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Chapter IV   Literary estimate of Uttararāmacaritam Evaluation for Rasa, 
Meters, Rīit (Style) and Alaṁkāra  
 
 
4.1 Evaluation for Rasa, Meters, Rīit (Style) and Alaṁkāra  
i. Meters:   
This chapter discusses the literary aspects of the play Uttararāmacaritam. Initially 
is discussed meters used in the play, their definition and schemes. Sanskrit Verse 
consists of padya or stanza which consists of four ‘Pāda’s or quarters. A Pada is 
regulated by the number of syllables (akṣaras) or syllabic instants (mātrās). When 
the Pada are all in one meter it is called a samavṛtta, to which type most of the 
meters conform; those are ardhasama-vṛttas where in the first Pada corresponds 
with the third and the second with the fourth, called respectively the odd   and the 
even Pada.  A third class is viṣama-vṛttas, which are very rare. 
Bhavabhūtihas used the verses written by शादूªलिविøडीतम ्for the Rasa of Veer, Raudra, 
Bibhatsa, Adbhuta, etc. शादूªल – This verse has been created in the frightening 
depiction of the forest and the crematorium, keeping in mind the wonderfully 
charming boisterous dynamics of the game. Most verses of शादूªलिविøडीतम ्are found in 
‘Mahāvīracaritam’ because this verse naturally evokes Veer Rasa. The use of this 
verse in the verse ‘दोदªÁडाि¼चतचÆþशखेर....’ (Mahāvīracaritam 1.54 ) in the bowing context 
of this play – the beauty is visible. The most famous verse of ‘Uttarāramacaritam’ 
‘अĬतंै सखुद:ु खयोरनगुतं...’ (Uttarāramacaritam 1.39) is an indication of the  different 
beauty of  शादूªलिविøडीतम ्| 
Bhavabhūti has specially planned the verse of Mahāvīracaritam in the long, 
eloquent, expressive in the exuberant cremation – description of Malatīmādhavam’, 
There is not a single verse of this verse in the Uttararāmacaritam’ because it is not 



helpful in the fulfillment of Karuna Rasa. This declaration of Parashurama in 
‘Mahāvīracaritam’ ‘कैलासोĦारसारिýभवुनिवजय...’ ( Mahāvīracaritam, 2.16) is a very 
beautiful example of this verse. Bhavabhūti has made special use of verse like 
Vasantatilakā, Mālinī, Mandākrāntā etc. in the depiction of makeup and compassion. 
After seeing Malatī in Madhāvā’, the mood of Madhāvā is depicted in ‘पÔयािम तािमत इत: 
पुरतĲ :’( Malatīmādhavam, 1.40), ‘ÿसरित पåरमाथी...’ (Malatīmādhavam, 1.41) 
respectively in  Vasantatilakā and Mālinī verses. At Dandakarya, the memories of 
Sita awaken in Rama’s heart. Seeing the Hastishavak nurtured by Sita, this statement 
of Rama येनोģ¸छिĬसिकसलयिÖनµध...’ (Uttararāmacarita,3.15) is the composition of the 
Mandakranta verse. The flow of this verse in the verse ‘वेलोÐलोल±िुभतकŁण....’ 
(Uttararāmacaritam, 3.36) can be seen spreading like the mourning flow of  Rama’s 
heart. In ‘Malatīmādhavam’, the poet narrates the delirium of the estranged 
Madhāvā in Harini verses. 
The vowels अ, इ, उ, ऋ, and ल ृare short and the rest long. The quantity of a syllable is 
determined by its vowel. A syllable with a short vowel is called Laghu (light) and 
one with a long vowels is called guru (Heavy). But a Laghu syllable becomes guru 
if it is followed by an Anusvāra or a Visarga, or a conjunct consonant, or when it 
occurs at the end of a Pada.  
Three successive syllables form a Gaṇa (foot); marking a short syllable as ‘◡’ and a 
long one as ‘---‘the different Gaṇas, which are eight in number may be exhibited as 
follows:- 
य ◡-- --; र – ◡ --;  त -- --  ◡; भ – ◡ ◡ ;  ज ◡ – ◡ ; स ◡ ◡ -- ; म -- -- -- ; and  न ◡◡◡.  
  A short syllable is often indicated in the Definition by the letter ल and a long one 
by ग. 



The Uttararāmacaritam contains in all 19 varieties of meters, which are given below 
in alphabetical order: - 
 
Anuṣṭubh:  –     
 Def.  

Ĵोके  षĶ ं गŁु  ²ेय ं सवªý  लघ ु प¼चमम ्।1 
           िĬचतुÕपादयोĆªÖव ं  सĮम ंदीघªमÆययो: ।   
There are many variations of this meter, but the one defined is the commonest. Each 
Padas of it consists of eight syllables, of which the sixth is long and the fifth short, 
and the seventh in the 2nd and the 4th Padas is short and in the 1st and 3rd Padas is 
long. The rest of the syllables m ay be either short or long. This is the shortest meter 
in general use and is easily recognizable. 
Example – Act I.1  
                       इद ंकिवËयः पूव¥Ëयो नमोवाकं ÿशाÖमह े। 
                    िवÆदमे दवेतां वाचममतृामाÂमन: कलाम ्।। (Uttarāramacaritam 1.1) 
Other Anuṣṭubh meters found in Uttararāmacaritam in are 
I.1,2,6,10,12,13,17,22,32,41,43,45,46,47,50, 51.,II.2, 5, 7, 8, 12, 15, 17, 18, 19, 24; 
III.1, 3, 7, 14, 24, 29, 31, 33, 46; IV. 2, 7, 9, 24, 27, 29, V.7, 17, 20, 21, 23, 27, 26, 
31.  
VI.2, 3, 5, 6, 10, 20, 21, 23, 29, 31, 32, 34, 36, 42.,VII.1, 2, 3, 5, 7, 8, 9, 10, 11, 12, 
13, 14, 15, 17, 18, 22. ((there are 60 verses Anuṣṭubh composed by Bhavabhuti.) 
Āryā: -- 
Def.          यÖया: पाद ेÿथम ेĬादश माýाÖतथा ततृीयेऽिप । 
              अĶादश िĬतीय ेचतथुªके प¼चदश सायाª ।।2 

                                                             
1M.K. Motilal, of Classical Sanskrit Meters, Pashv publication Ahmedabad, p.28 
2 Shah, Govindlal Shankerlal of Sanskrit Chanda, Gujrat Board 1994, p.36. 



This belong to the class of meters regulated by the number of mātrās or syllabic 
instants. The four Padas contain respectively 12, 18, 12 and 15 mantras. 
Example –   Act VI.13 
                        पåरणतकठोरपÕुकरगभª¸छदपीनमसणृसकुुमार: । 
                     नÆदयित चÆþचÆदनिनÕयÆदजडÖतव Öपशª: ।। (Uttarāramacaritam 6.13) 
Other example: - III. 41 
 
Indravajrā – Def.  ÖयािदÆþवûा यिद तौ ज गौ ग: ।।3 
Syllables. Scheme – त, त, ज, ग, ग. 
Example – Act I.11 
                      जामातयृ²ेन वय ंिनŁĦाÖÂव ंबाल एवािस  नवं  च  राºयम ्। 
                   यĉु: ÿजानामनरु¼जने ÖयाÖतÖमाघशो यÂपरम ंधनं व: ।। (Uttarāramacaritam 1.11) 
Other examples:- 
I.14, 44; II. 3; IV 8; VII 4, 16 
 
Upajāti -- 
Def.  ÖयािदÆþवûा यिद तौ ज गौ ग: ।  
         उपेÆþवûा जत आÖततो गौ ।। 
         अनÆतरोदीåरतलàमभाजौ, 
         पादौ यिदयावपुजातयÖता: । 
         इÂथं िकलाÆयाÖविप िमि®तास,ु 
         वदिÆत जाितिÕवदमेव नाम ।।4 

                                                             
3 Ibid p.31. 
4. Shah Govindlal Shankarlal of Sanskrit Chanda Shastra, Gujrat Board 1994, p.31. 

 



 An Upajāti is a mixture of one or more Padas of Indravajrā (see above) with one or 
more of Upendravajrā (11 Syll., sch. – ज, त, ज, ग, ग) so as to from one stanza. A 
mixture of other meters also in this manner is called an Upajāti the student is 
recommended to scan and find out in each case whether a Padas is in Indravajrā or 
Upendravajrā. 
Example: - Act III.42 
  सÖवेदरोमाि¼चतकंिपतङ्गी जाता िÿयÖपशªसखुेन वÂसा । 
   मŁÆनवाÌभ: पåरधतूिसĉा कदÌबयिĶ: Öफुटकोरकेव ।। (Uttarāramacaritam 3.42) 
Other examples: - I. 15; II. 6; III. 35; IV. 42; V. 16; VI 15, 27 (using of the 7 verses) 
 
Mālabhāriṇī: — (Also called Aupacchandasika of which it forms a special variety) 
Def. िवषमे ससजा गŁु समे चÂेसभरा येन तु मालभाåरणीयम ्।।. 
Odd Padas  
Syllables -11  
Sch. स, भ, र, य. This is an Ardhasamavṛtta. 
Example: Act. V.8.  
                  िविनवितªत एष वीरपोत: पतृनािनमªथनाßवयोपहóत: । 
                ÖतनियÂनरुवािदभावलीनामदाªिदव दĮिसहंशाव: ।। (Uttarāramacaritam 5.8) 
 
Rathoddhatā: – 
Def. रात् परैनªरलगै रथोĬता ।।5 
      राÆनरािवह रथोĬता लगौ ।। 6 
Syllables – 11. 

                                                             
5 I bid. २.११.९ 
6 Shastree, Vaidhyanath Kedarbhatt of Vrutratnakar Chaukhamba sansthan, Varansi 8th edition samvat 2046, p. 3. 
38. 



