability of the consequences of past 

493misdeeds, thus: '
silt -pn-qfwqrxt f*rfq: i TRwrbn;: gxTfcRn^TT^ r

i Tfcr: i
c

He then proceeds to console Malayasundari with the following 
words:494

ht i m War? i ht wr^iTpt^ i it sfi Tbr^iV) c
492. 11(10,p.244.
493. ibid.,pp.345-346.
494. ibid.,p.346(7ff.).
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if fi ^Hwrf^rrscrnc •

«FRf^r fTqi%x wr%rPr wr^nx^^wfcr i -------
cl^d^Hci ft bi *3cT ^HTTz^TTV^ N*ft I

e e. vj

fSpShsj- qT HTH «*t.«T qT TOWT^WTT ^Tcfm: TO I [ ^Ttcf
\9 V3 *0

wTOt^r sttoB srmrfp ^prr^r wrrtfW iS3 \D D. V

— spcf^m: crater srftf^nrfr f^nwr: g fr i^twtT^^tpf: i
W^t f^rf^r^T^Rt^r i — fcreHr xr t ftt^-

ftei: jBhanapala has specifically mentioned that the stories

of both Samaraketu and Malayasundari are tragic and meant

to arouse the feeling of aversion to transient worldly plea- 
495 '

sures.

And lastly, this sentiment of the Quietistic id again 

pressed into service when Tilakamanjari happens to come acro

ss the Maharsi and listens to his religious discourse which
496harps on the supremacy of the Law of Karma, thus:

ff fF #PT. ^TOlTfTfWF‘^5#T W^TT tRcFTOcT. 9ft"
V5 V> vC

^#rnrt wfcr mtx# i^^T^ft^tTcr m ^ : wra-
#?ITOTfrfX WfcT fFf^TO^^’PrTXTf^T I

f * s

On being questioned by the Vidyadhara King Vlrasena, he re

veals the mystery about the past births of Tilakamanjari 

and Harivahana and later on of Malayasundari and Samaraketu 
beginning with the events of their life as Priyafigusundar! 

and Jvalanaprabha-and as Priyamvada and Sumall respectively.

495. TM(N )»p. 114(4\\ \ ,345(21)

496. ibid.,p.406(b).
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The miserable nature of their human life with its alterna

ting series of pleasures and pains is thus highlighted in b 

contrast to their comparatively long stretch of happy divine 

life in the heaven,- though the latter too has to end as the 

merits are exhausted? the only permanent happiness is said 

to result only through utmost devotion to Lord Jina and accu

mulation of profuse merit through pious deeds. Dhanapala has 

specified the purpose of the Maharsi's narration, viz.,to

create a sense of aversion to transient worldly and heavenly
.. 497

pleasures.

VI : 6 U H A S, RITIS. VBTTIS. 

A LAM KARAS AND THEIR 

AUGITYA or PROPRIETY 

(A) SUffAS, RfllS, AND VBTTIS :-

In his definition of ,’KAVYAJ Dhanapala* s royal

patron and contemporary poet-critic Paramara Bhojadeva, the 

author of the SKB, has assigned an equal place to Guna and
. _ AQQ

alaftk'ara along with Rasa. And while dealing with the

Bosas of which he requires Kavya to he kept clear, he has a

enumerated a special set of them called Arltimat. In the
499 _opinion of Dr. P.C.Lahiri, these Antimat Dosas or poetic

\
^ft497. TM(M),p.413(4ff.):- J\ . -JTsrSjrifV- ^ ■jWs

498. SKB(RJ), 1,2: \ *£?,
g&l. —T \|

499. Cf. CRGSP,pp.148-176.

vti-
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defects, as the very name indicates, serve to make Rxti de
fective hy the prominence given to the opposites (viparyayas) 
of some standard excellences in .a composition. The G-unas, 
■which in Bhoja's treatment, appear to he common to all the 
Rxtis are: Slesa (compactness), Samata (evenness), Sauku- 
marya (softness), Prasada (lucidity), Artha-vyakti (explicit
ness of sense), Kanti (dignity or agreeability), Ojas (abun
dance of compound words), Madhurya" (sweetness) and Audarya 
(elevation).

Bhoja gives a derivative definition of the term Rfti 
and takes it to'he synonymous with Marga which he describes a
as the way or manner of composition which the people of Vi-

' 500 darbha and other lands follow. Bhoja enumerates six Ritis,
viz., Vaidarbhl, PanoalT, Gau^iya, Latiya, Avantika and Ma- 
gadhi, and these are determined both by the presence or ab
sence of certain standard excellences as in the treatment 
of the Rxti -theorists and of compound words as in Rudrata.

In the interest of brevity and in. order to absolve our
selves from the charge of ’Durjanata* levelled by Dhanapala
himself against the critics who give too much importance to 

501the Gup.as, we shall keep away from being entangled, and

500. SKB(BJ),II,27* *55: \
_ -It? •. AW 11

501. TM(B),Intro, vs.14: ^TiiTtwT
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perhaps hopelessly lost, in the jungle of twenty-four la 

HSHSihB Sabda-gunas, twenty-four Artha-gunas, and twenty-four 

Vaisesika-gunas, Sam sataasBi hssm which in turn are further 
classified in three categories called Pada-gunas, Vakya- 
gunas and Vakyartha-gu$as. Our interest here is to see how 
Dhanapala has utilized the general poetic excellences (gunas) 
in relation to various manners of composition (rltis) and 

the part they play towards the realisation of Rasa.
(1) Vaidarbhl : The Vaidarbhl Rlti is marked by a few

compound words and presence of all the Gunas. Dhanapala has
very rarelj employed this manner of composition since he was
not prepared to sacrifice Ojas (superabundance of compound 

the
words) which is/very essence of forceful Sanskrit prose sty

le. It is utilized generally during the delineation of sen
timents like Karuna, Hasya, §anta, and at times, of Raudra 

also, only to relieve the monotohy of other RItis. And it 

is a gBEB!Haiy&gs good medium for general narration of the sto
ry proper. The poetic qualities like Slesa (compactness), 
SamatS (evenness), Prasada (Iftcidity), Artha-vyakti (expli
citness off sense), Kanti (agreeability) and Audarya (eleva

tion) are to be seen in varying proportions in the following 
instances:

502* (i) In KarniLa, e.g.,

wsr^ftt g^rriTt^T ft? t^rf^br i
mrfxcrt r Qrfxx : 11

502. TM(N),p.596(21-22).
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wrwt^ - *rf*nvrt ^ wt *r

rtw: i w ^rrf^r gar^pr *rrwrn?: r tfit^t: s$
— 1%3#r qf^Tw^r^V#r h's%i^cPwiiff;t 1

(iii) In £>anta, e.g.^0^

T£roTT5fH ^twfcf cTR: g^RT. 1
ffcr f^Rr: srt: *r f^itT 11

(iv) In Raudra also, e.g.,*50^

fWlcf, W*RfT RfftW t f¥ cnnwRnpfaftfw^ l **5F- 
srrnppTTicI- i #=r t ^ffcrft^* ^r i fTcrrfq =r ciTf^it^ t

(2) Pancall : The Pancall Riti may contain compounds 
of not more than five or six words. The Gunas Madhurya (sweet
ness) and Saukumarya (softness) should predominate therein, 
hut in any case Ojas (emphatic assertion) and Kanti (dignity 
or conspicuous presence of Rasas) must not he present Alass 
in it. This manner is very common with DhanapSla and is nor
mally utilized in the course of delineation of sentiments 
like SrAgara, VTra, Karuna and Adhhuta, as in the following 
instances :

(i) In Srngara, e.g.^^
crffex^nfaf^TrVr

cnsrfgf^rftciTi f^rrwifrsr i totxt-

f^n gHT I I
503. TM(I), f.50(23£f.) 
505. ihid.,p.335(13-16)

/ 504. ibid.,p.402(17-18). 
/ 506. ihii.,p.l79(20ff.).
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(ii) In Vira, e.g., 507

liqTFI^TfH^Tf^Tfx^Tf <n‘f%lP^lt

■; Htxatr^Tci^PrrT: fq^nftrirt wt

wif^iciT: fTrfcmwrxW.-------WVNi'smT

3jtwet: .-------itw: mg: i, , 508(iii) In Karuna, e.g.,
. JprlifFfm % ^TimT^T fCJTTY^Jp27T^mtc^- 

*pa%: OT^Tcr^^rewrwr t fxqcrrf^|H'm-
#27:t|T5Tf^ f^TfTtTTT W9T3f^~cFr |3TTrTTfR

wPxr^i ^sg: prawns frw fsrgiHfaTfi i
(iv) In Adbhuta, e.g.,"^

fm f^r f^fw w:=WTf^T^n:-
litrfp^ wf^rr ?m wrpptsfq JTtmwr: i

«rftfrwNft C

3Fn^:wit^^fcHT n
(3) Gaudiya : The G-audlya Hfti should contain long 

compounds and the G-iuias Ojas (superabundance of compounds 
and emphatic assertion) and Kanti (dignity and conspicuous
ness of Rasa) should prominently shine in it. This manner
has been usually employed by Dhanapala in the delineation

* «.of sentiments like Srftgara, Yira, and in the descriptions of

507.TM(H),p.89(9ff.). 
508.ibid.,p.306(16ff.). 509.lbid*»P*240(2§-23).
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a forest and etc.,

, • • , _ 510(i) In Syngara, e.g..
■ ^cTRi:™ttwr:

XwNTOTwf^rfcprf ^crrtWFrrf^T MiWriTrf wfrPi- 
XT^vmvfim:
ffw^ra’^wtiqx^rafWx^in^Twc^T^T^R1!^#^-

'■^^IWFfTWfV'iCl *M<x \ HI'«11»cf<1Ai'1c*Xc|^^il
% htrtw s-w^x^TiPit^rx^fr^-

Here the Gaudlya Rxti almost slips into tie Pancalx, 
(ii) In Vxra, e.g.?11

???H^afcT?tc!TWrf=r WTfxqldl^Ri 1'id‘RTWr-
C cH^rrfH :df^,xp4fiTqrr^f^

tqW^TXT^f-

wrP\ i
512

Ciii) In the description of a temple, saga as in :

(ere*? =f --

gcfcRT txiwtTh^,

^cRT^frfxqTtwrfw^ f^-rr^rqTH----------^Tf^wr-
tqX^HTTfI Wt----------------

(snrqcFfc^T) i
513(iv) In the description of a forest, as in :

510. TM(I),p.§4ii^li»ag|lHi^il^§afta 17(6ff.).
511. ihid.,p.95(6ff.)./ 512.ihid.,p.214(9ff.). 
513. iMd.,n.l99(18ff.).
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fT^rTXfictET
I f^T-l Pci Pi i rMdt4icitMci-

