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Chapter IV  Literary estimate of Uttararamacaritam Evaluation for Rasa,

Meters, Riit (Style) and Alarnkara

4.1 Evaluation for Rasa, Meters, Riit (Style) and Alamkara

i. Meters:

This chapter discusses the literary aspects of the play Uttararamacaritam. Initially
is discussed meters used in the play, their definition and schemes. Sanskrit Verse
consists of padya or stanza which consists of four ‘Pada’s or quarters. A Pada is
regulated by the number of syllables (aksaras) or syllabic instants (matras). When
the Pada are all in one meter it is called a samavrtta, to which type most of the
meters conform; those are ardhasama-vrttas 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 visama-vrttas, which are very rare.

Bhavabhiitihas used the verses written by wmeafafsreian for the Rasa of Veer, Raudra,
Bibhatsa, Adbhuta, etc. srg@ — 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 wrgafafsreian are found in
‘Mahaviracaritam’ because this verse naturally evokes Veer Rasa. The use of this
verse in the verse ‘TRvecada=zret....” (Mahaviracaritam 1.54 ) in the bowing context
of this play — the beauty is visible. The most famous verse of ‘Uttararamacaritam’
‘oigd g@g: wARg...” (Uttararamacaritam 1.39) is an indication of the different
beauty of wmewfaforeian |

Bhavabhiiti has specially planned the verse of Mahaviracaritam in the long,
eloquent, expressive in the exuberant cremation — description of Malatimadhavam’,

There is not a single verse of this verse in the Uttararamacaritam’ because it is not



helpful in the fulfillment of Karuna Rasa. This declaration of Parashurama in
‘Mahaviracaritam’ ‘FamgrertyaAsa..” ( Mahaviracaritam, 2.16) is a very

beautiful example of this verse. Bhavabhiiti has made special use of verse like

Vasantatilaka, Malini, Mandakranta etc. in the depiction of makeup and compassion.
After seeing Malatt in Madhava’, the mood of Madhava is depicted in “weafi arfir sa:
qag ( Malatimadhavam, 1.40), ‘w&fq uwiwef..” (Malatimadhavam, 1.41)

respectively in Vasantatilaka and Malin1 verses. At Dandakarya, the memories of

Sita awaken in Rama’s heart. Seeing the Hastishavak nurtured by Sita, this statement
of Rama ¥ r=sfsafraeafay...” (Uttararamacarita,3.15) is the composition of the
Mandakranta verse. The flow of this verse in the verse ‘deileaiieridereo....’
(Uttararamacaritam, 3.36) can be seen spreading like the mourning flow of Rama’s
heart. In ‘Malatimadhavam’, the poet narrates the delirium of the estranged
Madhava in Harini verses.
The vowels =1, 3, 3, =, and o 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 Anusvara or a Visarga, or a conjunct consonant, or when it
occurs at the end of a Pada.
Three successive syllables form a Gana (foot); marking a short syllable as ‘-’ and a
long one as ‘---‘the different Ganas, which are eight in number may be exhibited as
follows:-
Jumm e} Tmv o) Tommm Uy —V v Sv—v ;v - F---and Tvovv,

A short syllable is often indicated in the Definition by the letter @ and a long one

by .



The Uttararamacaritam contains in all 19 varieties of meters, which are given below

in alphabetical order: -

Anustubh: —
Def.
P T8 & JF FAT @ o |!
feaquredige  aud =T |

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 2" and the 4™ Padas is short and in the 1st and 3™ 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 1.1

38 AV QAT THIET TR |

forew <gat aremgameH: wam || (Uttararamacaritam 1.1)
Other  Anustubh meters found in Uttararamacaritam n are
1.1,2,6,10,12,13,17,22,32,41,43,45,46,47,50, 51.,11.2, 5, 7, 8, 12, 15, 17, 18, 19, 24;
1.1, 3, 7, 14, 24, 29, 31, 33, 46; 1V. 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.,VIL.1, 2, 3,5, 7,8, 9, 10, 11, 12,
13,14, 15, 17, 18, 22. ((there are 60 verses Anustubh composed by Bhavabhuti.)
Arya: -
Def. TET: 9T TH TERT AR JAsy |
HAETE T5eil =rqeleh Tsrew @m |12

'M.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 matrdas or syllabic
instants. The four Padas contain respectively 12, 18, 12 and 15 mantras.