Sch. – र, न, र, ल, ग.  
Example: Act.I.34.  
                  जीवयिÆनव ससाÅयस®मÖवेदिबÆदरुािधकÁठमÈयªताम ्। 
                बाहòरैÆदवमयखूचिुÌबतÖयिÆदचÆþमिणहार िवĂमः ।। (Uttarāramacaritam 1.34) 
Other examples:- 
I.34, 37, 45; (3 using verses) 
 
Śālinī: --  
Def. – शािलनी म ्तौ तगौ ग ्समþुऋषय: ।।7 
Syllables.—11 
Sch. – म, त, त, ग, ग. 
The pause occurs after the fourth syllables. 
Example: -- Act.III.2.  
                 वीिचवातै: शीकर±ोदशीतैराकषªिĩ: पĪिक¼जÐकगÆधान ्। 
               मोह ेमोह ेरामभþÖय जीव ंÖवैरं Öवैरं ÿेåरतैÖतपªयेित ।। (Uttarāramacaritam 3.2) 
Other examples:- 
I. 42, III. 2., IV. 18., V. 31, 33. 
 
 Drutavilambita –  
Def. þुतिवलिÌबतमाह नभौ भरौ । 
12 syllable s. 
Scheme न, भ, भ, र. 
Example – Act.III.27  

अिय कठोर यश: िकल ते िÿय ंिकमयशो नन ुघोरमतः परम ्। 

                                                             
7 Shah S. Govindlal of Sanskrit Chanda Shastra, University book production Board, Gujrat, p.64. 



िकमभविĬिपने हåरणीŀश: कथय नाथ कथं बत मÆयस े।। (Uttarāramacaritam 3.27) 
Other example: - III. 27; IV.15 (use of 2 verse) 
 
Puṣpitāgrā: –  
Def.  अयिुज न यगुरेफतो  यकारो | 
          यिुज च नजौ जरगाĲ पुिÕपताúा ।।8  
ÿथम – ततृीय चरणमां न, न,र, य, िĬतीय – चतुथª चरणमां न,ज, ज, र, गŁु | 
Odd Padas – 12  
Syllables sch. न, न, र, य. 
Even Pada -13 Syllables- न, ज, र, ग this is an Ardhasamavṛtta. 
Example –III.20 
 कितपयकुसमुोģमः कदÌब: िÿयतमया पåरविधªतोऽयमासीत् । 
 Öमरित िगåरमयरू एष दÓेया: Öवजन इवाý यतः ÿमोदमिेत ।। (Uttarāramacaritam 3.20) 
Other examples:- 
 III. 18, 20; IV.  4; V. 4; VI .8. (Using of 5 verse) 
 
Vaṁśastha: – 
Def. जतौ तु वंशÖथमदुीåरतं जरौ ।  
Syllables – 12 
Sch.  ज, त, ज, र. 
Example – Act.VI.25 
               कठोरपारावतकÁठमचेकं  
              वपवुृªषÖकÆधसबुÆधरुांसकंम ्। 
              ÿसÆनिसहंिÖतिमतं च वीि±तं 
                                                             
8Moliya M. K. of Classical Sanskrit Meters, Pashv publication Ahmedabad, p.64. 



              ÅविनĲ माङ्गÐयमदृङ्गमांसलः ।। (Uttarāramacaritam 6.25) 
 
Praharṣiṇī: –  
Def. Ìनो ûो गिľदशयित: ÿहिषªणीयम ्।  
(मनजरगŁु, २, १०, यित ) 
Syllables – 13 
Scheme – म, न, ज, र, ग. 
The pause occurs after the third syllable. 
Example – Act.1.31.  
                       एतिÖमÆमदकलमिÐलका±प±, 
                       ÓयाधतूÖफुरदŁुदÁडपÁुडरीका: । 
                      बाÕपाÌभः पåरपÂनोदगमाÆतराले,  
                      सŀंĶाः कुवलियनो भवुो िवभागाः ।। (Uttarāramacaritam 1.31) 
Other examples:- 
I.30, 3, 40, 49; II. 39; III. 1, 18; using of the 7 verses. 
 
Mañjubhāṣiṇī: – 
Def. सजसा जगौ भवित म¼जभुािषणी । 
Syllables –13 
Sch. – स, ज, स, ज, ग. 
Examples: - Act.I.18.  
                       समयः स वतªत इवैष यý मां  
                    समनÆदयत्  समुिुख गौतमािपªतः । 
                    अयमागहृीतकमनीयकङ्कण- 
                    Öतव मिूतªमािनव महोÂसवः  करः ।।(Uttarāramacaritam 1.18) 



Other example: - III. 4; VI. 4, 17, 41. Using of the 5 verses. 
 
Vasantatilakā: - 
Def. – उĉा वसÆतितलका तभजा जगौ ग: ।9 
Syllables – 14 
Sch. त, भ, ज, ज, ग, ग. 
Example – Act.I.14. 
               कĶो जनः कुलधनैरनरु¼जनीय  ÖतÆनौ यदĉंुशभु ं न िह तÂ±म ंते । 
             नैसिगªकì सरुिभणः कुसमुÖय  िसĦा मिूधªनª  िÖथितनª चरणरैवताडीतािन ।। (Uttarāramacaritam 1.14 ) 
Other examples:- 
I. 7, 9, 14, 25, 36, II. 10, 11, 22, 33, III.8, 11, 12, 21, 26, 28, 47, IV. 6, 23, 29, V.10, 
11, 24, 33. 
VI. 7, 16, 19. Using of 26 verses. 
 
Mālinī: – 
Def. ननमयययतेुयं मािलनी भोिगलोकै: । 
Syllables – 15 
Sch. – न, न, म, य, य. 
The pause occurs after the eighth syllables. 
Example: Act. I.27  
             िकमिप िकमिप मÆद ंमÆदमासिĉयोगादिवरिलतकपोलं जÐपतोरøमेण । 
           आिशिथलपåरपरÌभÓयाÿतैुकैकदोÕणोरिविदतगतयामा रािýरेव Óयरंसीत् ।। (Uttarāramacaritam 1.27) 
Other examples:- 

                                                             
9 Ibid. ३. ७४  



 I. 24, 26, 37; II. 20, 21, III. 5, 16, 23, 25, 48; V 2, 3, 13; VI 2, 24, 26. Using of the 
16 Verses. 
 
 
Mandākrāntā: –  
Def. मÆदाøाÆताÌबिुधरसनगमैō भनौ तौ गयµुमम ्।10 
Syllables. 17 
 Sch. - म, भ, न, त, त, ग, ग. 
The pauses occur after the fourth and the tenth syllables. 
Example – Act III. 6. 
             सीतादÓेया Öवकरकिलतै: सÐलकìपÐलवाúे- 
              रúे लोलः कåरकलभको य: पुरा विधªतोऽभतू्  । 
             वÅवा साध« पयिस िवरहरÆसोऽयमÆयेन दपाª – 
             दधुामेन िĬरदपितना संिनपÂयािभयĉुः ।। (Uttarāramacaritam 3.6) 
Other examples:- 
I.33; II. 13, 14, 25; III. 6, 15, 36, 38; IV. 26; V.12; VI. 9, 22; VII. 6. using of the 13 
verses. 
 
Pṛthvī: – 
Def. जसौ जसयला वसúुहयितĲ पÃृवी गŁुः । 11 
Syllables – 17 
Sch. – ज, स, ज, स, य, ल, ग. (जसजसय, लघ ुगŁु ८, ९ यित) 
The pause occurs after the eighth syllable. 

                                                             
10Shastri Haridat, Pathak Shankardev of Chandomañjarī, Chuakhamba Sanskrit series office Varanasi, 8th edition, 
2026. 
11.M. K. Moliya of Classical Sanskrit Meters, Pashv publication Ahmedabad, p.44. 



Example – Act.V.5  
 अय ंिह िशशरेुकको मदभरेण भåूरÖफुर – 
  ÂकरालकरकÆदलीकिलतशľजालैबªल̈: । 
 ³वणÂकनकिकङ्िकणीझणझणाियतÖयÆदन-ै 
 रमÆदमददिुदªनिĬरदवाåरदरैावतृः ।। (Uttarāramacaritam 5.5) 
Other example: - V. 5; VI. 1, 37, 3 verse using. 
 
 
Śikhariṇī: -- 
Def. – रसै Łþिैश¸छÆना यमनसभला ग: िशखåरणी ।12 
Syllables: -- 17 
Sch. – य, म, न, स, भ, ल, ग । 
The pause occurs after the sixth syllable. 
Example – Act.1.38  
                       इय ंगेह ेलàमीåरयममतृवितªनªयनो – 
                       रसावÖयाः Öपशō वपिुष बहòलĲÆदन रसः। 
                      अय ंकÁठे बाहòः िशिशरमसणृो मौिĉकसरः  
                      िकमÖया न ÿेयो यिद परमसĻÖतु िवरह: ।।(Uttarāramacaritam 1.38) 
Other examples:- 
 I. 28, 29, 35, 38, II. 1, 2, 26, 27, III. 13, 30, 40, 44, IV. 3, 10, 11, 12, 13, 14, 21. 
  V. 9, 16, 26, VI. 11, 14, 28, 30, 33, 35, 38, 39. Using of the 30 verses. 
 
Hāriṇī:-- 
Def. -- नसमरसला ग: षड्वेदहैªåरणी मता ।13 
                                                             
12 Chandomañjarī 2.17.1 
13 Ibid. 2.17.5 



 Syllables – 17. 
Sch. – न, स, म, र, स, ल, ग | 
The pause occur after the sixth and the tenth syllables. 
Example: - Act.I.20.  
                  ÿतनिुवरल:ै ÿाÆतोÆमीलÆमनोहरकुÆतलै  –   
                 दªशनमकुुलैमुªµधालोकं  िशशदुªधती मखुम ्।। 
                 लिलतलिलतै ºयōÂसनाÿायरैकृिýमिवĂम-ै 
                 रकृत मधरैुरÌबानां म ेकुतूहलमङ्µकै: ।।(Uttarāramacaritam 1.20) 
Other examples:- 
I.20, 23, II. 4, III. 22, 24, 31, 32.IV, 17.V, 28. Using 9 verses. 
 