°fi °i§d fa pef^rrrTX'l r^HTpr^'^j^K^el'Id^i fddl'PTTW-

f^cf^n-wgn^fTwrf^: wf^^TfTf^^wr^TW —
(f^qTd^rw)
(4) AvantikS : It is an intermediate type between 

VaidarbhT and Pancalf and admits of compounds of three or 
four words and there is perhaps no hard and fast rule rega
rding the presence of the G-unas. Dhanapala has utilized this 
manner very often in the delineation of most of the Rasas 
and in general narration, as for instance in :

(i) mt f^qfpncr: i. snt tWri^TT

wrcf: i mt pTf^fT^rTD-TT^ i.aret
%^5FP?mwr: i sret ^i^'^TTcrr^rif^'^t 

tWl^aTiPT. i 3HT HTel fa4~tifiiy5PfaTr'W

___ ^ m--- 1 .or in (ii) |cftW5PTPTT~

^ritcRWPTfcWT M.®t5cl 1 Ti^^HTTT if^cfWTb^-
*1 fa P4 Pi^i c^T ^ PIcFPpf'Tfa fd ^ 'STiTW^r '5Tfa-
■f'ScTT f^FWfw: f^TTTOa. I 515

.(5) Latiya : The Latlya Riti is a.peculiar admixture

of all the Rltis. It is perhaps meant that a particular few

or all the Gu$as may be present in it, and may be marked by

compounds of all variable lengths. This had been very conve-
---------------- ------- -------------------■---------------------------- -------------------nient
514. TM|l>,p.l49(5ff.). / 515. ibid.,p.256(7ff.).
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to Bhanapala in the delineation of almost all the Rasas and
in the descriptions1 of cities, heroes,and the heroines, as
it affords full freedom in varying the syntactical style
and length of the compounds in keeping with the form and
content of the poetic imageries and serves to relieve the
monotony natural in sustained series of a single manner.
The typical instances of this manner of composition may he

_ er-jg 517found in the descriptions of Ayodhya, King Meghavahana,
518iilakamanjarx, and so on.

(6) lagadhx ; The MagadhI Riti is a defective mode of
speech where uniformity is lacking throughout the composition,
ih i.e., where the composition "begins,with a particular Riti
hut "breaks-in the interval, making place for some other Riti.
This type is generally illustrated when Bhanapala depicts

519
the agitated state of mind as in the case of Taraftgalakla 
or Mahodara.'*^

Thus, it seems that though Bhanapala has tried hi’s
hand at all the six styles mentioned by Bhoja, he has kept in
view the prescription of Rudrata about the use of particular

521Riti for delineation of particular Rasa, And, with Bhana
pala, the Gunas Slesa and Samata arise from his consciousness

516. TM(N),pp.7-12, /517.ibid.,pp.12-16./518.ibid.,pp.245- 
519. ibid.,pp.335-336. / 520.ibid.,pp.382-383. / 247.
521. KYL(R) ,XV.,20: \
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of poetic skill? Saukumarya, Madhurya, Prasada and Artha- 
vyakti sprout from his sense of music» natural alliterative 
tendency and preference for pxafmxm familiar words; Ojas, 
Kanti and AudSrya ensue from his concentration and skillful 
choice off fitting vocabulary and depth of sentiment.

As to the concept of Vpttis* Bharata meant by it the 
use of words as will promote the realisation of Rasa* while 
Bama and Rudrata meant by it the varieties of compounded 
collocation. Bharata has mentioned four Vrttis* viz., Bha
rat I, Srabhatl* Sattvatl and Kaisiki. Dhanapala mentions 
KaisikI as the best of the Vrttis.“^Bana mentions the Pada-
vrtti in which the Padas are uncompounded.‘’^As has been 

#pointed out by Dr# V. Raghavan,^2^Bhoja maintains that main

ly three kinds of Vrtti* distinguished by three Gupas* viz.* 
Saukumarya, Praudhi and Madhyamatva. Bhoja does not call 
these by the old names UpanSgarika etc.; he applies those 
names to varieties of Srutyanuprasa• Though fortunately 
these Vrttis disappear in later literature,^2^they had a 

firm grip on the minds of poets like D&anapSla and others 
of the age.

According to Rudrata* collocation of words is of two 
kinds, compounded and uncompounded. The latter is of only
522. ~TM(N>,p.159( 16 )
523. Kad(BS),p.285 : - '
524. S00AS,p,189. / 525. ibid.,p.l90.
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one kind and is called the Vaidarbhl Rlti; the collocation 

with compounds is of three kinds, mid are related a with 
Gaudlya, Pancall and Latiya if the compounds ate too long, 

of two or three words, and of five or seven words respective

ly* Long before Bhoja, Rudrata knew the Vrttis which were 
AnuprSsa JStis. And Bhanapala too mentions Jati as one of 
the best figures of speech (alankrti).-526 Thus, ihmagk in 
poetics we have many concepts having the name Vrtti, such 
as (i) varieties of alliteration (anuprSsa-jati); (ii) va

rieties of compounded collocation (samasa-jati); (iii) the 
significatory capacities of words? and Civ) the old Vrttis 
like Kaisikf etc., Of these the first will be taken up 

when we consider the Alaflkaras. The second and the third, 
being more or less identical with the Rftis, donot need 

further discussion. As to the fourth, the whole field of 
Sravya Kavya, in the opinion of Dr. V.Raghavan,^2^is BhSra- 

tl Vrtti. Descriptions of love, evening, moonlight, seasons 
etc., must be KaisikX and of war etc., lrabha$X. Sattvatf, 

if we accept it as the name of action, is as absent from 
KSvya as is Bharat! is present. Bharat! or the text of the

S2.8"
whole Kivya will, opines Dr. V. Raghavan, be modified acco
rding to the stuation, by KasikI and lrabha$!, producing

»1 SCO AS, p.182.
52%. ibid. ^
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tvo min varieties of Bharat! going by the names of Valdar-
bhl Hlti and Gaudlya Rlti. The two and the only two Gunas

•* *

necessary here for classification are Madhurya and Ojas* 
characterising the two extremes of Syngara and Raudra. This 
simple and strietly logical position of Vrtti in Kavya thus 
precludes further discussion here.

(B) ALAMARAS AND THEIR AUCITYA or PROPRIETY :-
- - .. r, :Z7 . .529As has been aptly pointed out by Dr. V.laghavan, 

all poetic expression involves some kind of expressienal 
deviation of beauty, some out-of-the-way-ness involving stri
king disposition of words and ideas, resulting in a beauti
ful from and a greater effect. This striking disposition of 
wordB, this deviation from the plain and ordinary mode of 
speaking, is called Alankara or figure of speech. There is 
such a thing as Aucitya, i.e*, appropriateness, harmony and
proportion, which is the ultimate beauty in the poetry} and

530the final ground for this Aucitya is the Rasa. When used
with appropriateness, Alankaras go to enrich the ideas of

531the poet and add to the diction*
Dhanapala had before him the literary models of Ba$a 

and Trivikramabhatta when he composed his TM, and he knew 
the importance of the sound-effeat in view of its popular

529. S0GAS,p.50.
531. ibid.,p.66.

/ 530. ibid.,p.54.
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appeal in those days,552 fhe very concepts of Rlti and Vr-

tti in poetics owe their formulation to the study of these
sound-effects} the first effect a verse on its mere reading
or hearing produces* holds the mind to the end; for the
Basa to be suggested, even the jingle in the sounds or the
clash of words is welcome and appropriate means

ourIt is rarely that s/poet uses a single figure of speech 
in exclusion to the other ones. He rather prefers to exhi
bit his skill by beautifully mixing both the Sabdalankaras 
and the Arthalankaras in a complex mixture resulting in an 
attractive sound-texture. Naturally, in quoting the illustra
tions one has to keep one's eye on the prominent one in the 
piece cited.

(1) AHPPR&SA (ALUTBBATIOB)
Though, unlike BSpa* Dhanapala was against an 

endless series of compounds, he was very fond of jingle of 
sounds as is evident in numerous instances on every page 
throughout the text of the TM wherein alliteration (anuprasa) 
has been employed skillfully as it creates the melodious 
effect. In fact Dhanapala seems to have been captivated by 
the charm of this.favourite figure of speech,^34 He has uti
lized all the five types of Anuprlsa-jStis, viz,, Madhuri, 
Praudha, Paruga, Lalita and Bhadra, enumerated by Budratl.^

"532. TM(N),p.3, Intro .vs. 16 abs
533. SQ0AS,p.86,. / 534-, Tl(N),p.l59(16ff.)
535. BY L(R),II,20,24,26 and 29. /
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j ,Thus, we find :

(a) Madbora, as*th-

— WT^TX- (I99»4ff.)j
• . ^c^TT---- 1CD) fraudto. as in

Wl1%¥FjSiifrcrpi^iifec;q^f^KTX^---- (93,13)?
(c) Parusa, as in

WMaadMMn

— 3freWT^3?#rj^rnT7TIP^lsr4^------- (93,16);

(d) Lalita, as in
— srr^l' Hrici i Rii_rHciT?i'ra¥¥Trrrj^Tx3i-s---------(76,i8ff.);

and (e) Bhadra, as in

^Tttrf:— (367,3ff.).

Anuprasa ia flows with natural felicity from the pen 
of Dhanapala, can he seen in the following specimens of the 
remaining three types of alliteration, viz*, (Jhekannprasa,
« a» a. * ■Lafanuprasa and Srutyannprasa, usia :

(f) Chekannprasa, as in
— f^^f^trr^FFrt: — (93,ioff*), f —• Trsrrfrwr-

^Ti?53rrTipftq^nTfrcrN— (94,8ff.),—
- (177,10),"--------smn; wr

(179,6), TT-i j -h-

isf. — (182,22), — I^TX, ^TX'Tcrrt arnyr: (185,21),— wt~

I <=krl?^4 H?----(187,3),-------------,

cnwfirf^T^friHjf^ - - (196,3 ) ?
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(g) Iia$anupr5aa, as in
— '^^T^^lTf^FTt^i ft ft----  (206,9ff.), — ftrqj-

ftWPTlrCr^'— (306,3)*---- ------------------------------------

— (210,22);
(h) SrutyanuprSaa, as in

^ *nFF_.
— %rmj, 5TTPT ^Tft^TT ------— (146,

ft
i3ff.) — %r ^re T^x^t ft^Ywrq cmwflf cn;1w

-— (I78,9ff.), — - ^wfftrwxfw fts'sftfsrf\^ft%4tftxfcr- 

y%[s\‘—(228,12ff*), —• ------- (319,6),
— ^Wiwf^psrtsftr ft— (320,8£f.),

----------- ' '’s^s^nrrerR^r <------- "
---- (353,15f£.)»-----rn q^wr ^wftw 3T5f KfttrT-

\3 c

tH’VTtL —----- ■*--—— (401,19£f,),
c v

The poet is adept at utilizing alliteration in creating 

various types of sound-effects. Thus, the effect of :