Example — Act VI.13
NIRRT H TS e TG UHATL |

Tt TrsaredtsIastesda waet: || (Uttararamacaritam 6.13)

Other example: - I11. 41

Indravajra — Def. =nfesasnac dts@m 112
Syllables. Scheme — 4, 4, &, T, 7.
Example — Act I.11
SR o e o ey 7d = TS |
Ih: SIS Qreamesn g g 4 || (Uttararamacaritam 1.11)

Other examples:-

I.14, 44; 11. 3; IV §; VII 4, 16

Upajati --

Def. wnfesast afe dt st |
JYEEST S ST |
SERNEIGREERICIA
T AT |
e feremameaty farfsrmy,
Fal~ SAfTeagHa AT |14

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



An Upajati is a mixture of one or more Padas of Indravajra (see above) with one or
more of Upendravajra (11 Syll., sch. — =, 4, &, 7, 7) so as to from one stanza. A
mixture of other meters also in this manner is called an Upajati the student is
recommended to scan and find out in each case whether a Padas is in /ndravajra or
Upendravajra.
Example: - Act 111.42

TGS TUTS N ST e e |

TSR TR sheraiy: $pehiend || (Uttararamacaritam 3.42)
Other examples: - I. 15; II. 6; I1I. 35; IV. 42; V. 16; VI 15, 27 (using of the 7 verses)

Malabharint: — (Also called Aupacchandasika of which it forms a special variety)
Def. for 6T 176 @5 =eqwll A7 q ATt |1,
Odd Padas
Syllables -11
Sch. @, w, T, 7. This is an Ardhasamavrtta.
Example: Act. V.8.
fofrafda a diedta: gamTHemTeRITED: |
ST meied surdesma: || (Uttararamacaritam 5.8)

Rathoddhata: —

Def. Tq Wtar T 115
REICRRRIECIRGUINTI

Syllables — 11.

S1bid. 2.22.%

¢ Shastree, Vaidhyanath Kedarbhatt of Vrutratnakar Chaukhamba sansthan, Varansi 8™ edition samvat 2046, p. 3.
38.



Sch.—v 7, ¢, 4, .

Example: Act.1.34.

SiTerrf~Ter TR sHEE e RrhUaHw T |
AtangEg taaatadsater fawm: || (Uttararamacaritam 1.34)

Other examples:-

1.34, 37, 45; (3 using verses)

Salini: --
Def. — zmfert 7 <t @t 11 qvpserea: |17
Syllables.—11
Sch. —=, @, a, .
The pause occurs after the fourth syllables.
Example: -- Act.I11.2.
Sftferard: Sfterteiaefidurerif: TarferssesTa |
A1 iR TH9EE Sfid T’ T Sfawadafa | (Uttararamacaritam 3.2)

Other examples:-

I.42,11I. 2.,1V. 18., V. 31, 33.

Drutavilambita —
Def. gafertftaaare 7+t silf |
12 syllable s.
Scheme T, w1, ¥, T.
Example — Act.111.27
A F3R 70 fopet 7 T fepmrarstt =7 = o |

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



frmafsftm sfwftger: e 19 e s 7= | (Uttararamacaritam 3.27)
Other example: - III. 27; IV.15 (use of 2 verse)

Puspitagra: —
Def. 3w 7 Il T |
RIECEEISEIE R ripile

o — A =mi A, 9, 3, fdte — =g ot 9,9, 9, T, 1
Odd Padas — 12
Syllables sch. 7, 7, T, =.
Even Pada -13 Syllables- 7, &1, T, 7 this is an Ardhasamavrtta.
Example —I11.20

HIAUAFYHIGH: v e gRafidrsaeTeid |

T e O <= s 59 ad: st || (Uttararamacaritam 3.20)

Other examples:-

III. 18, 20; IV. 4; V. 4; VI .8. (Using of 5 verse)

Vamsastha: —

Def. st q siereomeEiid st |

Syllables — 12

Sch. &, 4, 9, T.