Śārdulavikrīḍīta: -- 
Def. — सयूाªĲैयªसजÖतता: सगरुवः शादूªलिविøडीतम ्।। 14 
Syllables: -- 19 
Sch. – म, स, ज, स, त, त, ग. The pause occurs after the 12 syllables. 
Example: --Act.I.39. 
                 अĬतैं सखुदःुखयोनगुतं सवाªÖवÓÖथास ुय – 
                 िĬ®ामो ŃदयÖय यý जरसा यिÖमÆनहायō रसः । 
                 कालेनावरणाÂययाÂपåरणते यÂÖनेहसारे िÖथतं 
                 भþ ंतÖय समुानषुÖय कथमÈयेकं िह तÂÿाÈयते ।। (Uttarāramacaritam 1.39) 
Other examples:-I.29, II. 9, 16, 28, 29, 30.III, 16, 37, 43, 45.IV1, 5, 17, 20, 22, 
25.V.6, 14, 19, 28, 35, 36.VI 18, 40.VII.20. 

Using of the 25 verses. 
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ii. Alaṁkāra (Figures of speech)   
           शÊदाथªयोरिÖथरा य ेधमाª: शोभाितशाियनः । 
           रसादीनपुकुवªÆतोऽलंकाराÖतेअङ्गादािदवत् ।।15  
Alaṁkāra is a figure of speech which means ornaments or adornments. Just like the 
women use ornaments to enhance her beauty, Alaṁkāra in Hindi language are used 
essentially to enhance the beauty of a poem. 
Though Dhvani (the suggested sense) and Rasa (sentiment) are important elements 
of a good Kāvya, it is not possible or even desirable to expect them everywhere in 
poetry. From very ancient times Alaṁkāras (figures of speech) have been recognized 
as the means of adding to the charm of the intended sense. Daṇḍī defines Alaṁkāra 
as the means of making a Kāvya beautiful (काÓयशोभाकरान ्धमाªन ् अलंकारान ् ÿच±ते ।) Bharata 
Nāṭyaśātra mention only four Alaṁkāra, viz. Upamā, Rūpaka, Dīpaka, and Yamaka, 
but later, their number increased to more than a hundred. 
Alaṁkāra (figures of word) are divided in to three kinds – 

1. Śabdālaṁkāras (figures of word), it came from two word Śabdaḥ (word) + 
Alaṁkāra (Ornaments)-certain specific words that create an ornamental effect 
in a verse/poem. 

2. Arthālaṁkāras (figures of sense), it came two word Artha (meaning) + 
Alaṁkāra (Ornaments) – the meaning of words that creates the required 
enhancement.  

3. Śabdārthālaṁkāras (figures of both words and sense). 
Śabdārthālaṁkāras appear artificial as compared to the Arthālaṁkāra the Alaṁkāra 
which depends on the use of particular words or letters and would disappear if the 
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words or letters are changed is called a Śabdālaṁkāra. Bhavabhūti has used three 
Śabdālaṁkāras, viz. 
 Anuprāsa (Alliteration) when a consonant word repeats serially more than once.  
Yamaka (Homonym) when same word repeats more than once but each time its 
meaning is different. 
 
Śleṣa- pun (double entendre) when a word is used once but it gives more than one 
meaning. 
Example:  
 An instance of the Anuprāsa is – 
         गÆधदीपÆेþफलभ: कåरकुÌभकुटकटकुĘ । 
         कपािणकुिलशÖय यथा मगृारे: । (Mahāvīracaritam 2. 31)  
 In which the consonant is repeated a number of times. 
An instance of the Yamaka is the following verse from the Malatīmādhava- 

जीव जीिवतसमाय जीिवतं दिेह जीवतु सहुºजनĲ ते । (Malatīmādhavam 10.15)  
Here the word Giva is repeated. We have already illustrated Śleṣa while discussing 
Dhvani before in Bhurivasu’s words addressed to the king, viz. 

ÿभवित िनजÖय कÆयकाजनÖय महाराज: । 
There is Śleṣa on Nijasya. Kāmandakī consoles Mādhava by bringing it to his notice. 
Some Upamās are based on Śleṣa they will be illustrated later.  

अिनयतŁिदतिÖमतं िवराजÂकितपयकोमलदÆतकुđलाúाम ्। 
वदनकमलकं िशशो: Öमरािम Öखलदसम¼जसम¼जजुिÐपतं ते ।। (Uttararāmacaritam 4. 4 ) 

This verse contains two Upamās, but its charm is due mainly to the beautiful word 
picture in it an innocent and pretty child. 



In Svabhābhokti we see the poet’s keen observation and graphic description, while 
in the Alaṁkāra based on Vakrokti we notice the play of his imagination we shall 
first take the figure Upamā, which is basic and charming. 
 
Upamā: Simile – 
When a person or thing is compared in words with a similar but famous/well known 
person or thing. 
The saying Upamākālidāsasya gives the palm to the poet Kālidāsa in the use of 
similes, and in view of the abundance, diversity and charm of his smiles the praise 
is not undeserved. But some of the Upamā used by Bhavabhūti are no less beautiful. 
we do not cite here the traditional similes used by him in common with other poets 
such as Danta – Kudmala (bud like teeth) or Vadana – kamala (the lotus – like face 
) it would suffice to point out the salient features of his similes. 
Propriety: -- 
The similes used by the characters in Bhavabhūti’s play are such as would natural 
style occur to them. Sage Viśvāmitra was always engaged in the performance of 
Vedic rites. So it is but natural that he should draw his similes from such rites. He 
compares Rāma to a magical rite (Abhicāra) mentioned in the Atharvaveda which 
brings about total destruction of the enemy (Mahāvīracaritam I.62). later, 
Jamadagnā, who though religious minded, committed the terrible extermination of 
the Kṣatriya race, is compared with the Atharvaveda; for just as one can secure his 
welfare with the mantras of that Veda, he can also cause the extermination of his 
foes by the performance of its magical rites Daśaratha has appropriately used the 
simile of the sacrificial fire in describing the irate family Priest Śatananda, who had 
the spiritual power to reduce Jamadagnā to ashes. 
 
iii. Aptness: 



Some of the similes used by Bhavabhūti appear very apt. for instance, the simile of 
a mad Dog’s poison given to the Scandal about Sīta spreading among the people is 
quite apt. (U.ch.1.40) the person whom a mad dog bites, himself becomes poisonous. 
He whom he bites also becomes equally poisonous. So the poison of a mad dog 
spreads quickly. The scandal about Sīta’s character was spreading like it. This is 
aptly suggested by the simile. The simile of a ‘Pūtapāka’ (a closed vessel with the 
herbs boiling inside) to describe Rama’s grief in the Uttararāmacaritam – (Act III) 
is equally apt. for several other new and apt similes, see the following – 
                छĪना पåरददािम मÂृयव ेसौिनको गहृशकुिÆतकािमव । (Uttararāmacaritam 1. 45 ) 
                ममōपधाितिभ: ÿाणवैªûकìलाियतं Ńिद ।(पूवōĉ, 1. 47);  
              पटुधाªरावाही नव इव िचरेणािप िह न म े। 
              िनकृÆतÆममाªिण øकच इव मÆयिुवªरमित ।। (पूवōĉ 4.3) 
  
iv. Abstraction  
Bhavabhūti generally takes his Upamāna from concrete object, but in some places 
he has chosen them from abstract ideas also see for instance the simples of Pratāpa 
(majesty) and Vikrama (Velour) Springing from religious merit, used by Kuśadhvaja 
to describe Rama and Lakṣmaṇa accompanying Viśvāmitra (ÿतापिवøमो धमª पुरÖकृÂयोģतािवव 
। Mahāvīracaritam 1.22.) similarly the simile used by Lava to describe Rāma (ÿकृĶÖयेव 
धमªÖय ÿसादो मिूतªसÆुदर: | (Uttarāramacaritam 6.10) is of the same type. 
 
उपमा:     – (Simile) 
 Def. हध ंसाधÌयªमपुमा ।16 (का.ÿ.१० .१ ) 
Example: - Act. I.2  

                                                             
16 Ibid.10. Pp.161 



                  य ंāĺणिमय ंदवेी वाµवÔयेवानवुतªते । ( 
                उ°रं रामचåरतं तÂÿणीतं ÿयोàयते ।। (Uttarāramacaritam 1.2) 
Other examples:- 
 I. 2, 15, 20, 24, 29, 40, 45, 47, 49; II. 24; III. 1, 5, 7, 9, 18, 23, 30, 35, 36, 47; IV. 2, 
3,  4, 6, 15, 19; V. 28, 9, 14; VI. 6, 13, 15, 17, 9, 24, 25. 
 
अपĹनुुित – (Concealment) 
Def. – ÿकृतं यिÆनिषÅयाÆयÂसाÅयते सा ÂवपĹनुिुत: ।17 (का.ÿ. १०.१० ) 
Girdle – Metaphor, occurring in stanzas like the above, has not been defined, because 
it is not possessed of any special striking ness. But when, having made the object of 
comparison false, the standard of comparison is established in its place as true that 
is Concealment. To illustrate -18 
Example: - Act.III.34    
                  नैता: िÿयतमा वाचः Öनेहाþाª: शोकदाŁणा: । 
                  एताÖता मधनुो धारा: ĲोतिÆत सिवषाÖÂविय ।।(Uttarāramacaritam 3.34) 
 
 अथाªÆतरÆयास -- (Transition) 
Def. –   सामाÆय ंवा िवशेषो वा तद Æयेन  समÃयªते | 
            यý सोऽथाªÆतरÆयास: साधÌय¥णतेरेण वा  ।19 (का.ÿ. १०. २३) 
That is Corroboration where a general proposition or a particular proposition is 
corroborated by a proposition other than that, either through similarity or through its 
opposite.  When through similarity or through dissimilarity a general proposition is 
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corroborated by a particular or a particular proposition by a general, that is 
corroboration. Illustration-20 
Example: - Act.I.5  
               सवªथा ÓयवहतªÓय ंकुतो Ļवचनीयता । 
               यथा ľीणां तथा वाचां साधÂुव ेदजुªनो जन: ।।(Uttarāramacaritam 1.5) 
Other examples:- 
I. 5, 8; II. 11, 19    4. 11, 12; VI. 5, 11, 12, 14; VII. 4. 
 