(i) war-music is sought to be created in

'TT ^SWTT ^I'ftcH ——------- (86,9ff.)l •

(ii) treading on dry leaves in

— Tqftwj^fcrx”^0fftwiFNftiroftr w^tx^^tt

(199,4ff.);

(iii) flowing water of streams in
--- TcldTft^TF^f-

■R^Mwftx: (199,18ff .)•
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(2) YAMAKA (RHYME or CHIMB) s-

Another figure of speech based on Rhyme and used 
with equally pleasing effect is Yamaha, which is illustrated 

in its varities like Samyatav^tti, Asaiyatavytti in both 

Madhya-yamaka and Antya-yamaka types, and they are usually 

accompanied by alliteration, though generally Yamaka would 

need special effort and drag the poet away from his concen

tration on Rasa, DhanapSla is a happy exception in that it 

comes with him easily and on proper occasions only so that 

it never distracts the audience nor does it hinder the Rasa, 

the following specimens illustrate the varieties employed r 

by our poets
(a) Sa&yatavrtti Madhya-yamaka $as in
1-1 srprfro —— (9o,iiff.),
—- ?rhs5P^RRi WTRFI -- (137*4), — m ft T&

-sro^T-fH -srcr| Tsrtrf tcTPtfl48» Iff.) where the
' •

Yamaka is interpenetrated with another figure of 

speech called Ekavall,
------ — (183,22) j

(b) fiaforatavrtti Antya-yamaka, as in
---- cf^Tcft ^TETTT^^PI f ppf: l ^HTW^XTT —

^[ftpTT^xT^TT^fqfr^: t arrerfW^

if «P5tHW----WfFTiT- / (158,18ff,){
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(c) Asamyatavrtti Madhya-yamaka, as in

iB I** WIPW*.

---------U45,14ff.),—
fcRmf^TT fS^iFrr^fWHTX"^ ^ WFP1T|^( 173» 19f f .),

and in cT^tT TfcTC^T^fcr (75,Iff.)

where it is skillfully intertwined with another 
figure of speech called Virodhabhasa arising from 
the apparent contradiction in 'Mandayata' and 'Aaan- 

dayata* t
(3) §£B^A (PARONOMASIA) 8-
r ^ -i '

fhe third figure of speech used by Dhanapala is
&le§a or Paronomasia in both its varieties, viz., the one

based on verbal sound (Sabdalankara) and the other one based
on meaning (ArthSlankara)• Dhanapala knew that his audience

readily responded to paronomasia if it was not ceaselessly
roverdone, as for instance, was done by fivikramabha$$a in

m 9his Nalacamptu Dhanapala*s Slesa is happily rare and very
subtle, but it never tends to be obscure. It is employed in 
both its sub-varieties called Abhanga (i.e. the one in which 
the constituent syllables do not have to be split up) and

r*.SabhaSga (i.e., the one in which the syllables have to be 

necessarily broken up and construed differently with rele
vant substantives. Thus, we have :

(i) Abhadga-slega, as in

-7— ^ cWT tWI W
Tn.... ................ (75,15ff.)

c ^
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where th* words 'Puskara’ means (a) a lotus* when 

construed with 'Kara*, and (b) a sword* when con*
strued with (Subhata*;

♦

or in
— tor ^r^rrfq
TOTfH^ffWft^ITWT .......

(95,2ff.) where the word 'Mahanarendra* means both 
(a) a magician* and (b) a great king; 
or in
— qTnrrfcFrt 5F^=TOTTirs#f%TO^ to: —S3 ' S3

(349*10ff.) where the word ’Paksapatinah' means 
(a) of one who flies with wings* and (b) of one who 
is partial (to me).

Similarly* we have $
(ii) Sabhanga-slesa, as in

• — |-^TcTTTtfNwrqfq ^ftxTOTTO ---- (74,22ff.)

where the compound 'Kygnatarocitam needs to be bro
ken up as K£§na - tara - ucltam and Kpjpata - 
roeitam ; 
or in

— yc;' fdPigqilfafa^[WCR* — (55*6ff.)
where the compound 'Vinldrakokanadavinivesitakaran* 
has to be broken up as Vinidra-kokanada-vinivesita-

i.

karam and Vinidra-koka-nada-vinivesita-karSm•
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In — ffr#Trf^ ----Where the word

i 'Sugrlva* means (a) one vho has a beautiful neck, and (b)
Sugrlva, and the word 'Sfllngada* means (a) blue bracelet,

and (b) H£la and Aflgada, the poet has skillfully alluded to
the characters of the HSmSyana story.

In the following instances the poet has presupposed the
provisional verbal identity of *■■* aai 'Bah and aB 'Ra* and 
and of ’Va* and ’Ba* : ^ .. ...

* la'/respectivelys-

(i) cf ^ ^T| I 'id'M § P-i^ Pi^T^T —
(192,19ff.). (Here the pronoun *tam* refers to the 
message (lekha) mentioned in the preceding line So. 

15.). the word *lekha* has to be construed as *rekha* 
with the message (lekha) and as 'lekha* with the 
house (avasa-gfha); and

(ii) — —(264,Ilff.)
where the aaai compound "Bali....* has to be broken 
up as 'Bali,,..* with 'Krfdaramam’ and *Vali....' 
with ’Navayauvanavataram'.

the most brilliant and unique feat of Pronomasia based on 
meaning (Artha-siesa) is illustrated in the apparent invoca
tion to the boat."^She whole monologue, of more than three 

pages in length, has been composed with such a superb ingenu
ity that it can be fully construed with reference to a boat 
536:”tM(Nj7pp*283-2867
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(nau) as veil as to ffialayasundarl, la some parts, of coarse, 
it Is based on verbal kleaa on words like Bhlvara, Bhujanga,
Hagaraka, Sandhi-ghataaS, Vamsa, Tatparata, Gunavatl, Gambhl-

- ‘ . -.ara, Sakama, Bahuksama, Sthira, Mabartba, Mahaprusodvahana-• * A • ,
yogya, Patra, and etc*, bat in the sentences like *u Pmci

¥Pnc-p°3f% — , -m Tsrra^f —— , - *rr
the Slesa solely depends on the doable-meaning with reference 
to the boat as well as to Malayasundarl* Perhaps Dhanapala 

is the first poet to have attempted at such a device in a 
p Sanskrit prose-romance, though it was explored on in the 

field of Sanskrit Epic poems*
Dhanapala is highly conscious about this brilliant pi

ece which is fall of fine suggestive sense (vyafigySrtha) and 

testifies to Dhanapala’s high strature as a first-rate poet* 

(4) UPAMA (SIMILE) s
As in Dandln and Bapa so in Dhanapala also, Upama

or Simile enjoys a very prominent place along with Utpreksa

or Poetic fancy, both being the tour de force of most of the 
poets

Sanskrit wa&£mw* who have ever been tapping their resource
fulness in turning out fresh and subtle similes from their 
observation of the world of their varied experience*

Dhanapala has based his similes on a variety of subjects 

such as poetic conventions, religion, mythology, astrology,
sociology, archery and etc*, and they are mostly interpene

trated
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/by other figures of speech a such as Slesa, Utpreksa, Rupaka, 
and ethers* The following specimens would testify; to the po
et* s sense of propriety, freshness and effectiveness*

fhe terrible laughter of the latum Vet ala is compared* 
by implication* to the. simultaneously rolling rocks of a 

peak of a great mountain hit by the thunderbolt* as in
---- ^Hrlxicl I Ix(d<r!5l'W~

1=^fiTX'r^icrN------- -------- (46,8ff*)* The strange simile, as

in “ ------ (46,19), appropriately
brings out the effect of oddity in the description of the 
terrific Vetala* The series of similes (malopama), as in 
— fSrftrtrcspfa, , fpf^r-
TRfHq g^Frqft^T, WTcrat^ srt^ncrprfo, ^nwr^Tf^r %
Writer ------ ------------ (56,18ff•), most effectively

depicts the intensity of joy and satisfaction experienced 
by the Goddess &rl on seeing the unparalleled valour of King 

Meghavahana? the series of similes is here enhanced by the 
torches of alliteration and apparent contradiction in the 
tail piece* A fine simile, as in •— tV*

cy(ThI l —■------------ (89»5ff•) pictu
resquely represents the favourable effect of Samaraketu(8 
challenging roar on brave Vajrayudha at the start of a 
fierce dual in the course of a battle that ensued during the 
night-attack* The redness of the sky at the time of sunset
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after the tattle Is aptly comared to as stream of tloed flo
wing from the heart of the Son pierced ty the warriors pro

ceeding to emancipation, as in — m
fsr ^Nf^Wrqx-rcrfRfTX spsnrpr: ---------------

(i6,8ff.); and the underlying simile enhances the effect of 
another more prominent figures of speech here, viz., Tadguna 
(transfer of qualities) and Ctpreksa (poetic fancy), The 
grief of sighing Samaraketu is graphically brought in a seri
es of similes, such as, — grftW 5w(T, XTS^f^TlTP? 

ww 15 ^fqi%xT^cft^Tr^g|gf: mPs
f^I15T5TFT^--------------- (lll,18ff•)• The jocular trend
of Kamalagupta* s monologue is appropriately exhibited, as int 
—‘ wNq: grcir wwmf TOi^'rat wffci^mr f^fSrerrnr: 
gw^i\^T^fti^T5RTErr. #rTT #r
Pl^ci^ ------------- :JtT|c?T ---
------ (112,9ff*), where he mockingly admonishes Manjiraka
for having picked up an anonymous love-letter in the manner 
of a eat picking up the stealthily stored flesh of a rat; 
the simile is here beautifully strengthened by another fi
gure of speech called Parikara which consists of a series of 
most appropriately purposeful adjectives. The helplessness 
of Samaraketu is evident when he compares himself to a help
less bird that has, having strayed on a vast ocean, traversed 
a long distance but is at a loss to find the shore, as in,
— m 5TtWT%5TTT5?I5T !X1WWf^ici%5 gf^q^TFPST cftlT-
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— (149,17ff.) • The inscribed line 

of letters in an inscription at the Jain temple on Mounts 
Ekasrnga are suggestively compared to the pearl necklaee 
worn by the Goddess Sarasvatl in her neck, as in, ‘St-

i ftlcTT Wf'ScT (219,16ff.).
f'

The pure water of the divine Adrstapara lake dripping from 
between the fingers is likened to, the white moon-rays pass
ing through them, as in, —

srrf - ( 252,9f f ♦ ) • In the changed situation
when his beloved has suddenly disappeared living his love
lorn and desperate for committing suicide, the garland lovi

ngly thrown into Samaraketu* s neck by enamoured Malayasunda- 
rl is appropriately compared by the former to a wreath worn 

by a culprit condemned to capital punishment in a full-fle- 
ged simile, as in, — R^lVrftcFTT ^Tftq TOT^^T