Example — Act.VI.25
FHIRIEqARISHTH
TR Rt = diferd

$Moliya M. K. of Classical Sanskrit Meters, Pashv publication Ahmedabad, p.64.



ety areneanegmea: || (Uttararamacaritam 6.25)

Praharsint: -

Def. =1 =it nfewmfa; ssfivfem |

(FSTE, R, %o, Al )

Syllables — 13

Scheme — =, 7, 1, T, 7.

The pause occurs after the third syllable.
Example — Act.1.31.

TAHEheTH CeTeRTaTT e,
SRS S : |
STTR: TRTIETHTRI,
Heu: FaarH st fovm: || (Uttararamacaritam 1.31)

Other examples:-

1.30, 3, 40, 49; I1. 39; III. 1, 18; using of the 7 verses.

Maiijubhasini: —
Def. @ suit vwafa oSy |
Syllables —13
Sch. —=, 9,9, 9, .
Examples: - Act.I.18.
THYI: € Iqd 399 I A
TAAAq g TaEta: |

NN

FIHTRITRH IR g hUT-

2

& it werea: & \(Uttararamacaritam 1.18)



Other example: - III. 4; VI. 4, 17, 41. Using of the 5 verses.

Vasantatilaka: -
Def. — 31 a@=afictent aws St T 1°
Syllables — 14
Sch. a, w, &, &1, 7, .
Example — Act.l.14.
FEI S FAGIESHE &= Jgespe 7 fe deat o |

Tafiteht e amer fagr gfi Rufed srdaardtarts 1 (Uttararamacaritam 1.14)
Other examples:-
1.7,9,14,25,36,11. 10, 11, 22, 33, I11.8, 11, 12, 21, 26, 28, 47, 1V. 6, 23, 29, V.10,
11, 24, 33.
VI. 7, 16, 19. Using of 26 verses.

Malini: —
Def. Fwrae Arfert \ifireie: |
Syllables — 15
Sch. —4, 7, 7,3, 7.
The pause occurs after the eighth syllables.
Example: Act. 1.27
formfy formft 78 TamTfRaTTTa foRfTaeRd et STeqd AT |
FATRIAT T deheha TR e fearaa™T Ukne saeetd || (Uttararamacaritam 1.27)

Other examples:-

° Ibid. 3. wx



I. 24, 26, 37; 11. 20, 21, I11. 5, 16, 23, 25, 48; V 2, 3, 13; VI 2, 24, 26. Using of the
16 Verses.

Mandakranta: —
Def. aasriamRrEaT st dt e |10
Syllables. 17
Sch. -=, 9, 9,4, d,, .
The pauses occur after the fourth and the tenth syllables.
Example — Act I11. 6.

HIATeaT TeRteRicid: HeaTehdeaTan-

T A: FHFHAWH! T T AT |

FeaT aTef Aty foretasan= gt —

gum fexeufomt whenfig®: || (Uttararamacaritam 3.6)
Other examples:-

1.33; I1. 13, 14, 25; 111. 6, 15, 36, 38; IV. 26; V.12; VI. 9, 22; VII. 6. using of the 13

VEISES.

Prthvi: —

Def. st stearer sgueafasy gedt 7e: | 1!

Syllables — 17

Sch. — =, @, &, @, 7, &, 7. (SEse, T T& ¢, R Af)

The pause occurs after the eighth syllable.

10Qhastri Haridat, Pathak Shankardev of Chandomafijari, Chuakhamba Sanskrit series office Varanasi, 8™ edition,
2026.

M. K. Moliya of Classical Sanskrit Meters, Pashv publication Ahmedabad, p.44.



Example — Act.V.5
37 e TRTSTereh! HawLor REHt —

o o ¢ X
ch{TcTeh{chracd[h[TARTESITAS . |

FEAVTCEF A [ [V TFOTSOTT G -

wHegeAsteanetda: || (Uttararamacaritam 5.5)
Other example: - V. 5; VI. 1, 37, 3 verse using.