आ±ेप: -( Paralipsis) 
 Def. िनषेधो वĉुिमĶÖय यो िवशेषािभिधÂसया वàयमाणोĉिवषयः स आ±ेपो िĬधा मतः ।। (का.ÿ. १०.२०) 
That is Paralipsis, which consists in the denial of a thing intended to be said, with a 
desire to express some special meaning. It is considered to be two – fold according 
as it refers to what is going to be said and what has already been said. 
The denial i.e. an apparent denial of a thing intended to be said, which owing to its 
relevancy is unfit to be relegated to a subordinate position in order to express a 
special meaning (such as) the impossibility of expressing it or its being too well – 
known – that is two – fold Paralipsis, as it refers to what is about to be said and as it 
refers to what has been said.21 
Example: - Act. IV.25.   
                   शाÆतं वा रघनुÆदन ेतदभुयं यÂपýुभाÁडं िह म े। 
                   भिूयķिĬजबालवĬृिवकलľैणĲ पौरो जन: ।। (Uttarāramacaritam 4.25) 
Other examples:- 
 III. 26; IV. 25; VI. 40. 
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उÂÿे±ा – (Poetic fancy) 
Def. सÌभावनमथोÂÿे±ा ÿकृतÖय समेन ् यत् । 22 (का.ÿ.१०.६) 
Being accustomed to describe a matter in detail instead of suggesting it briefly, 
Bhavabhūti often pours a shower of Utprekṣa. As Kālidāsa is unrivalled in the use 
of Upamās, so is Bhavabhūti in respect of Utprekṣa. We may indicate this by saying 
Utprekṣas Bhavabhūti’s Uttararāmacaritam see the following description of Rama 
(and also of Lava): 
               सामाÃयाªनािमव समदुयः संचयो वा गणुाना – 
               भािवभूªय िÖथत इव जगÂपÁुय िनमाªण रािश: ।। (Uttarramācaritam 6. 9) 
This verse contains several lovely Utprekṣas which bring the figure of the person 
vividly before our eyes. 
Poetical Fancy is that which constitutes the probability of the object under 
description as being identical with a similar object.6 ab with a similar object means 
with the standard of comparison.23 
Example: - Act. III.38. 
 हा   हा दिेव Öफुटित Ńदयं Åवंसते दहेबÆध:  
 शÆूय ंमÆय ेजगदिवरलºवालमÆतºवªलािम । 
 सीदÆनÆध ेतमिस िवधरुो मºजतीवाÆतराÂमा  
 िवĵđोह: Öथगयित कथं मÆदभाµय: करोिम ।। (Uttarāramacaritam 3.38) 
Other examples:- 

I. 48; II.26; III. 4, 13, 25, 38; IV. 19; V. 6, 13; VI. 3, 9, 10, 22, 26, 36. 
 

िवरोध: -- (Contradiction) 
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Def. िवरोध: सोऽिवरोधेऽिप िवŁĦÂवेन यĬच: ।24 (का. ÿ. १०.२४) 
That is Contradiction, which consists in the statement (of two things) as being 
contradictory even in the absence of such contradiction. 
That is Contradiction, which represents a statement of two things being as though 
contradictory, even when I n reality there is no contradiction between them.25 
(Contradiction) this figure occurs in the following verse of the Uttararāmacaritam 
(11.6): 

Âवां नामशेषामिप þ्Ôयमान: । 
ÿÂय±þĶािमव नः करोित ।। (Uttararāmacritam 2.6) 

Though Sīta had disappeared from the world, she is here described as visible this 
involves contradiction n, but it is only apparent (Virodhābhāsa). When this figure is 
based on double entendre, it is more charming. 
Example: - Act.VII.1.  
 राºया®मिनवासऽेिप ÿाĮकĶ मिुनĄतः । 
 वाÐमीिकगौरवादायª इत एवािभवतªते ।।(Uttarāramacaritam 7.1) 
Other examples:- 
I.28, 35; II.6; III.12; IV.7; V.26; VII.1.  
 
काÓयिलङ्ग:ं - (Poetical cause) 
Def. काÓयिलङ्गं हेतोवाª³यपदथªता ।।26 (का. ÿ.१०.२८) 
Poetical cause arises when a reason takes the form of the meaning of a sentence and 
of a word or words.27 
Example – Act.III.20  
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 कितपयकुसमुोदगमः कʽबः िÿयतमया पåरविधªतोड:Èयय मासीत् । 
 Öमरित िगåरमयरू एषः दÓेया: Öवजन इवाý यतः ÿमोदिमित ।।(Uttarāramacaritam 3.20) 
Other example:- 

II. 13 
 

तुÐययोिगता - (Equal Paring) 
Def. िनयतानां सकृद ्धमª: सा पुनÖतु Ðययोिगता ।28 (का.ÿ.१०.१८ ) 
When again the common property of definite objects, (whether all relevant or all 
irrelevant), is mentioned once, that is Equal Paring. 
Of definite objects means of objects which are only relevant or of those that are only 
irrelevant. The following are illustrations-29 
Example: Act.VII.4.  
 सोढिĲरं रा±समÅयवासÖÂयागो िĬतीयÖतु सदु:ुसहोऽÖया: । 
  को नाम पाकािभमुखÖय जÆतुĬाªरािण दवैÖय िपधातुमीĶ े।। 7.4 
VII. 4. 
 ŀĶाÆत: - (Exemplification) 
Def. ŀĶाÆत: पुनरेतेषां सव¥षां ÿितिबÌबनम ्।30 (का. ÿ.१०.१६ ) 
Exemplification again is the effective representation of all these. 
Of these means of the common property and others. Where end i.e. ascertainment of 
the matter in hand is seen – that is exemplification. As in the following- 31 
Example: - Act.I.14. 
                   कĶो जनः कुलधनैरनरु¼जनीय  ÖतÆनौ यदĉंुशभु ं न िह तÂ±म ंते । 
                 नैसिगªकì सरुिभणः कुसमुÖय  िसĦा मिूधªनª  िÖथितनª चरणरैवताडीतािन ।।(Uttarāramacaritam 1.14) 
                                                             
28. Ibid. 10. p. 300. 
29 Ibid.10.p.44 
30. Ibid. 10. p. 296. 
31 Ibid.10.p.65 



Other example: - V.20  
Nidarśanā (Example) – like Utprekṣā, Nidarśanā also is a figure favorite with 
Bhavabhūti. When the description of an impossible commotion between two things 
suggests their comparison, the figure is called Nidarśanā see the following 
description of Mālati’s face, pale with grief – 
There are excellent Nidarśanā in the following verses also – 

Ĭधेा समĦुतमŁ°रलÖय ध°े   
मेधÖय माधवनचापधरÖय लàमीम ्।। (Uttararāmcaritam 5.11) 

and  
ध°े  कािÆतमकाÁडताÁडिवतयोभªङ्गगेन व³ýं Ăवो- 
ĲÆþÖयोÂकटलाÆछनÖय कमलÖयोदĂाÆतभङ्ृगÖय च ।। (Uttararāmacaritam 5.36 ) 
 

िनदªशना- (Illustration) 
Def. अभवन ्वÖतुसÌबÆध: उपमापåरकÐपकः ।32 (का. ÿ.१०.११ ) 
Illustration is an impossible connection between things, which leads to similitude. 
Illustration means the citing of an instance.to illustrate-33 
Example: Act.I.46.  

अपवूªकमªचाÁडालमिय मµुध ेिवम¼ुच माम ्। 
ि®तािस चÆदनĂाÆÂया दिुवªपाकं िवषþुुमम ्।।(Uttarāramacaritam 1.46) 

Other example:- 
I. 46; V.11, 36; VI. 4, 29. 

 
ÿितवÖतुपमा -- (Parallel) 
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Def. सामाÆयÖय िĬरेकÖय यý वा³यĬय ेिÖथित: ।34 (का.ÿ.१०.१६ ) 
That is parallel, where one common property stands twice in two sentences. 
When the common property is mentioned, in the sentence expressive of the standard 
of comparison, by means of two different words, because a repeated word is declared 
to constitute a fault that is Parallel, because here a thing viz. the sense of a sentence 
assumes the character of a standard of comparison. As in the following-35 
Example: - Act.I.13.  

उÂपि°पåरपतूाया: िकमÖया: पावानाÆतरै: ।   
तीथōदकं च विह विĹĲ नाÆयतः शिुĦमहªत: ।।(Uttarāramacaritam 1.13) 

Other example: - III.29. 
 
Bhāvikaḥ: -- (Vision) 
 Def. ÿÂय±ा इव यद ्भावा; िøयÆते भतूभािवनः ।36 (का.ÿ.१०.२८ ) 
  तद ्भिवकम ्।। 
Here there is an exchange of a superior with an inferior. When objects, past and 
future, are represented as though before one’s eyes i.e. present, that is vision. 
Past and future – thus (the word bhutabhavinah) is a Dvandva compound. Here there 
is bhava i.e. the intention of poet- for this reason the figure is called Bhavika.37 
Example: - Act. I.15.  
                  āĺादयो āĺािहताय तÈÂवा परः सहąा: शरद Öतपांिस | 
                 एता ÆयपÔयÆगरुवः पुराणाः ÖवाÆयेव तेजांिस तपोमयािन ||( Uttarāramacaritam1.15) 
Other example: - I., 18; II. 17. 
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35 Ibid.10.p.64 
36Op. cit. p.318. 
37 Ibid.10.p.83 



 
 ĂािÆतमान - (Error) 
Def. ĂािÆतमान अÆयसिंवत ्त°Ðुयदशªन े।38 (का.ÿ.१०. ४६ ) 
By the word it, another i.e. of a matter not in hand is referred to. An object similar 
to it, i.e. of course here the matter in hand, is resorted to i.e. is understood. When, on 
that similar object, which is of that kind (i. e. the matter in hand) being seen, it is 
comprehended as being identical with the matter not in hand, that is Error. 
And this is not Metaphor or the first Hyperbole; because there delusion in reality is 
absent. And because here it viz. delusion is quite distinctly understood, as seen from 
the use of the name in accordance he sense. An illustration-39 
Example: - Act. I.39.  