(291,8ff«) wherein Samaraketu also likens himself to an ele

phant; the simile is here supported by purposeful adjective, 

viz,, Tatkara,,., etc,, forming the figure of speech called 
Parikara, The graphic picture of hanging Malayasundari ari

ses when the poet most aptly compares her to a oursed goddess 
about to descend to, but has not yet touched, the earth, as 

in, —
fTCTXT^^t -----— (306,23ff•)* The setting Sun
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is suggestively compared tp a round cross-section of a pi
llar' of red sandal* as in —
^ajf^TT f^i¥i;fep%T ------(350,9)* While consoling Tilakaman-
jarl who is dejected at the impending departure of Hariviha-
na for Ayodhya, Malayasundar? compares him to the Moon had

her to the waves of the ocean, as in — jqT3-^rrCTTTTrPr^r:wfw ^ftrpt ^(385,i7ff.)#
And the sensual Infatuation of god SumalJ is well brought 

out when he is compared to a mighty elephant of a principal 
direction, as in — ^TWP=FT^i WpTcf'5^^- -

^'cqxjor^frfif; WITPXlxtf^; qfx^T

fcrxq..... ^HTfeHT^f tqrpw?.........—- (411,15ff•)•

Some of the striking similes are based principally on 

paronomasia, while ropping in a few other figures of speech 
also* Thus, Samaraketu hopes to fin< out HarivShana with the 
help of the latter's fame of good qualities in the same a 
manner as the clouded Moon can be located with the help of . 
the accompanying halo, as in — ^T^rfWTF f^TSpfpfct'WpsrI

f^^FTTJTT f^j&-
-------------- -------------- (i97,6ff.),

where the word 'Kali' signifies both the 'fine arts' and the 

'digits of the Moon'• The drops of tears rolling in success
ion from the eyes of Malayasundarl at the question from Ha- 
rivahana, are graphically compared to a number of shooting
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starst la crmoTFrsr«scrTrara wNprniTWftw: y%ft?r
"?rfT * I

?cf : WRrTWJ$WTf^- /jK258,20ff •);

here the full-fleged simile is beautifully blended with alli

teration and metaphor• The flags fluttering on the temple 

of Oupid are compared to the waves of the ocean in the form
of attachmenti> ,as inq-pr^Pi^frPrftsr'^TflcT^rf^TcrtfWT- 
5TW1WR. f^ct Riifp-f----eficTScf^ wn^f’TFPl-----------------------
f303»18ff.), where the word ’Shnnihita1 has to1 be understood

in the sense of 'having in the vicinity* with 'Vlci* and 

that of *put*, i.e. painted, with 'Pataka*. The buds of 

the Asoka tree are beautifully compared to the bleeding he

arts of travellers who have been separated from their young
wives, as in------rrx^T^wftf^^i'f^^Tdci’r«^|Wftgt^r^rr"PT-

T?lTWreWTO: — (304,16ff*), where the word 'Elga* has to 

be construed in the sense of 'passion* with 'Adhvanya* and 

in that of 'redness* with 'PravSla*,

The following notable similes are based on some of the 

positive sciences and such other subjects. Thus, the Vidya- 

dhara Muni declines to accept, the kingdom humbly offered in 

service by King Meghavahana and compares himself to a doctor 

who is unable to cure the dying patient, as in — fsrqcpicfr- 
frnw?: ^frtrTTwfs^ fw’Pr^ i (44,8ff*>.

Another classical instance of a simile from Ayurveda is 

found when the restive feudatories sought to be brought to
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book by Samaraketu are aptly compared to festering wounds 
necessiating a variety of clinical treatments, as in j^rFT-

^wm' sr^rr^?%: smTf^rasrrnnT*:* 

Pw {'PH ^fcTX'T'TT WW! ^s^TrPpF ¥T-
- - - - 3fWld l Vi4» fd'd I “I fp^i rclrit^TcftT-

-pr $fmKT^TTil^fir^t^Ti: wmr^*TPP7% I *W^ftHT wfcp)^133»7ff.)» where the words *fantra*, ‘Mantra*,

* Sastra-vyapara*, *Ksara*, *Hakta*, *Ksuraprabheda*, *Bka- 
desa-dahana*, Mandalopamarda*, *Mukha-rSga*, ‘Unnati*, *Abhi-
seka*, *Patta-bandha’ and etc., are to be construed as tech*
• * - . • 0

nical terms of the science of medicine and as those of the 
science of statecraft; the basic full-fleged simile is here 
intertwined with two other figures of speech, viz,, Sle§a, 
and Dlpata, Another full-fleged simile is drawn from naviga
tion when the poet seeks to describe the darkness gradually 
creeping after the sunset, as in — 

?Tf^^^TTIT^Tf^PMT^HT^T^aa*rT CRTPW f5T
C

qrw: ^F?: —-------------(150,13ff.), Where the

simile is fully dependent on the basic metaphorical identity 
of (Kirapa* with ‘la^u*, of *§asi-bimba* with 'Nagara*, of 
'Apara-digbhaga* with *Xana-patra' and of ‘Andhakara* with 
* Samyatrika* * While describing the neck of Malayasundarf 
the poet draws his simile from mythology, picturing Visnu 
with his discus and conch, as in' — |^#rtwF ^03-
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TrN- cTfcirRMT3^------------;------(160,20ff*), where the words

•Sudarsana’, 'Vaikugtha1 and ’Sankha’ are all double-meaning. 

Similarly, the poet draws upon the Hamayana story when he 

compares the ocean to the life-story of Laksmana, as in

------€rff citf'I-------- (204,18ff♦ ),.

where the latter compound has to be broken up as 'VistSrita- 

-urmmi-lasya-sobham* with 'Ambhonidhi*, and as ’Vistarita- 

-urmmilI-Ssya-sobham, with ’Saumitri-earitam*• When the good 
omens are compared to the Saivas, the simile is based on re

ligion, as in —
^cRTTW: Wft?r Jjf ---------(198,23ff.).

Similarly the instruction in Jainism is compared to the nym
phs, as in — wrf%cT-

P^FIHcl^TftufrnT-

#TgTf^cff5retoN----------------------------- — (411,20ff•)•

Ihile praising the valour of King Meghavahana, the poet com

pares the total destruction of the king's enemies to the 

negation of all external .things of the world with reference 

to the philosophical tenets of Buddhist logic, as in
7m ^tfwT ^n:^crf f^pr: i ■"

TT?lf- JTWT TfC*®: II (16,6ff. ).

She science of Erotics is tapped when the forest land is

compared to a beloved who has been guilty of committing some
*wrr —

fault, as in — MT3HTcif^ “£(200,20ff. ),
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where the latter compound has to he broken up as * Priya- 
-Slapana-saphalibhSta-pSda-pIta-nisthayl* with *Vadhva*, 
and as •Priylla-paaasa-phallbhuta-padapa-atanifjjhaya* with 
’AtavI-bhuvS"• And when the poet compares the same forest w 
with a quiver of arrows, as in —

(200,21ff.), he again resorts to Sabhaftga-slesa 
necessiating the latter compound to he broken up as *Gaura- 
-khara-accha-bhalla-sara-hhara-ucitaya* with’Sunya* and as 

•Saurakhara-acohaDHalla-Jaraiha-rociWa- *lii ’Atavl-bhuv.', 
the science of Archery is referred to# It is more effective
ly drawn upon in the following case, viz., — ^'H'H'RTcft 

w fwrr: i
^x}~q- ^Tqzrfcr (327,17ff.)» where the words *Sandhana’,
C . N» "
'Visikha', ’Vipaksa* and *Vilak§£bhuta* are to be construed 
both from the points of view of Archery and of iamiaBiBsphp 
statecraft. It is Sociology and lexicography that are allu
ded to when the neck of a parrot is compared to the word 
•Dvijati’ , as in — f^^Tf^RT W3TFFT

(348,19ff*>. In another simile the white garment of Hariva-
hana is compared with the science of Arithmatic, as in
— --------------------------

c ^
(229,9). When roaming Harivahana is compared to a group of 
constellations, as in — 3i'RiPl€rcTt

C *

trfxsrsq yrrm wmrPi fF*r ^Frf^Tcr^------ (392,i5ff.),
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the Astrology, and particularly the horoseopic aspect there
of, is alluded to. And lastly, the poet refers to Gambling 
when HarivShana compares the heavenly life-span ofr Sumllf 
with an eight-housed gambling board, as in ----

f^T^WWm-------(420,20ff.).
(5) UTPREKgA (POETIC PAHCY) :-

Writers of Sanskrit prose-roamnees seem to have 
been very much fond pf poetic conceits (utpreksas) as they 
afforded greater freedom to their soaring imagination than 
was available when they resorted to simile. In spinning out 
poetic fancies their genius literally travelled from earth 
to heaven and from heaven back to the earth end practically 
covered all important fields of human endeavour, be they 
fine arts, positive sciences and social disciplines, every
day life, mythology, religion, philoiophy, and what not. 
Ingenuity and eccentricity afB± often formed the endowments 
of many a poet who strained the conceits too much on the 
verge of farfetchedness and irrelavency. in fact this figure 
of speech is a very powerful poetic medium demanding great 
care, since it specially needs to be used in close harmony 
with the main theme and Rasa. The poet's n taste, scholar
ship and literary calibre are revealed by the manner in 
which he uses or abuses this figure of speech.
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Dhanapala has proved an adept at using bis poetic 

fancy (utprek§a) to Wm aesthetic benefit and in total sym
pathy with the prevalent poetic relish or sentiment at Ah* 
a given point in the narration* It can easily be noticed 
that he has exhibited his skill and propriety in harnessing 

all types of poetic conceits, viz*, Svarupotprekfa, Hetut- 
preksa and Phalotpreksa. And his htpreksas are at times in
terwoven with many other figures of speech such as Anuprisa, 
lamaka, Upama, HUpaka, Samasokti and others*

She following specimens of poetic fancies (utpreksas) 

would amply testify to the poetic genius of Dhanapala as 
they are marked by contexual harmony and sympathetic depict
ion* thus, the lustre, the impending fall from the heaven 

an£ the consequent dejection are suggestively foreboded in 
the course of the long description of the Vaimanika god Jva- 

lanaprabha by meant! of apt poetic conceits, as in

— arxtfi frfrfcT --------
1^5Rn-------^qtr^TfirfT-

i"4d<rHN —- - - f^wtwf^lT
Cv —tS** ’

gWtsr qrcmfsrfrr

f^tcT
'wr’fhFr^ ——:— 

fMTpl-#rtcqrci|%T^i^V WZtrH
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X^XV^T f^f^m^Tf^TT HTft^'I'd^HtF^T f^T’R-
to3^-------w l*Trftwrm>i---fw— Cpp.35-38).

The Candratapa necklace is beautifully fancied to be the 
essence of nector exuding from the broken heart of god Jva- 
lanaprabha, as in ----
l^t^frtJFrqfqcT^rreTx-f^w wrxgqf^t ----------- (45»4ff.).
The reverberating shouts of joy accompanied by the festive 
music consequent to the birth of a male child to Queen Ma- 
diravatl is graphically and most effectively depicted in the 
following poetic conceits :

8Ffgcr: WTFfcfr qfR dTu TTTT^ff^ TOFT ^tf^T

31Tfr^^ f^TT W1-
, STTf^if^^r ^r^RT^TXc^TTOFT ^^tcrat- 

tn-^-Ef wnj — ^prfcr (76,9ff.).
Vajrayudha*s fondness for fighting and his consequent martial 
movements are appropriately brought out in the following 
poetic fancies s

TTJTFFT

Mroit fg^'cqdTfcT^^rcrT^a Pd'OTd I I idcrl i d Hrf^!--------
C vO

-------T*T^CTJ fci PTtfttfsl W*flicT I fm rIl ^ IH fw^r-
f¥r gr.wf^i: xrT^wf®qcrf^rt%;-------(84,8 2iff.).

The following series of suggestive poetic conceits bring
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out the fierce nature of the battle during the night-attack 
by Samaraketu :

- wr^PTspsf m , tftwqrcfxfw^ 13 #rarf^a-
^•RTwgf^crf?:, m

crrtiiw fw :, wrarf^f?t\ ' ^ V} \3 v

jmm wiwrtPr: ^ptc^: i -------- --------------- (87,7ff.).

A highly graphic word-picture of a hand of an archer in ac

tion emerges in the following fancies s

----- arfci%^Tncit5 ^ m Tpjf wh\ w f$fm fw
w wft w WIFE* g^lWPCT 

ctT%nS 'RTfoTl l C90,21ff.).

A picture of swooned Samaraketu is sought to be brought out 
by means of the following fancies :

gj^fx^ —----- srrgrf^crf^^^q^^4'frf^fi'^i%

^Tcntif^T^ — ^'^"rq^f^Tr 37% crfrmpr ^
Wf^FT rTc^nr^TOT^f^'hT tfTf^TTT f^TRTTr^----

ysFmiqfcfqrf^^^-------ffri^k (93,i5ff.).
The details in the description of the day-break following the 

night-attavk are skillfully harmonized with the situation of 

the cease-fire in the following fancies :
— swfr<rfi=r- 

3W ’IWf, 1 sr^TT^tfKTXlWl f7 %TBf^T- 
fT3- fcrtt^mf^Tf^T t m qmr-

c^rf^Mx wfa‘«4T4: w?r crriT’Tfcr: i -—------- ------
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----- ^

^frt^WrFr: i (96,iff.).

A fittingly sympathetic poetic conceit is employed in descri
bing the single-stringed necklace worn by Samaiaketu on the 
occasion of the auspicious rites performed before he set out 
for the naval expedition, as in :

----crrfpTtu^cjT^ a^r I^FTRT

jvmT^T ftrof TrfJrawf^-N9 C S9

wr^ff^rnr:------ — (ii5,3ff.).

She intense love and interest of Kamalagupta for Harivahana 
is effectively suggested, with reference to the latter's 
message to the former, in a series of three fancies, viz.,

— Wicrr ^ficrmfq fzmr$ ^
^X^TT^T'Ri fWnitcR' q I

i Ci96,7ff.).

A series of fanciful flints of poetic imaginations in the 
description of Adrstapara lake exhibits the poet's ingenuity, 
as in s

----Sitruf^frowf^ f^tftWnTT: ¥Tf^VRl fdX tf^cTT^re

^rfwjwf^ fferarr ^rfcrfp^fm-

#Rfr|^rF^crprf^ i i« fnq m oi

•pr:*npnrc% ^i^rftfwrwr

tr^TTfFfTDT 1 -"1 1 d^fcHTd f'WTT^TO^Tf^^f^WT-
"O V) AO V9

TfWT,, —■— -----— ------------------------(203,3ff.)*
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She fancies heralding the welfare hade to Samaraketu by 
Nature when he started for Soft Vaitadhya in search of Hari- 
vahana, are beautifully appropriate, as in :

^^rPTRTWT fHT
wm wpt &c B''R^'f^Tjrn?raf-

wftcmw: WRjrr%^rf^irrwr^ m -
cnwiff^'Tfrotrf: :

^ wfifmT Fi^rnr ^ ^fstw^wPRT: (209,i6ff*).
The golden lotuses offered to the image of Lord Jina are 
fancied to he the faces of the water deities, as in :

----cfc^Tlrf^^^T^T^1^Vr^lt^T^T^TCTT^Wr%T^¥fcrT-
v> 'o e e 'o

^gfcrfq^ftsr wrwj13^: wwrzf^: -------(255,6ff.).
The rays of the Moon falling dn the hody of the love-lorn 
Samaraketu are aptly and picturesquely fancied to he the 
blades of spears, as in :
— firngrr —

(324,7ff.).
The adveht of the night is fancied in the following manners: 

ff^rfgrrf^r ^fVftfP^‘RfTfiiTr'^?r i T^rafcrrwr wnrr- 

^ w:i m&m®9#r K35i,i2ff.).
The sudden joy and the pleasant touch at the unexpected app
earance of Gandharvaka from the lap of Harivahana at the
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touch of the magic mantle is depicted hy means of the follo

wing poetic conceits s
— m ft'*

cf^piHT I f ^ HWl fs» 3 i ff\^T
^^rftjcr ^cit f^rfwqw Tftwnr ^ ■pr^rfbT-
^f^V^TtWq^TT^rr yWdTpiHT ci^JW"^cT^:f ‘RX^fTW f^HcfT *HFT“ 

^l^l'lX^Tcftwr: -— WFTOcTt WM (376,17ff.).
v> ' —

Ihe grief of Priyangusundar£ at the sad message from Priyam- 

vada and the news about her hawing lost faith in the predi
ction of Jayantaswarn!, is aptly brought out in the fancy abo

ut her tears, as in s
— iitt th i r^r^fr

^EfqrcFTT #m^TT *IW IM<dFdcIT^fclt^T ^|TcrNT-

1 ---------(409,20ff ♦)• .
A number of poetic conceits called Hetutpreksas enhan

ce the beauty of the situation or description by projecting 
a fanciful cause or motive in it* Thus, the fact that Hari- 
vahana and Samaraketu were well established in the hearts of 
citizens is fancifully represented as :
^fed«HqqqW^tTet . ^ (I04,&ff*;i
and their happy days are depicted by means of the following
qualitative conceits (gunotpreksSs) : ------ fer qfcFFfT

9 v» c

f£i 1 qclH-MT stfcWT f^TfcfWl------fc?wn l (104,18ff.)*

The cause is quite harmoniously rational when the poet
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fancies the body of Samaraketu smeared with unguents to.the 

rather besmeared with moon-light, as in *

— ~^ifwrfPrr ^p^tpt-
jT*tuj ?r#rPtDTT it^PTFf: ‘------- C 115»2f£.).

A beautifully sympathetic picture of Nature emerges from the 

following Hetutpreksias describing the love-lorn condition of 

Harivahana at the advent of the rainy season, as in :
Tt^cfT ^ cTWn*S#ft*TT P1#? ^

# qir^TTOTl’TlWr^^twrxt 

tc i mwtm m\ snrcpjwpf f^rraw-
: w^: i pcm'rrpT- 

^PT(uT«riW WRftfPP ci|f^Tf^t^P^W^TWSlT 

W TOT#-------------------- r-----------.----- •-?------- (179,12ff.)*
On 0»

The villages of the forest tribes are fittingly fancied to 

be the personified unrlghteousuu cities evacuated to the 

forests due to the fear of the Age of Merit, as in
— : .isr^r^fp^rflicT-

—. (200,iiff.).

in the description of the temple of Cupid the surrounding 

trees are fancied to be the soldiers paraded for inspection 

by the Spring season, the companion of Cupid, as in s

— frfuT^r^fwJTf^rOTcnw hw

C. v <J

SFFvfl ^MJJ&--------- eji’i pctliicHp------------------ (303,23ff#)*
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When Malayasundarl hung herself into the noose tied to the 
branch of an Asoka tree in a bid to commit suicide, the syn- 
patheitic graphical effect of distress in Nature is depicted 
by the following fancies :

% JTTWrf^T q
V> * c 6

i ¥:cctctxf^wrRftcrrt|Tht~pi

fhwrfTtj'TT tiTcifoTiTq^' ^p^T^TTf^ xW;t1"c^ ^3*
, Wrf3 1

llWRTt^T f^wt- l (306,16ff • ) .
Similarly, the anxious affection of Malayasundarl* s father 
is beautifully represented in a single Hetttpreksa, viz.,

naftnTrTOVr^FIT.'fe I<riHcBTtWT '^WT-
« * > 1$C ^ ^

3|3fiiVr^i i--------(529,iff.).

it is only rarely that DhanapSla employs Utpreksa 
in exclusion; generally it is interwoven with one or more 
other figures of speech. The following specimens, as also a

uf

few of the ones given above, would suffice to illustrate 
how Dhanapala skillfully amalgamates them to advantage. Thus, 
in the fancies about the garden surrounding the Jain temple, 
viz.,

--- ¥¥^R^cTFTT f^TTWrl
TfcPpf^ T^TTgmiTf^ fpTgWT ~(212,6ff♦), 

both Anuprasa and lamaka are intertwined with Utpreksa. In 
the poetic conceit about the rising Sun, as in s

m *FFci?r: wmwt h* i Rim

ciyy —------------ '—(i9i»iff*)j
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The Utpreksa/based on Upama, which in its turn is based on
§lesa on the compounded word 'Eastha* which doubly means 

• •#(i) fire-wood, and (ii) direction,( the advantage of gra
mmatical shortening of the last syllable in this word being 
fully utilized in the case of former meaning 1).
In a beautiful fancy about Malayasundarl as seen for the fir
st time by Samaraketu, viz,,

--- p'^crrrTf^wT
-- ---------- (161,7f f • ) ,

the Utprekfa is based on underlying Rupaka and Samasokti,
The Utpreksas concerning the happy youthful days passed by 
Harivahana and Samaraketu, as in :

---- fqqfcTOT f^TWIT l^T ^I'fcFWT WaTfcH^g*. $fcT-

q%ffcr i Q04,i8ff.),
are supported by KSraka-dlpaka; The Utprekja about the sea- 
-breeze, as in :

— qf: ■frfrTTCTf^^Tqf&rcT^rf^V5VJ C vV5 <5 C vw<5

fcid^TtW^' MlfcT idWMi ci^ciT^q^riTq f?T

--- (151,5ff*)»
is grounded on Cetanokti, i.e, personification.
The apt Hetutpreksa about the setting Sun, as in :