अĬतंै सखुदःुखयोनगुतं सवाªÖववÖथास ु य – 
िĬ®ामो ŃदयÖय यý जरसा यिÖमÆन हायō रसः । 
कालेनावरणाÂययाÂपåरणते यÂÖनेहसारे िÖथतं 
भþ ंतÖय समुानषुÖय कथमÈयेकं िह तÂÿाÈयते ।।(Uttarāramacaritam 1.39) 
 

 łपकम ्-- (Metaphor)  
 When a word is used for something to which it is not literally applicable in order to 
suggest a resemblance. 
Def. तद łपकम ्अभेदो य उपमानोपमेययो: ।40 (का. ÿ. १०. २७ ) 
That is Metaphor, which consists in the identification of the standard of comparison 
and the object of comparison. 
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The identification between (the Upmana and the Upmeya), the difference between 
which is not concealed, arising from extreme similarity leads to Metaphor.41 
Example: - Act. I.15.   
               āĺादयो āĺािहताय तÈÂवा परः सहąा: शरद Öतपांिस । 
             एताÆयपÔयÆगरुवः पुराणाः ÖवाÆयेव तेजांिस तपोमयािन ।।(Uttarāramacaritam 1.15) 
Other examples:- 
I.30, 36, 38, 46, 51; III. 9, 17; IV. 19, 25, 27; V. 5, 17, 31; VI. 16, 30, 38. 
 
 िवशेषोिĉ -- (Peculiar Allegation) 
Def. िवशेषोिĉ रखÁडेष ुकारणषे ुफलावचः ।42 (का.ÿ.१०.२२ ) 
Peculiar Allegation is the non-statement i.e. the non- production of the fruit, when 
the cause are unbroken i. e. are working properly. 
Peculiar Allegation is the non-mention of the effect, even when the cause are joined 
together to produce it. It is of three kind’s viz. where the cause is not mentioned, 
where the cause is motioned and where the cause is incomprehensible.43  
Example: - Act. I. 6. 
      दÓेयामिप िह वैदेĻां सापवादो यतो जनः । 
               र±ोगहृिÖथितमूªलमिµनशĦुौ ÂविनÔ¸य: ।।(Uttarāramacaritam 1.6) 
Other example:- 
II. 31, 32; VI.33. 

 
 Óयितरेक - (Excellence) 
Def. उपमानाद ् यदÆयÖय Óयितरेक: स एव स: | (का.ÿ.१० १९ ) 

                                                             
41 Ibid.p.47 
42 Ibid.  10. p. 306 
43 Ibid.10.74 



When there is the excellence of the other (i.e. the object of comparison) over the 
standard of comparison, that itself is the figure Excellence. 
Of the other means of the object of comparison; excellence means pre-eminence.44 
Example: - Act. I.10.  
                  लौिककानां  िह साधनूामथ« वागनवुतªते | 
                  ॠषीणां पुनराīानां  वाचमथōऽनधुावित ||  ( Uttarāramacaritam 1.10) 
Other example: - II.7; III. 44. 
 
Ĵेष: - (Paronomasia) 
Def. – Ĵेष: स वा³य ेएकिÖमन ्यýानेकाथªता भवेत् | (का. ÿ.१०.१० ) 
That is Paronomasia. Where words convey more than one sense in one sentence. 
Where words, which primarily convey one sense only, have more than one sense 
that is Paronomasia. The following is an illustration-45 
Example: - Act. I. 1.  
                          इद ंकिवËयः पूव¥Ëयो नमोवाकं ÿशाÖमह े। 
                          िवÆदमे दवेतां वाचममतृामाÂमन: कलाम ्।। (Uttarāramacaritam 1.1) 
Other example: III.40. 
    
 समासोिĉ: - (Brevity) 
Def. परोिĉभ¥दकै: िĴĶ:ै समासोिĉ: । (का. ÿ.१०.११ ) 
The speech of Brevity is the statement of another by means of paronomastic 
adjectives. 
When a sentence, which conveys a relevant matter, also suggests (Lit. expresses) an 
irrelevant matter through the process of par onomastic adjectives, but not through 
                                                             
44 Ibid.10.p.68 
45 Ibid. p.10.55 



the power of substantive also, that is the Speech of Brevity, so called because of its 
conveying two senses in brief. The following is an illustration- 
Example: -   पुरा यý ľोत: पुिलनमधनुा तý सåरतां  
                  िवपयाªस ंयातो घनिवरलभाव: ि±ितŁहाम ्| 
                  बहोदªĶ ंकालादपरिमव मÆय ेवनिमदं  
                 िनवशे: शलैानां तिददिमित बिुĦं þढयित ||( Uttarāramacaritam 2.27)  
 
समुĲय - (Conjunction) 
 Def. तिÂसिĦहेतावेकिÖमन ्यýाÆयत् तÂकरं भवेत् | समĲुयोऽसौ46 (का.ÿ.१०.३० ) 
That is Conjunction, where one cause competent to accomplish that (result) being 
present another producing that same result would also be present. 
Where when one cause competent to accomplish (Sadhaka) that viz. the relevant 
result is present, other causes also arise, that is Conjunction. To illustrate-47 
Example: -- Act.II.2.  
                      िÿयÿाया विृ°िवªनयमधरुो वािच िनयमः  
                   ÿकृÂया कÐयाणी  मितरनवगीतः पåरचयः । 
                   पुरो वा पĲाĬा  तिददमिवपयाªिसतरस ं  
                   रहÖय ंसाधनूामनपुिध िवशĦंु िवजयते ।।(Uttarāramacaritam 2.2) 
Other examples: - IV.5; VII.6 
 
 ससदेंह --- (Doubtful) 
Def. ससदंहे Öतु भेदोĉौ तदनĉुौ च संशय: ।48 (का.ÿ.१०.६ ) 

                                                             
46 Op. cit. 10. P.325 
47 Ibid.10.p.87 
48 Ibid. 10.p.275 



But the Doubtful is a doubt, when the difference (between an Upameya and an 
Upmana) is expressed and when it is not expressed.49 
Example: - 

िविनĲेतुं श³यो न सखुिमित वा द:ुखिमित  वा  
ÿमोहो िनþा वा िकम ुिवषिवसपª: िकम ुमद: । 
तव Öपश¥ Öपश¥ मम िह पåरमढूेिÆþयगणो 
िवकारĲैतÆय ंĂमयित च संमीलयित  च ।। (Uttarāramacaritam 1.35) 

 III.11; V. 16; VI. 3, 19. 
 
सार: --- (climax)   
Def.  – उ°रो°र मÂुकषō भवेत ्सार: पराविध: ।50 (का. ÿ.१०.३७ ) 
Excellence, reaching means the culminating point in the last (part of a stanza or prose 
passage) by successive stages, would be climax. 
The word Paravadhih means that whose culmination is the last (i.e.) the concluding 
part, because there only excellence rests after successively rising in the preceding 
parts of the stanza or the prose passage. Here is an illustration -51 
Example:  
            स संबÆधी ĴाÅय: िÿयसŃुदसौ तĲ Ńदयं  
   स चानÆद: सा±ादिप च िनिखलं जीिवतफलम ् 
  शरीरं जीवो वा यदिधकमªतोऽÆयिÂÿयतरं  
  महाराज: ®ीमािÆकिमवं मम नासीŀशरथ: || (Uttarāramacaritam 4.13) 
 
Öमरण : -- (Reminiscence) 

                                                             
49 Ibid.p.46 
50 Op. cit. 10. p.344 
51 Ibid.10.p.100 



Def. यथानभुवमथªÖय ŀĶ ेतÂसदश ेÖमिृत: ।52 अनभुूते (का.ÿ.१०.४६ ) 
The recollection of an object as it was experienced, when similar object is seen, (is 
the figure) reminiscence. 
When an object, which is at some time experienced as defined (niyata) by a certain 
form, is at another time recollected in exactly the same form, when another object 
similar to it, producing the awakening of remembrance, is seen, that would be 
Reminiscence. An illustration-53 
Example:  अितशियतसरुासरुÿभाव ंिशशमुवलो³य तथैव तुÐयłपम ्। 
                 कुिशकसतुमखिĬषां ÿमाथे धतृधनषंु रघनुÆदन ंÖमरािम ।। (Uttarāramacaritam 5.4) 
 
Öवभावोिĉ: -- (Description of Nature)  
Def. – Öवभावोिĉ: ÖवभावोिĉÖतु िडÌभाद:े Öविøयाłपवणªनम ्। (का.ÿ.१०.२५ ) 
But Description of Nature is the description of the action and form peculiar to a child 
etc. 
Of the own means residing in those only. Form means color and figure. Here is an 
illustration-54 
Example: -- Act. II. 30. 

एते ते कुहरेष ुगģदनदģोदावरीवारयो 
मेघालिÌबतमौिलनीलिशखरा: ®ोिणभतृो दाि±णा: । 
अÆयोÆयÿितघातसंकुलचलÂकÐलोलकोलाहलै   
Ł°ालाÖत इम ेगभीरपयस: पÁुया: सåरÂसंगमा: ।। (Uttarāramacaritam 2.30) 

Other examples: - 
 III. 29, 30; III. 19; IV. 4, 20, 66. 