WTD-Tff^fqq i^fwl Tft^-RFnff^rq- 
^TT^i'fqlTR'i-qqqx'PT: l (197,15ff.), 

the figure of speech is based on Abhanga-slesa since the
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compound. £ 'Parinata-jyotisam’ doubly means * to one who is 

a past-master in Astrology', and 'to one whose lustre has 

faded*• A fine Utpreksa about the water-pitchers in the JA- 
lamagdapa, viz,,

— ̂ ro;fq T' fqf - -

(106,18),
is based on Samasokti from which emerges a life-like picture 

of a man suffering from headache* The Utpreksa about the 

Suvela mountain, as in :
— prn^ftiTW

^tf^^xcT^rrf^^rFf
-----------Cl34,l9ff.),

is beautifully blended with Samasokti, arousing the memory 

of the water-sport of an affectionate youthful couple, which 
in its turn is founded on Hftpaka in the compounds 'Maukti- 
kollSsa-hSsa* and *V*ci-hasta*, In the verse depicting the 

unrivalled beauty of Malayasundarf, viz#,
WT ^FFT

trq w f^rfw' wsrrf^-

m^r fW^r: 11
- (256,3-6),

the basic Utpreksa is supported by a number of figures of i 
speech like Vyatireka, Vyangyopama and Pratyanlka*

At times the poet bases his Utpreksas on allusions
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to tales from Epic histories and Furanas, religions beliefs 

or philosophical tenets* architectural details, military 

science, Ayurveda, Metallurgy and so on* Thus, the following 

poetic conceits are based on allusions to stories from the 

Epic histories and Furanas :

(i) |fwr-

-----------------------(100,19ff•);
“■ ^ >'*1

(ii) -i;iTi^RiT^#T |^Tppfr|^^-

------(104,7ff.)l

(iii) aFWRTfcRF^wi^I triTf’T! ^TcfWfcrfHX'1^ ^f^TT- '

fn: — spxt ^wwrcrf5?: — ARr.^rgif^-

—si^rrfTf^T%------—Ci20,i4ff*);

. (iv) ^Jjq^cq-R f^r^JTPJT' ^
---- |^rTcrre%fT:^r;-------- (138,17ff.);

(v) 'TTufa W fsftWIcTT mmr ¥fcH»T$te ^^TT^tTT cFTWFFF
^ Fcrld *r«fcrH Ph ^^.ctoxjfcp^r^ |

i ——----------------------- (35i,iiff.);

(▼i) ww mrm wr^rft^sr^wr

wTmr^m^^nwF^Tf^ m~t \ \ (359,iff.); '
(vii) er^rPrfi;^ ix-TqwFiwfT TfiTT^i ^ctfPt: ^pHcmMrcr-

^mrmj ^twtwt
(371,lff.)}

V C

(yiii) fW ^TWmPTT

^pTl ^q&T 3kT T^RIT^MJjH^I^STRXi (399*5ff*)•
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The Utpreksa, as in s

— gf^iuwr ■
(335,Iff.),

is based on the philosophical, rather ethical, Law of Karma, 

The poetic conceit, as in :
----^aclWpTf^rcT^ ^Tr^rtmi%cp^TtH' i i^i I

1\q H^tgaTf5-!:— (371,3ff,), 

is based on religious rites and Architecture,

The poetic fancy, as in :

zrfazNtpT: — (371,5ff•), 

is grounded on military science.

The Utpreksa, as in :

— : m- 
f£¥rKrfrf^ft^ ^p^frftsifWTf^: — (55,3),

is founded on lyurveda.

The implied UtpreksI, as in :
----^ fa^TTtrofW04)dl %

. stpt:----
HTmi — Wm ^TTRcTT ^ (351,4ff.), 

is based on Metallurgy,

The poetic fancy, as in :

— ^crr1wr%—^57,i9ff.),

is based on Astrology,
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Similarly, the poetic conceit, as in :

— vm wft civrfv
f^rr^TR^rFiT^r: v*m crri^Tsto qx°Tt-
cqrfw ^ fffiTT^TT ^ :^l^TEn:;n^T^T'iTJT'ratff: i

(15Q,17ff*),

is based on farmer's life and Astronomy.
And lastly, the Utpreksa, as in :

— ^mwFrrPr 'qT^Pr-
-jy^rnfrfwwrvmjm: wTiwitf^nr:

WfcRcWWFlcf^—- (37»23ff♦),
C V)v . „ ^

is based on life in a military a camp.
(6) BBBflSL RtTPAKA (METAPHOR) :-

The Metaphor is a form of expression more concen
trated than simile, and is used when the degree of excitation 

is great. It represents many thoughts in a few words. These 
Metaphors play sin important part in the economy of language. 

Authors of Sanskrit prose-romances, like Bana and Bandia 
have employed them but sparingly. Bhanapala is no exception 

to this trend. Even then we find that he has employed this 
figure of speech effectively to enhance the beauty of the si
tuation. A few specimens are given here.

Thus, in the course of the description of the titanic
figure of the VetSla, his iftagua fingers and nails are de
picted most appropriately by means of the following Metaphors:
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— 1 c; Pj6^' i Pti ^ti^citj>^tf^rf1-!!'Vj \|> Vfl

^TX'’ 5=hCi<H* -—- ---- (47,21ff•)♦

She feet of King Meghavahana are aptly represented as * Carana- 
pallava* (69,3) and the nails of his feet and the rays emi-

**’ <*s ^

tting from the crest-jewels of his feudatories are beautifu

lly described, as in :
---- ^TWfWl^Tqx'^qif ^xlPifr^ffgT^T-

Wftw T’RFr: I (81,14ff*)•

A beautiful full-fleged Metaphor is found in the verse :

Tmzxi i

Qv 'Q '

wctosfkt: fsmz ?er ^crf^r: it (*>**,v
where the imagery is taken from navigation, there being iden
tity between ’Nisa* and *Hau*, between *Kastha'$ ("direction) 
and 'Kastha* (= .oodan pianka). and b.tweente'Kata-aantana- 

and *Sanika*.
(7) VXASIBEKA (DISSIMILITUDE) s-

Shis figure of speech occurs when the thing compa

red (upameya) is said to be more than a match for the standard 

of comparision (upamana). A few instances of this manner of m 
expression are found in Bhanapala too. Shus, it is most effe
ctively utilized in the description of Queen Madlravatl,as in:
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;cT3 iWT$dC*-Rlt fH T
itlTrft .^rf^W l • (22,18ff.),

where the figure of speech is based on Sle§a necessiating 
syllables t t :. vetheZssapaimJi in * Nisitamasipat$amadhisayana' hai to be bro

ken up as ’Nisi tamasi pattam adhisaySnS' with Madiravatl 
and ’Nisitam asi-pattam adhisayana* with •Rajalaksml* • Ano
ther excellent instance of this figure of speech is found

Tilakamaniarl
in a verse in the course of the description of MadAnlnnil / 
by HarivShana, viz*,

m1 ^zwmrmf ^rp;w:

VTT^g f^f %Ri{1(255,23ff.),
. **-s

where her eyes, breasts, eheeks and face are said to have 
far surpassed the blue lotus, the temple of an elephant, the 
whiteness of an elephant-tusk and the lustre of the Moon res
pectively in point of beauty. A series of Vyatirekas ana is 
utilized to depict the intensity of pain, as in s 

—- c|:^, gwmrf^Frt^T^mft
f^TH^TtqwTTTR wtor-, i^icffTf^Wn^rmfq
— ^7T|€tWT-(307,4ff.).

(8) BHRlHTIMAH (ILLUSION)
A fine instance of poetic illusion is found in 

the following instance, viz.,
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—3fTt^qn:Tfti^T:T srt: ---------^ (203,18ff.),

where the fish in the Adrgtapara lake are poetically said 

to have been deceived by the reflections of fresh red buds 

of trees on the bank; they take them to be red pieces of 

fresh flesh l

(9) SMDEHA (SOTOS) :-

A most outstanding classic example of this figure 

of speech in the TM is found in the description of Silaka- 
manjarl, as in :

pficTm^i'^rTT®^.dTHcK3cTr l

■fafww^r WTcTT II (248#3ff•)*

* where the poetic doubt is of the Niseayanta type*

(10) ASISAIOKSI (HYPERBOLE) i-

A fine instance of Atisayokti is found in the 
description of King Meghavihana, as in :

— flfepiTOPIWTWT cf aw

wFrnrrwiWTr qrr: i -------------- 1 U5,i9ff*).

She denseness of the night during the night-attack is re

presented in the following pieces of exaggerations s
---- srferaWPTT ^ ^t^TRTTfq ^TjTvJT

: i hrwit-
*icf i : i ---------- (89,20ff*>.
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Againi the intensity of Halayasundarf* s pain is described in : 

WR'I^TT1?' --------- (309,!££.)•
e \s '
(11) SAHOKTI (SIMULTANEITY) :*

DhanapSla is quite fond of this figure of speech 
though he utilizes it only occasionally, but in a very appro
priate manner* The following instances would suffice to illu
strate this point :

(i) flwr ^ ww' TOTfwr% srnf — (38,20ff.)?

Cii) zrmft fir — (146,14)1
Uii) t^rPTf^rq^irw : wf

V

tYtwiwriw:^?rt^tTOcr. i---------(I88,i5ff.);

Civ) sfmnr iw ^TrwrtffxTf5?: '----------
(269,23ff.);

(v) HTcio^6^p|i% I (323,18ff.);
(vi) mixnr^r^TJT r^-fWcr* *

if^Frr , 9ff.);
(vii) q-iwr tjwrwrpmrxi

t^rr: fRPFrr % wqcr i
(389,20ff*).

(12) TPETA*YOSIT£ (EftUAL PARIHG):-
A beautiful instance of a series of this figure of

speech is found in the description of the city of Kanol, as
. T in s

— m •n'ir*r^Wrwr-*rf¥r swfwram,' ^w: th:t:



865

xjprrf&wra, wwmrm: stf^FTT fifrrnrnm, ^ft^rer^- 
irT^rtJ ttT^t: - ^Tf^m w%-

f^rlsrr: |wrcrrw^, ^T^nrlwr: jrrernrr: m, *%f%-
iir: wpT’mtrTT: frtmfcTT^T^r^rf^r-
^rfxtrzr; •qtrzr^rpTcnr: irfqpRprs^ i ---------- --------- (206,6-11),

# *

where the whole series is based on Sabhanga-slesa necessia- 

ting the adjectives to be broken,up as 'Nagavat-lila-alasah* 
with 'IhOBOiaalft ‘Dhaninah* and *Nagavaill-lalasSh* with 

'UdyanapSlah', and so on*
(13) PfPAKk (COMMOH PAIRI1&) s-

A few instances fi of a variety of the figure of 

speech called Plpaka are noteworthy. Thus, the advice of 

King Meghavahana to Prince Harivahana about Samaraketu is 

given in this mode of expression, as in :

— BF-m ^TwqcwrftiTi^T,
'mwrt^r; |cHTOT*h| ^fSrWFT

WRT^TTZ% — ^ ^TfcTf^Tfqrra^^r --SWT^r: (102,19ff.). 

In the depiction of the uneasiness of love-lorn Harivahana, 

as in s

- - - ” WT^^Tf^PT: R/KTll f^FIWTPl |gcpsrcrg^|^
WfTT *W — ^TWTTWfa: (253,8ff.),

where the Dipaka is interpenetrated by simile.

(14) ARfHAHIARAHYASA (CORROBORATION)
When the Vidyadhara Muni advises King Meghavahana
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to strictly stick to the instruction imparted by him with re
ference to the Aparlgita Vidya, the poet concludes the advice 
with an Arthlnt§ranyisa, thus s

--‘ 1 arratftcT^f ^ SP^T-; 'a c %

mmr i
t^crif —(30,22)*
(15) YIAJASfUfl (IRONY)

When King Meghavahana replies to the Vetala who 
Insists upon first preference in worship, as in s

— ?m -

w 1r^T#t: ^mf#rr wNr l^prr^f: i sffw
fRt #sfWn;: i TOfr ^rr i ttwT^t-

| ------------------- -------(49»5ff•)*
where the king actually means the contrary of what he says*

(16) SAMASOKTI (SUGGESTIVE BREVITY) :-
A few specimens of Samasokti, or suggestive speech 

of brevity, are notable for their beauty. Thus, in the des
cription of the early morning the receding rays of the Moon 
are depicted in the following words s

for
wNr^wrF$238,5ff.). 

where the predominant Samasokti suggests the picture of a
* * * \ iperson contracting his limbs out of cold in the early morning;



«the fugure of speech is supported by Rupaka ans Sleaa. She 

Vaitadhya mountain ia described as >
— srftrcTrPpr tWer: -------- <239,11),

where another picture of an enemy king ready with his army 
emerges from the pun on the word® ‘Kataka* (= ridge| army)* 

Similarly,a picture of an old man emerges from the description 

of the setting Sun, as in :
— WTnWRf^lTfTTWl^r! wxqi Vm f^rarof^gf^T-

T^FTfcii-------(350,i3ff>*
(17) PARYIYOKTA (CIRCUMLOCUTION) s-

Samaraketu is AimBniai indirectly praised by King 

Megharahana a who apparently extolls his father, as in :

— cfTt mfx^t ^fx
qfqcTTTifreifT WWTT 1%l^?qXD-T | ---------- ------ (101,19ff*)t

where the ParySyokta is intertwined with Anuprasa* The fact 

of the rising Sun being reflected in the ocean is beautifu

lly depicted, as in s
— ‘-Pf w ^^1%, ^ qfq w x^tVh % q^Tcr’
wm*m$ ftriu: gxt

f^rx^Tlwr^^t : i (150, i5ff .),
where the basic ParySyokta is highly supported by a graphic 

Samasokti based on common life, and by Hetutpreksa and Rupa

ka. When, in the course of the description of filakamanjarl, 

Harivahana refers to the extraordinary length of her eyes
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in the following verse :

^rrfrq: sfasn.f$mf ^ mrm^r
^iVr1^ f¥ -t

il w: ^frrfe wpn fourff^rw n (248,7-10),

where the basic Paryi$okta is interwoven with PratXpa, Kavya-
linga and Utprekaa. In the misery of the rival kings of Ha- 
rivahana graphically depicted, as in :

pt firrPRRnt t
XT^f Tm: m wrc: ^

f¥* ^pftcf T *T fW ^ffPiTT®? -|trTl?frcHN 11 (358,13ff•),
the Paryayokta is based on Bupaka the imagery whereof is iaauutf 
drawn from music•

(3.8) V1R0DHABBASA (APPARENT CONTRADICTION) :-
DhanapSla*s skill in the use of the figure of 

speech called VirodhSbhSsa or apparent contradiction can be 
seen in the following noteworthy specimens* She temple of 
lord Mahavlra is iaftaiat described in a series of three
phrases, viz*,

X’^T^Jls5>TTf*Rf, 'EcKl Ri5t"
—-----------(215,23ff•)»

where, in the first compound the words ’MfflS* and ’Qatuska*
are double-meaning, while in the latter two the knowledge of 
architectural details serve to resolve the contradiction* In
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depicting the condition of Queen MadirSvatf after she concei-

tved, the,poet resorts to Slesa in order to bring in the Viro- 
dhabhaea, as in s

— •pTOcq:^TTftf i teg^Twit-
t cHdTHM'fW W TT^p^f \ f^TTrTltf^Tqfq

* >9 v "V c

TfrrTOcTTW i mv ^ wfcrTOTfq tot TfercTOTO i
^trrfq ^tctrwt i ------------ :--------— (74,20ff.).

At times the poet combines Yamaha with Virodhabhasa* as in :
— crf^TOTq^TWTOFrTcR TORTO f^WTfW

#TWi#T^T tfTWWra TOT^TOW^TTiTcT f^WFTfTOT m~ 

PWTO j------- ----- - (212,15ff.),
where efomBpam he describes the extraordinary peaceful atmos
phere in the garden surrounding the temple of Lord Bsabha at 
Mount Ekasr&ga. She amalgamation of the two figures of speech 
with Virodhabhasa is rather ingenious when the poet resorts 
to it in the description of the Vaitadhya mountain* as in s

------- ^TOHT^r^Tftwrfq ^nrcqqrq MT^r-qftW, TO^rr^t-

^r^FRT^Tg^f cTWttteTT^ I --------------(240,14ff.)♦

It should be noted here that the contradiction is felt in 
the above case only when the phrases are heard with empha
sis on ’Na* * rather than they are read l This testifies to 
the essential nature of the work being one to be listened
to (sravya) rather than read (vacya)'Ifi And the &lesa invol- 
ved here is a Sabhanga one necessiating the compounds to be 
broken up as 6 *ffieru-kalpa.-pada~pall-parigatam nameru-
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kalpapadapa-all-parigatam, vana-gaja-all-sankulam nava- 
nagaja-all-sankulam.

(19) KSVIALIliSA (POETIC REASOlO s-
With reference to the origin of the Ratnakuta 

island* the poet mixes poetry with Puranic allusion* as in s

x%tmt wfFnrfi^Pr: wrz^Pft: srrjTFfrcr: i
Tqxwrrftwxcxm 3rrf*r m-

?IT^t vmfvTft^ XT^TTtrT^WT'XtfI SFTO

■maaggrifo wmx^rfcT fmsm Wr: W'qRffw fxficr: ^f-
frf^FfTftT ^fTFTKT^r: #t§Tl^c^twf?qcr: K137,13ff.),

where, in accordance with the typically Jainistic attitude*
new mythological points are poetically added to popular 
Ramayana story* while utilizing the Kavyalinga*

(20) TADGUgA (TRAMSFER OP QUALITY):-
We find this figure of speech, utilized in a cou

ple of instances, such as :
(74,5) and fnl^^rrffcF 

iftoT : I (550,17ff.).
(21) SAMUCOAYA (CQHCA7EHATI0N) s-

A fine specimen of this figure of speech is coin
ed when the poet describes the gradually descending darkness 
of the night, as in s

f¥ ^ X^Tf^FTT Wrx-5 WPwrf^ipTT^fW^'.i S^rprf ^rr-
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CTOT551,16ff.) •

(22) KIRMAMSiI (CHAIN OP CAUSES) s-
A classical specimen of this figure of speech is 

found in the depiction of the disinterested life of ascetics 
in the course of a dialogue between King Meghavahana and the 

Vidyadhara Muni, as in s

— smTxTftf wfrrrfijwf'R wkTmfwfti wnyf
wrfci ^wrpTfqrfcr f%rrc||^ ^rcrrPi-

i------— (26,19ff,),
(23) PARIS&taYA (EXCLUSION) s-

A siauix This figure of speech is utilized mostr 

ly in the course of the description of a king or a city, 
Thus, the absence of breach of law, of the extensive trave

lling, of confiscation of wealth of citizens by the king, 
subjecting

of/gBHKigning the guilty to fire ordeal, of jealosy, and of 

too much attachment for worldly wealth among the citizens 

of Ayodhya during the regime of King Meghavahana has been . 
skillfully alluded to in the following passage :

TOT ^ ^rf^TTOTT ^TTOTfci'F?:, TOTPPTgTg f^pcTTTOT,
ig^gcrgprf emqpfoTRT wgTOro ^ttot

, ^fWRT ftRWH ^^FT, ^tlT^I'Wd'

fTOPfWFT l ------------'----- -------------- (12,12ff,),

where the negation (vyapoha) is beautifully suggested (pra- 
tlyamfina). In the description of the citizens of Kind, how
ever, the poet chooses to express the exclusion in so many
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words, as in :

m fftsrrtFrt ff ti^r i '£&%, 3f-
g^rs^pr: ^ht3^ *r qwtsFTFfw^ r^r, f^aqt jw% ^

j--- (260,14ff.),
VJ> ♦ ~ fwhere “the Parisankhjta is based on Slesa on the words *Mugdha- 

ta’(r wonder; innocence), ’Harxdra-raga' (s colour of tnmeric; 
unsteady attachment), and 'Xiiilaaas' £X 'Baim-vacana-prayo ga* 
(« use of plural; talkativeness) and *Vibhrama’ (- charm; 
illusion)* In the depiction of the noble qualities of Eifcg 
MeghavShana, the poet resorts to Parisafikhya based on Sabha- 
Aga-slesa, as in :

— =r — ^rf^rrqiTfr q-Rm =r '
?rn#r---- (I3,i4ff.)»
where the words 'Uccapasabdah* has to be broken up as *Ut- 
eapa-&abdah* and *Ucca-apa&abda$*, and the compound ’Avani- 
tapaharl’ as * Avani-tSpa-harI( and x 'A-vanita-apahari*•

(24) EKSYAlf (SINSLE-STRIN&BD NECKLACE)
The beauty of the figure of speech called Ekavall 

is seen in the TM in a few instances* Thus, the poet descri
bes the Ratnakuta island in the following manner :
m fw wiTf^r, w%

wrrPh ^ ¥cq?nr“-

^rcrstPt, nsn^% ■'rot qpw: q1wraqT^T?H#r^T-
Tf^cTTf^r icicFpr^r^TTfcrT f^prxsFSTf^r i --------------------

(148,2ff*)*
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Similarly# during the depiction of the perplexed state of 

Gandharvaka' s mind when he was asked by Samaraketp, the poet 

makes the former reply in the following manner :

3tr wzrfn i ^ •q^rfc[ fferarnrPr ^
ypif4 T W^fcf f5JWr%rT t-------(224,l6ff.).