                                                             
52 Ibid.  10.p.357 
53 Ibid.10.p.47 
54 Ibid.10.p.46 



 
 

 अितशयोिĉ: -- (Hyperbole) 
Def. िसĬÂवेडÅयवसाय Öयाद ितशयोिĉ: िनगīते । (का.ÿ.१०.१५ ) 
That should be known as Hyperbole, when an object under description (i.e. an 
Upameya) is, indeed (tu), ascertained (as being identical with another on account of 
its) having been completely swallowed by that another (i.e. an Upamana); when an 
object under description is stated to be other than ordinary; and when there is 
supposition, the sense of the conditional particle “if” being stated; and when there is 
an inversion of the sequence of effect and cause.55 
Hyperbole – when a word is used of exaggerate something or someone, to evoke a 
strong feelings or to create a strong impression. 
Example: - Act. I. 38. 

इय ंगेह ेलàमीåरयममतृवितªनयनो – 
रसावÖयाः Öपशō वपिुष बहòलĲÆदन रसः। 
अय ंकÁठे बाहòः िशिशरमसणृो मौिĉकसरः  
िकमÖया न ÿेयो यिद परमसĻÖतु िवरह: ।। (Uttarāramacaritam 1.38) 

Other examples:- 
I. 28, 38, 13; III.26; IV. 13, 27; VI. 6. 

 
 अनÿुास: - (Alliteration)  
When a consonant word repeats serially more than once.  
Def. शÊदसाÌय ंवैषÌयेडिपÖवरÖय यत् ।56 
Example: -- Act. IV.29.  
                                                             
55 Ibid.10.p.47 
56 Kaviraj, Visvanātha of Sāhitya Darpana, Chowk hamba Vidyabhavan Varansi, 1970 p.668. 



 ºयािजĻा वलियतोĉटकोिटदंÕů मģुाåरघोरघन घघªरघोषमतेत् । 
 úासÿसĉहसदÆतकव³ýयÆý जÌृभािवडिÌब िवकटोदरमÖतु चापम ् ।।(Uttarāramacaritam.4.29) 
Other examples:- 
II. 9, 29; IV.29; V. 2, 5, 6, 14, 26; VI.9; VII. 37. 
Alliteration- The purpose of alliteration is to produce musicality from the frequency 
of a sound. But this repetition of sound should be melodious and lyrical. In the 
sentence, it is called Varna – samya alliteration- ‘वणªसाÌयमनÿुास’. If this similarity of 
letters is made with a sharp sound, then the syntax becomes bitter. Bhavabhūti’s 
‘गĥनदµदोदावरीवारय:’ नीरÆňनीलिनचलुािन सरी°टािन’ | (Uttararamācaritam 2.23)  
Alliteration experiments are beautiful, but ‘कुजÂ³लाÆतकपोतकु³कुटकुला:’ | 
(Uttararamācaritam 2.9) ग¼ुजÂकु¼जकुटीरकौिशकघटाधÂुकारवÂकìचक: | (Uttararamācaritam 2.29)   
In Bhavabhūti, this righteousness is more combined than mental quality and 
condition. Often their analogies become intangible. Bhavabhūti has associated and 
Saririni – Virah- sadness- 

 कŁणÖय मिूतªरथवा शरीåरणीिवरह Óयथेव वनमेित जानकì’ (Uttararamācaritam 3.4) as the heat of 
autumn discolours the inner leaf of the Ketaki’ साधÌयªमपुमा   | (Uttararamācaritam 3.5).  
The great poet Bhavabhūti has used almost all the Alaṁkāra in his three theatrical 
works. His most favorite Alaṁkāra is the Upamā. In all three plays, the use of simile 
is more than other Alaṁkāra. In Uttararamācaritam, there is a use of simile in the 
quadrant. Even in prose, simile is highest. Bhavabhūtihas compared the idol with the 
abstract at many places. This feature is also rare in the works of Upama samrat 
Kālidāsa. Mahakavi Kālidāsa is famous for his similes, but the analogies used by the 
great poet Bhavabhūti are no less important. At though Bhavabhūti has used 
extravagant similes, such as दÆतकुड्मलाúम,् वदन कमलकम,् etc. some of the analogies are 
completely new, such as the ओकंार statement of िनगमाÅययन to kill the demon of Tadakā. 
Calling Rāma an abetment for the destruction of the demons. Bhavabhūti has 



adopted the analogies according to the characters. For example, Tamasā (River) 
draws praise from her aquatic experiences after seeing Sita’s eagerness towards. 
Rāma In this moment your heart is filled with love. Bhavabhūti’s Mahāvīracaritam 
has given an analogy of Rāma with anger and mourning, which is completely new. 
In the Uttararamācaritam, Sītā’s analogy is given with detachment and compassion. 
The tears falling from Rāma Ram’s eyes have been associated with a garland of 
scattered pearls. Sītā’s sweat – soaked arms are likened to the necklace of 
Chandrakantmani, kissed by the rays of the moon. The Purnopamas used in the third 
issue of Uttararamācarita are testimony to the poet’s figurative grasp. The great 
poet has done very accurate use of the luptopamas. The rain of love’s arrows appears 
as if snow is falling. Love being a black color, there are clouds. Love’s bangle 
divided into five parts is electric. The bow of love is the rainbow.  
Rupaka, the equivalence of Upamana-Upameya remains- “तद łपकम ्अभेदो य उपमानोपमेययो: 
|” Bhavabhūtihas planned this Alaṁkāra in soft and difficult positions. Verses like 

 ÌलानÖय जीवकुसमुÖय िवकास नािन..| (Uttararamācaritam 1.36) and  
इय ंगेह ेलàमीåरयममतृवितªनªयनयो. | (Uttararamācaritam. 1.38) the poet has revealed the 

formidable beauty of the metaphor by composing a harsh word. 
Utpreksha- in this Alaṁkāra, there is a possibility of identification with the similar 
analogy of Upameya सÌभावनमथोÂÿे±ा ÿकृतÖय समेन यत् । Bhavabhīti’s use of inspirational 
Alaṁkāra is unique. This statement of the hero at the time of Priy Darashan- ‘अिवरलिमव 
दाÌना पौÁडरीकेण नĦ: ...| (Mālatīmādhava, 3.16) is an expression of the beauty of 
Utpreksha. Rama gets an indescribable feeling from Sita’s touch. It is as if ‘the nectar 
of nectar is smearing on their body and giving them touch. Consciousness is also 
making them bewitched with joy’ (Uttararamācaritam 3.39). Similarly, in the verse 
तमांिसÅवंसÆते ...| (Mālatīmādhava 1.12) the poet has expressed the glory of the 
association of the theologians with the help of this Alaṁkāra.   



Arthantaranyasa – where the general or the particular is supported by other – through 
Sadharmya or Vaidharmya, there is an interpretation of the meaning. Bhavabhūtihas 
very beautifully expressed the essence of life’s experiences, ideals through this 
rhetoric- 

सतां सिËĦ: संग: कथमिप िह पÁुयेन भवित | (Uttararamācaritam 2.1 ) 
सÂसंगजािन िनधनाÆयिप तारयिÆत | (Uttararamācaritam 2.11 ) 
गणुा: पूजाÖथानं गिुणष ुन च िलङ्गं न च वयः | (Uttararamācaritam 4.11 ) 
पुरÆňीणां िच°ं  कुसमुसकुुमारं िह भवित | (Uttararamācaritam 4.12 ) and 
को नाम पाकािभमखुÖय जÆतोĬाªरािण दवैÖय िपधातुमीĶ े| (Mālatīmādhava 10.13 ) 

The skill of the poet is clearly visible. ‘Love does not expect reason’- to confirm 
this, the poet’s expression that ‘the lotus bloom when the sunrise, the moon crystal 
melts when the moon rises (Uttararamācaritam 1.2) to the beauty of the 
Arthartarnyasa reveal. 
Illustration – in this Alaṁkāra, there is the determination of simple religion etc. ŀĶाÆत: 
पुनरेतेषां सव¥षां ÿितिबÌबनम ् | this statement for Raghuvanshi Ram- Lakshmana, where else 
can Chandra and Kaustubha be born besides Kshirsagar’ (Mālatīmādhava 1.23) is a 
beautiful example of a parable. In the Uttararamācaritam - 

 उßपितपåरपतुाया: िकमÖया: पावनाÆतरै: तीथōदकं च विहĲ नाÆयत: शिुĦमहªत: (1.13)  
The purity of Sita is determined by ‘तीथōदकं’ and ‘विहĲ’. In another verse, this the pond 
is filled with excess water, its discharge is the only solution. शोक ±ोभ ेच Ńदयं ÿलापरेैव धायªते 
| The mournful heart is pacified only by weeping (Uttararamācaritam 3.29) is a 
beautiful expression of the parable. 
v. Style of Writing:  
Rīti in the Uttararamācaritam: - 



 Bhavabhūtiis famous for the experiments of Vaidarbhīrīti and Gauḍī riti, He has 
used Vaidarbhīrīti’ only in some specific prose and verses. Not only this, under the 
pressure of any special circumstance, he has also given a great deal of long – 
suffering. In Mahāvīracaritam, in the context of Vira and Raudra Rasa and in 
Mālatīmādhava also in the context of Raudra, Bibhatsa and Bhayanaka Rasa, 
Bhavabhūti t has made abundant use of complex language related to Gauḍī. Apart 
from Bhavabhūti ’s verses, a glimpse of the complex from of language can be seen 
in Sanskrit and Prakrit prose. Even in the Uttararamācarita, in the description of 
war and the expression of Dandakaranya’s ruthlessness, Bhavabhūtihas supplied 
Ojaguna by using complex homogeneous language, without which it would not have 
been possible to evoke the description of  Prasravana Giri in Mahāvīracaritam, 
analysis of the southern mountain ranges are beautiful examples of this. Ling be 
accepted on the basis of some unexpected reasoning, because the reader can patiently 
spend time in economic analysis of those difficult contexts, but in scenography, 
especially in a drama, the use of coherent language in abundance is the patience of 
the spectator. In this context, it is easily understood by the critics of Bhavabhūtithat 
Bhavabhūtihas given less importance to the acting, but this allegation seems to be 
one- sided, because Bhavabhūtihas not done this only for the performance of the 
erudite, but the background of the plays. Being bound by it, he has resorted to a long 
cohesive language. 
As the main sentiment in the present play is ‘Karuṇa’. Bhavabhūtihas in most places 
used the ‘Vaidarbhīrīti’ consisting of the use of soft letters and avoidance of long 
compounds. He has employed long compounds for the delineation of ‘Vīra’ Rasa or 
in the description of Natural scenery, where the question of sentiment does not arise. 
The following verse illustrates how the poet has changed the style to suit the sense 
to be conveyed-  