(25) SVABHSVOm (NATURAL DESCRIPTION):-

A life-like picture of a lion about to jump emer

ges from the following words :
3P7 Hi‘| Pc^fX I 7HTT^^MdWTg

fmwi: ------------------- -- (145»9tt.),

where the Svabhavokti is based on Rupaka and BhrSntimSn# A 

graphic picture of sailors is found in s
H't did pi ft 'H?Cl I : wi: -------- ---(152,13)*

A realistic word-picture of owls frequenting the hollows of 

dry trees is drawn im s

- m: C C C

^Ttmrfkt^wfecTf^T ^Ttw:|C238,9ff.).

(26) OBfagA |M«8BB (EXCELLENCE) J-

A remarkable instance of this figure of speech 

is to be seen in a fine imagery about the Parijataka tree# 
as in :

r^ffaciHTHu Ty^rcTqf^r
^frcrafgfnrfTqrcr-RT RHiwTt^rr sprats ^i^rnr-

^‘^^T^fTtrTqft’HtrlH 'HclclH I H17T“

¥ftWq —    HT P^TciWlt *. -< 228,15ff * ) *
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(27) OETANOm (PERSONIFICATION)

Though Sanskrit rhetoricians have not noticed a 

figure of speech like this, we do find instances of this 

mode of expression, as in :
, f^TW^tcT TW mjTT^T- ■ ■ ■

XcRWC I 1I (238,llff,),

where the personification is effected on the strength of 
Upami and faint Samasokti. In another place the martial vi

ctory is personified in the course of critical maach moments 

of a battle wherein the m victory fluctuates between two 
equally skillful and brave warriors, as in s

iqr^5^4Xitf^crT^?rf^{'^iT
^FrfcfsiTr: sTRxr^fr: i ssrriwfT ^ *rr§f%rf% Tprr
H^fsr, ^rof fqTtrTmTT1^, wrwi%, *rnnr
Trtrf (90,23ff.) j

here also the personification is based on Upama.
(28) OLIEEHA (INTUITIVE DESCRIPTION) s-

Although no such figure of speech has been reeog 
nized by rhetoricians like Rudrata, Bhoja and others, until 
the author of the Alankara-sarvasva awarded it the special 

separate status, the poets have been utilizing this mode of 
expression, naturally Dhanapala could not be expected to be 
an exception, Thus, the advent of youth is described in the 

following manner •

?%nr mrm
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WTO |WT^TT^TW#^'^3TOFrf--TOfqTT-
«-««l

^Tl¥r: l (264,8ff*)*

It is to be noted here that we have confined ourselves 

to the narrative part proper of the TM in illustrating the 
use of various figures of speech by Dhanapala, and have not 

touched those in the 6nii introductory verses to the text*
VU s KAVYA-DOgAS or POETIC

‘ B % EMI S H E S s-.....

Sanskrit rhetoricians have emphasized upon the 
intellectual equipment (vyutpatti) of poets, by which they 

expected in them a thorough knowledge of the ways of the 

world, of men, sciences, arts and what not* The poet c was 
expected to be alert in the choice of words, and observance 

of the rules of grammar, logic and poetic conventions* Cri
tics have not been sparing in picking up inexcusable flaws 
from the works of top-ranking poets like KalidSsa, Bharavi, 
MSgha, Srfharsa, and others* It may never be feasible for 

a poet to totally eschew all possible faults. But, as a 
setter of literary norms and ideals, the critic has to be 
a scholar competent in appreciating good points (gunajna) 
and in exposing the defects (dosajna), as is evident from

the definitions of Poetry (Kavya) postulated by rhetoricians 
from Bharata to Bhoja and many others, all of whom have ge
nerally accorded co-equal status to diction (sabda) and
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meaning (artha) and insisted on the presence of excellences 

(guna) which practically consist of the negation of faults 

(dosa).

Dhanapala’s contemporary critic Bhoja has taken parti

cular delight in elahorarely classifying poetic blemishes 
under separate heads of (a) defects of word (pada-dosa),
(b) defects of sentences (vakya-dosa), and (c) defects of 

the meaning of sentences (vakyartha-dosa) in the very first 

xemfcKB chapter of his SKB. As has been observed by Dr* Be- 

chan <Jha, most of the poetic defects enumerated by Bhoja 

are mentioned by hid predecessors like BhSmaha, Dandin, Va-
mana and Rudrata, all of whom he has followed and taken al-

536most all the Dogas from them*
We shall here give a few specimens of glaring poetic 

blemishes that are found in Dhanapala*s TM.

(A) FAPA-DOSAS S-
The following Fada-dogas are worth noticing $

(i) Asadhu*i*e*« grammatically incorrect* as in :

m Jr't
I----- (344*9ff*) where *Avasthitva’ is

grammatically incorrect! the correct form should be ’AvasthS- 
ya* *

(ii) Aprayuktat i*e*, not usually used by good poets> 

as in :

536. 6FBSF,pp.272-273
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(324»6ff.), where the word ’Cita-hutavaha* is awkward since 
it combines the inauspicious 'cita* with auspicious *Huta- 
vaha' «

(iii) Ahyartha, l»e., having unconventional meanings 
lias in,
cF% gr^frf^-ntTT —(3,12),where the word ’Ka

nina* is used to signify ’Vyasa*, the author of the Maha- 
bhabata l

Civ) Apugta or useless addition of qualifying words: 
as in,

--- (263,13), where
the word 'Vrajan* is quite redundant as it does not add to 
the meaning of the compound in any way and is unneeessarily 
used for the sake of bringing in alliteration*

(v) Asamartha, i*e*, incapable of giving the sense
in which it is used i as in,

----- ----
(182,2ff«), where the word ’AnSdara* is meant to 

indicate the sense of ’Aprayatna’ or 'AnaySsa*, but it cannot 
give this sense without farfetchedly streching it? here also 
it is the poet’s fondness for alliteration that is responsi
ble for the defect.

—(vi) Gfrflha, j*e«, use of a word in a less known senses 
as in,

¥5* : ( 47, 7).
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where the word (Nasta* is used in the less known sense of 

•Trutita* or *8thita**
(vii) Yiruddha. i.e. contrary : as in,

— f^» i cf H T^ETTCWsI Mffrc-----------------(382,5ff.)*

where the ward adjective *Vigata-para’ contradicts the sub

stantive ‘Palvala* in the same compound, since 'a puddle* 

can never he *boundless* by any stretch of imagination l
(viii) Desya, i»c«, a word which has no etymological 

meaning ; as in,
—- ----(204,20),

• # -* a

where the word Mmgiiamla&A *Taigimcohi* is a local dialecti- 

cal slang noticed by Hemachandra as a purely Desya usage 
in his Desl-namamala*

(B> V&CXA DQSAS 8-

from amongst the sixteen Vakya-do|as enumerated by 

Bhoja, the following are found in the TM s
(i) Anadam. i«e.. having inappropriate and unpleasant 

words : as in,
* 3OTrrftT % T ------- &&|c?®Mac)^339fl)*

c c x
xhsxc, in this strange Htpsaksi? the dtaisa temple x*m
where these words are used in*a letter which is meant to
ftjtiVbrttar ±m gg-agfa-fc -tf ten dtotKanilrtxmtit X
*‘convey the well-being *

(ii) Visandhi, i.e,, disjunction s as in,
tw f5R7c% fffeicf zrqi|0

^frcTTiHT^fcr^ i -------------- (423,9ff.)»

where the Juxtaposition of the word •filakananjaryah-
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with the word 'priyatveka' creates the wrong impression of 
Samaraketu being the beloved of Tilakamanjarl l She cause 
of this confusion is the intervening position of the word 
6 fPriyatveha* between *Tilakamanjaryah' and 'Kathitena*,
wherein the genitive in the former word is Sesa-sasthl ser-, « • • *
ving the purpose of the dative* the poet really seems to 
have meant tJuuto : f5PTc§FT fcra^wrf! ^T-

m ----- ------ etc..
(G) vSkySbtha DOSAS !-

■  .........................11 ■■1
Of the sixteen Vakyartha-dofas, the following are 

found in Dhanapala’s prose-romance :
(i) , Vyartha, i.e*, gag purposeless : as in,
~" *r. qTtr#tf%PTtr:

srftfrw^T^r wr wrf¥rwwxr| #^srPrfx-

f ^nr
fcPStcT SF ------(324,19ff.)»

where,looking to the context, viz., that Bandhusundarf is 
reported to have appealed for succour from someone in order 
to rescue hanging Malayasundarf, the underlined adjectival 
compounds are superficial and do not fit in with the situa
tion.

(ii) Hinopama, i*e>, deficiency : as in,

«A ' '

TfprnTHJ!^f --- (24,7),
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where the poet has inadvertently compared the holy body of 
the Vidyadhara Muni with the unholy *Asita-paksa-eaturdasf* 
in a flair for playing on the word *Bhuta* l

(iii) Adhikopama, i»e», redundancy in Upamana. as in
— f3f^WT7°T —<48,6)f

where either the former compound or the latter one becomes 
redundant as the contradiction between 'Prthula' and *Latagra 
mars the effect.

(iv) Asadrsopama, i.e., dissimilarity; as in#
— Wf**=FF^“

tff^Tsppr —(23,20),
where the VidySdhara Muni is fancied to be the glance of the 
buffalo of the God-of-death |

fv) Aprasiddhopama, i.e., strangeness of the standard 
of comparision i as in,

(160,23),
where the glance is metaphorically identified with a pair of 
big rivers l Similarly, in the verse,

SfToT SPWht ciTT^T

SfTf^rT aT^TWT^Pri^I l

„ _ " _ _ fcr.ii
^utJ i i i I Ji -^(238, Iff.),

*TarakIh*, ’Tamas-tantavah' and ’Purnendoh mandalam* are 
compared to * Da$ima-blja-paka;, 'Plupja-^arat-palala* and 
'Jarad-urnanabhi-nilaya* respectively l
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(vi) A&lila, l«e«, indecorous s as in,
— jp^TciPhci -------(i54,5ff.),

where , in this strange Utprekga, the divine temple of Lerd 
Rsabha is sought to he described l

(vii) Viruddha, i,e», contradictory s as in,

—(74,2ff.),
where the vast directions are identified with tiny 'Lata* 
in a Metaphor l

(D) MISCB LIANEOUS DEFECTS 8-
Over and above these poetic defects, there are a few 

blemishes comprising strange comparisions or imageries in fi
gures of speech like Upami, Utpreksa, Rupaka and others. Mo
reover, there are a few more faults which can be classified
as Prabandha-dosas or defects of the composition as a whole, 
as for instance s

(i) The improper and unnecessary details, as in,
"" IlWFU--- (29,4), especially

when the words are addressed to the Vidyadhara Muni,
(ii) loose ends of the story mentioned in Chapter VIII,
(iii) The unimaginative description of the red foot-

on the Ratnaklta island
prints of the courtezans on the floor of the temple^(157»19ff.), 
as they could not possibly be seen by Samaraketu who was 
sailing below in a ship in the ocean!

***$$**■*$$***