यथेÆदावानÆद ंĄजित समपुोढ ेकुमिुदनी  



तथैवािÖमÆदिुĶमªम कलहकाम: पनुरयम ्। 
रणÂकारøूर³विणत ग¼ुजģŁुधन ु– 
धृªतÿेमा बाहòिवªकचिवकरालोलÌबणरसः ।। (Uttararāmacarita 5.26) 

In the first half of this verse Lava is describing the joy which his eyes experience on 
seeing Chandraketu, so it is couched in the Vaidarbhīrīti. But in the second half of 
this very verse he is depicting his militant arm, eager to use the bow. So it is 
appropriately described in the Gauḍīrīti. 

Âव ंजीिवतं Âवमिस म ेĆुदय ंिĬतीय ं 
Âव ंकौमदुी नयनयोरमतृं Âवंङ्ग े| 
इÂयािदिभ: िÿयशतैरनŁुÅय मµुधां  
तामेव शाÆतमथवा िक  िमहो°रेण || (Uttararāmacarita 3. 26) 

  आगजªिदगारीकु¼जकु¼जरघटािनÖतीणªकणªºवरं  
ºयािनघōषममÆददÆुदिुभरवरैाÅमातमजुजÌृभÌभयन ्| 
वÐेलद ् भैरवŁÁडमÁुडिनकरैवêरो िवध°े भवु ं 
तÕृयÂकालकरालव³ýिवधसÓयाकìयªमाणािमव || (Uttararāmacarita 5.6) 

In the previous plays Bhavabhūti had used long compounds in the Prakṛt speeches 
of the characters, but in the present play the speeches in Prakṛti are generally short 
and free from long compounds. Only in the description of the fight of Lava and 
Chandraketu in the interlude of Act VI the poet has allowed himself to be carried 
away by his Penchant for the use of long compounds. 
His eccentricity in the use of language and style is unparalleled. He has made 
excellent use of both simple – some sweet phrases and somewhere incoherent. Also, 
their language is according to the occasion and the person. In his style, but there is 
no unnecessary vanity. The poet’s attention is more towards the fierce and fierce 
form of nature. At the same time, the skill of the poet in producing sound according 
to the meaning is expressed step by step. 



Bhavabhūti is a very rich poet from the point of view of dictionary. He can use the 
expression phraseology of Prasada Guna according to the full amount of words & 
according to the demand of the context. His language is a combination of softness 
and rudeness. Consider Bhavabhuīti’s, maturity, generosity and economic pride as 
the source of erudition and wisdom. Prasadamayi language has been used in the 
context of rasaic expressions, especially makeup, compassion and calm. 
Uttararāmacarita first act this verse of the occasion of the first issue of 
Chitradarshan is a visible demonstration of the Prasadagunavati language.  

समय: स वतªत इवैष यý मां  
समनÆदयत् समुिुख गौतमािपªत: | 
अयमागहृीतकमनीयकङ्कण – 
Öतव मिूतªमािनव महोÂसव: कर: || (Uttararāmacaritam 1.18 ) 

Rama’s sentiments fill the reader’s heart as soon as he recites this verse. Bhavabhūti 
’s Karunarasa a beautiful example of the Prasad quality language can be taken from 
the Mahāvīracaritam, which describes the mood of Dasharatha, of Rama. In the 
second issue of Uttararāmacaritam, Shantaras’s Prasadaguna Vishish tika is an 
example of a very simple language, in which Atrey describes the Anapadhia hasya 
of sages. This imaginary description of Sita’s exile by Janaka in the 
Uttararāmacaritam is the norm of Karunarasa,  

 नून ंÂवया पåरभवं च वनं च घोरं  
तां च Óयथां ÿसवकालकृतामवाÈय | 
øÓयाģणषे ुपåरतः पåरवारयÂस ु 
सýंÖतया शरणिमÂयसकृÂÖमतृोऽिÖम || (Uttarāramacaritam 4.23) 

4.3 The Sentiments in the Uttararāmacaritam: 
Karuṇa (Pathos) is the Principal sentiment in the Uttarāramacaritam as the poet 
himself has explicitly stated in the following verse- 



एको रसः कŁण एव िनिम°भेदाद ् 
िभÆन: पथृ³पथृिगवा®यते िववताªन ् । 
आवतªबĨुुदतरंङ्गमयािÆवकारा – 
नÌभो यथा सिललमेव तु तÂसमúम ्।। (Uttarāramacaritam 3.47) 

Though it is the same sentiment of pathos, it assumes different forms due to a 
diversity of causes, just as water, though unchanged, assumes varied forms such as 
whirl pools, bubbles and billows. 
Some scholars interpret this to mean that according to the poet, Karuṇa-rasa should 
be main sentiment in all plays, other sentiments such as Vīra (Heroic), Hāsya 
(Humorous) and Bībhatsa (loathsome) being subordinate to it57 
But this is not the correct view. Bhavabhūti has not given prominence to Karuṇa-
rasa in all his plays. As stated before, Vīra is the main sentiment in the 
Mahāvīracaritam and Śṛṅgāra in the Mālatīmādhava. What the verse really means 
is that in the present play Karuṇa is the main Rasa, but it appears in different forms 
in different characters. Several persons are shown to have been grieved by the 
abandonment of Sītā for instance, Rama is grieved for his wife, Janaka and Pṛthvī 
for their daughter, Kauśalyā for her daughter – in – law, Vāsantī and Ātreyī for their 
friend, and Sumantrā for his queen. But the underlying feeling in all these cases of 
grief is the same, just as though there are different outward forms of water such as 
whirl pools, bubbles and billows, they are all essentially nothing but water. 
Some scholars take the main sentiment in the present play to be not Karuṇa (Pathos) 
but Vipralambha-śṛṅgāra (love in separation) or Karuṇa-vipralambha (combination 
of pathos and love in separation) but though grief is a common factor both in Karuṇa 
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and Vipralambha-śṛṅgāra, its form is different in the two cases Jagannātha Paṇḍita 
has clarified it as follows58 
He says “when the husband and wife are separated, though alive, there is prominence 
of Rati (love) only, which is enhanced by grief. In such cases the sentiment is 
Vipralambha-śṛṅgāra, grief being a Sañcaritabhāva (transitory mood). On the other, 
hand when one of the couple dies, grief enhanced by Rati (love) attains prominence 
and the prevailing sentiment in such cases is Karuṇa in cases where the dead person 
is revived by the grace of a god or some superhuman being, there the 
Ālambanavibhava (basic cause) not having been completely destroyed, the 
prevailing sentiment is Vipralambha as in cases of Separation caused by travel, etc. 
it is not Karuṇa. Some rhetoricians call the sentiment in such cases Karuṇa 
Vipralambha.” 
If the Uttararāmacaritam is examined from this standpoint, it would be seen that the 
sentiment in the first act is both Sambhoga-sṛṅgāra and Vipralambha-sṛṅgāra. In 
those others passage of the first Act where Rama describes the pleasures he enjoyed 
in the company of Sītā (e.g. verses 24, 27, 34, etc.), the sentiment is Sambhoga-
Sṛṅgāra, while in those other which describe his grief caused by separation due to 
her abduction, the sentiment is Vipralambha-Sṛṅgāra. In the next five Acts, since all 
believe that Sītā had died, the sentiment produced by the description of the grief of 
Rāma, Janaka, Vasanti, Atreyi and Kauśalyā is karuṇa not Vipralambha-sṛṅgāra. 
That Bhavabhūti himself held the same view is clear from the verse cited above. 
Thought the main sentiment in the present play is Karuṇa, some other sentiment are 
introduced here and there in a subordinate form. We have referred to the Sambhoga 
and Vipralambha-Sṛṅgāra in the first Act.  there is Hāsya-rasa (Humorous 
sentiment) in the dialogue of Saudhātaki and Bhandayana as well as in the 
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description of the horse by the boys of Vālmīki is hermitage who had not seen such 
a beast before Vīra-rasa (Heroic sentiment) in the description of the battle of Lava 
and Candraketu, and the Adbhuta-rasa (marvelous sentiment) in the description of 
the Jṛmbhakāstrāṇi missiles and in the miraculous emergence of Pṛthvī and Gaṅgā 
from the stream of the River in the last Act. Bhavabhūti has delineated all these 
sentiments with the same skill.  
 
4.4 A LITERARY ESTIMATE OF BHAVABHUTI: 
In the galaxy of Sanskrit poets, Bhavabhūti is a star of the first magnitude, ranking 
with Bhāsa, Kālidāsa, Bāṇa and other master-artists. Sanskrit critics have assigned 
him a very high place in the company of poets and have sung his praises in many 
laudatory stanzas. Thus Govardhanācārya himself a poet of no mean order, has said:-
- 

भवभतेू: संबÆधात् भधूरभूरेव भारती भाित । 
एतÂकृतकाŁÁय,े िकमÆयथा रोिदित úावा ।।59 

Where in refers to the height of pathos to which the genius of the poet has attained 
in composing the Uttararāmacaritam. Kṣemendra has referred to the fondness of 
our poet for the Śikhariṇī meter:--  

भवभतेू: िशखरणी िनरगªलतरङ्िगणी । 
चिकता  धनसंदभ¥  या मयरूीव नÂृयित ।। (सवु°ृ ितलक 111.33);60 

While Dhanapāla, in his Tilakamañjarī says:-- 
ÖपĶभावरसा िचý:ै पदÆयासैवितªता: । 
नाटकेष ुनटąीव भारती भवभिूतना ।। (Introduction. Verse 30),61 
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Wherein Bhavabhūti’s plays are complimented on their clear delineation of emotions 
(Bhāva) and sentiments (Rasa) and on their wonderful felicity of literary expression. 
European critics, too, have appreciated the high claim of Bhavabhūti as dramatic 
author and poet. Thus in the language of the Mālatīmādhava, Prof. Wilson finds 
“extraordinary beauty and power.” It is not difficult to understand the vogue of 
Bhavabhūti and the popularity he enjoys as a Sanskrit poet. As we shall see in the 
next section, he is a master, supreme and without rival, in the art of portraying 
pathos. “कŁणÖय मिूतªरथ वा शरीåरणी,” which are his own words (111.4) in describing Sītā, 
might well stand as a description of his own poetic genius, so far as the 
Uttararāmacaritam is concerned. It is in the Mālatīmādhava, however, that we see 
the display of his creative skill at its best; therein his genius gets wider scope owing 
to the variety of situations and the rapidly moving action. He scorns conventionality 
of description, the tame and tepid atmosphere of love-in-a-harem, and all the delicate 
trappings like the cuckoo’s song and the mango’s blossom with which Sanskrit poets 
habitually invest their descriptions of love. His imagination takes large strides, and 
he prefers to dwell on the grand and the sublime, rather than on the trivial and the 
mild. He is one of the few poets who have given us impressive description of vast 
forest, big mountain ranges rushing water falls and panoramic scenery. Kālidāsa is 
admitted by all as a master in the description of Nature’s beauties; his muse, 
however, loves to dwell upon its gentler aspects. For gorgeous scenery adequately 
described we must go to Bhavabhūti and read verses like – 

एते ते कुहरेष ु गģदनĥगोदारीवारयो | (Uttararāmacaritam II. 30) or 
जÌृभाजजरªडीÌबडÌबरधन®ीमÂकदÌबþुमाः etc.(Mālatīmādhavam IX. 16 ) or 

 सोÂसाह ंधतृशासन:ै सकृतुकैवृª±ोकसां नायकै: &c. (Mahāvīracaritam VII.10 ).  



Bhavabhūti was a great stylist and had a wonderful command over language; he was 
skilled in adjusting the sound of his verses so as to be an echo to the sense; witness 
the effect produced by reading aloud the verses. 
  उßफुलाजुªन ्सजªवािसतवहÂपौरÖÂयझµजामŁत् &c. (Mālatīmādhavam IX.17) 
Which describes a sudden rain-storm, or the verses िकमिप िकमिप मÆद ं
(Uttararāmacaritam I. 27) which describes lovers talking sweet, indistinct nothings 
to each other, or the verse Avanismarasindhuḥ &c.  (Uttararāmacaritam III.48) 
which pronounces a blessing. The chief merit of Bhavabhūti’s plays, apart from 
questions of language, lies, however, in their high moral tone. Even in describing 
ordinary human love, Bhavabhūti never wanders into the sensuous; he has probed 
the depths of romantic passion without descending to appeals to mere lust. He 
maintains a dignified gravity throughout; his ideal of a lover is one who obliterates 
self; his ideal of a king is also one who is ready to sacrifice self at the altar of public 
good; and in describing these ideals his imagery is elevated and his conceits ethereal. 
Bhavabhūti is a great writer whose merits far out weigh his faults; this analysis 
would not however, be complete without some mention of the latter. The defects, 
such as they are, of his literary style are apparent even on a cursory observation. His 
words are often harsh unfamiliar, and his expressions lack the smooth polish and 
easy intelligibility to be found in the works of Kālidāsa. He uses long, formidable 
compounds in his prose, and they are sometimes (e.g.in the Mālatīmādhva act III.) 
More involved than even those in Bāṇa’s Kādambarī. He has a habit of repeating 
words, phrases, and even stanzas, a practice which falls upon the reader when too 
frequently indulged in.  
As observed by Mr.P.V. Kane, there are at least seventeen verses in the 
Uttarāmacaritam. Which are to be found already used either in the 
Mahāvīracaritam. Or in the Mālatīmādhava! As a constructive artist he neglects to 



observe the unities of time and place. This is never serious so long as it does not mar 
the interest of the play; and we may say to the credit of Bhavabhūti that, excepting 
one or two lapses, he manages to keep the interest unflagging in all his three dramas. 
A graver charge is that he is not an adept in the skillful handling of his incidents or 
in the judicious and gradual development of his plot. There is some truth in this 
charge, and it is no good excuse to say that the poet was handicapped by his choice 
of a subject from the Rāmāyaṇa. Whatever the source may be, it is always; left to 
the dramatist so to wield his materials and invent dramatic action as to present a 
piece throbbing with pertinent  interest and full of arresting situations.   
4.5 Bhavabhūti: Use of Pali and Prakrit words: 
Bhavabhūti had extraordinary authority ‘Amarkosha.’ This is the reason that the 
vocabulary used in his plays is very rich. The poet has used all the synonyms of अिÖथ, 
सेन, Łिधर, धनसु,् शरीर, ईष,ु िनकर, पवªत, etc. available in ‘Amarakosa’ in his plays. In Bhavabhūti 
plays, some such words have also been treated which are not found in ‘Amarakosa’. 
आकृत, उÂपीड, कुटाटाक, कÁडरा, कÆदल, कुÌभीनस, खरुली, नलक, ÿचलािकन,् ÿितसयूªक, ÿाµभार, मौकुिल, रणरणक, ŁÁड, 
Óयितकर, सÖंÂयाम are some such words.  
In the ‘महावीरचåरत’ Bhavabhūti wrote पारायण, ÿाµभार, डÌबर, तूवर, ÿाणमÁडल, परीधीरणा, खरली, नािभजननी, 
िवंक;  
In ‘मालतीमाधव’ पाåरÈलव, अतथाभाव, मलीमस, रणरणक, उÂकिलका, डामर, पूणªपाý, संरािवन, शेविध.  
In ‘उ°ररामचåरत’ रणरणक, वंजुल, िकंजÐक, काकली, िवभीषका, कडार, etc. Has been used extensively. 
The words like उरिÐलगÐलूरण, लड़इ, रणरणक Óयितकर, अनŁुĦ, ÿाकृत, अÿाकृत. The use of the words 
in the language, which is indistinct, the use of words which is unclear, hinder 
communication. Bhavabhūti had an incomparable right over the Vedic dictionary 
too. He has used many such Vedic words which cannot be proved by secular 
grammar. 



Bhavabhūti has also used the words Pali.   In the preface to Mālatīmādhava, the 
address ‘माåरष’’ for ‘नट’ is similar to the word ‘मारीस’ of Pali. Due to the absence of ‘श’ 
and ‘ष’ in the Pali alphabet, the word माषª in Buddhist- Sanskrit texts has become माåरस 
in Pali. The word आव°ृ used in the first issue of ‘Uttarāmacarita’s’ means sister-in-
law. In the Pali language, the word आबुसो has been used in the sense of Brother, old 
and honorable. In the opinion of Satishchandra Vidhyabhushana62, the word ‘आयÕुमत्’ 
of Sanskrit language has become ‘आबुसो’ of Pali. The words ‘आयÕुमत्’ ‘आयÖमा’ ‘आबुसो’ 
and आयÕुमन,् आयÖमा, आबसुो आबु° are closely. Related to each other. The poet has used the 
word ‘दोहद’ of Sanskrit language has become ‘दोŃद’ in Prakrit language. In the time of 
Bhavabhūti, ‘दोहद’ had become an independent Sanskrit word. The word ‘कदन’ has 
been used in the sentence तिÂकं िनजे पåरजन ेकदन ंकरोिष (५. १०) in Uttarāmacaritam. It is not 
found in ‘Amarakosa’. In the view of Satishchandra Vidyabhushan63, ‘आÖकÆद’ or ÖकÆद 
is origin of the word ‘कदन’ of Bhavabhūti. Bhavabhūti, with his independent poetic 
power, has selected effective, keeping both the meaning and sound point of view. In 
the course of composition, the word takes its independent shape many times, it is a 
sign of the original talent of the poet.64   
 
4.6 Conclusion:  
There is no monotony in the voice of Bhavabhūti. His style can easily take on a 
meaningful form. In a line like Âव ंजीिवतं Âवमिस म ेŃदयं िĬतीय ं | so this same poet can also 
express the Ojas Guna in आगजªिģåरकु¼जरघटािनÖतीणªºवरं etc. by describing the horrible and 
glorious scenes of the war. Thus Vaidarbhīrīti Gaudi with समासबहòला are equally 
accomplished by the poet. Sometimes in the first half of the verse, Vaidarbhīrīti and 
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in the second half, Gauḍīrīti, the poet uses both styles at the same time.  Whether it 
is a description of Uttarāmacarita’s गोदावरीवारय: or a description of Bhallukas, the 
language of the poet is a complete transliteration of its form in to poetry. 
The variety of verses of Bhavabhūti is noticeable. His deer and peacock are much 
appreciated.  In Mālatīmādhava he has successfully used many unpopular meters. 
In this way, he has also experimented with Aparavaktra, Mañjubhāṣiṇī 
Rathoddhatā, Praharṣiṇī, Nardataka, Upgiti and sangraam dand with 54 letters in 
each Pada. 
19 verses are used with Anustubh and Shikhirini meter. He has used metaphors 38 
times but there is Predominance of Upamā, Utprekṣā & Kāvyaliṅga. 
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