Sikharini: --
Def. — @ saRm=a= am=eyer T; fRrafof |12
Syllables: -- 17
Sch. —=, 7, 9,9, 9, @, 7|
The pause occurs after the sixth syllable.
Example — Act.1.38
¥ TR AefifEmydatdaa —
THTSRET: T30 YN TEAL= ;|
3% U3 ATg: RrAgon Aifhrat:
foprea 7 Y= afe wwwere] fowe: 11(Uttararamacaritam 1.38)
Other examples:-
I. 28, 29, 35,38, 1I. 1, 2, 26, 27, 111. 13, 30, 40, 44,1V. 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.

Harint:--

Def. -- FawEaT T; SRl Har |13

12 Chandomafjari 2.17.1
13 1bid. 2.17.5



Syllables — 17.
Sch. —=,9,9, 1,9, 9, 7|
The pause occur after the sixth and the tenth syllables.
Example: - Act.1.20.
TAFfe: TR e —
SR Risreddt 9@ 1|
AT SIS TS
Td wYEHt § Fqeames: |(Uttararamacaritam 1.20)

Other examples:-

1.20, 23, 1. 4, I11. 22, 24, 31, 32.1V, 17.V, 28. Using 9 verses.

Sardulavikridita: --
Def. — gaidiasieqar: @a: weatdishgiad || 4
Syllables: -- 19
Sch. —#, 9, &, 9, 4, 4, 7. The pause occurs after the 12 syllables.
Example: --Act.1.39.

35 @@ Heteorey I —

feam Teaea o S af=TemEt - |

TR Teegan feerd

W a6 YHITE swemesh & qored || (Uttardaramacaritam 1.39)
Other examples:-1.29, II. 9, 16, 28, 29, 30.111, 16, 37, 43, 45.1V1, 5, 17, 20, 22,
25.V.6, 14, 19, 28, 35, 36.VI 18, 40.VIIL.20.

Using of the 25 verses.

“Chandoma#ijari, 2.2%.3



ii. Alammkara (Figures of speech)

ITERTARRERNT ¥ |t SMITARTRA: |

HIEIEE ST STETeTead 1113
Alambkara is a figure of speech which means ornaments or adornments. Just like the
women use ornaments to enhance her beauty, Alamkara 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 Kavya, it is not possible or even desirable to expect them everywhere in
poetry. From very ancient times Alamkaras (figures of speech) have been recognized
as the means of adding to the charm of the intended sense. Dandi1 defines Alamkara
as the means of making a Kavya beautiful (=i v e S=ed |) Bharata
Natyasatra mention only four Alamkara, viz. Upama, Rupaka, Dipaka, and Yamaka,
but later, their number increased to more than a hundred.
Alamkara (figures of word) are divided in to three kinds —

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

2. Arthalamkaras (figures of sense), it came two word Artha (meaning) +
Alamkara (Ornaments) — the meaning of words that creates the required
enhancement.

3. Sabdarthalamkaras (figures of both words and sense).

Sabdarthalamkaras appear artificial as compared to the Arthalamkara the Alamkara

which depends on the use of particular words or letters and would disappear if the

15, Kaviraj, Visvanatha of Sahitya Darpana, Chowkhamba Vidyabhawan, Varanasi, 1970, 10.1, p.668.



words or letters are changed is called a Sabdalarikara. Bhavabhiti has used three
Sabdalamkaras, viz.

Anuprasa (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.

Slesa- pun (double entendre) when a word is used once but it gives more than one
meaning.
Example:
An instance of the Anuprasa is —
TR ISR HNGFIFHEFS |
FUTTOTHICRIE T2 7 | (Mahaviracaritam 2. 31)

In which the consonant is repeated a number of times.
An instance of the Yamaka is the following verse from the Malatimadhava-
Sfter Sfifererearer sfiferd <fe sfarqg gessg @ | (Malatimadhavam 10.15)
Here the word Giva is repeated. We have already illustrated Slesa while discussing
Dhvani before in Bhurivasu’s words addressed to the king, viz.

gt e e 1ENT; |

There is Slesa on Nijasya. Kamandaki consoles Madhava by bringing it to his notice.

Some Upamas are based on Slesa they will be illustrated later.
e PRI CRENE [CARERCAL N CEsE APl

e RII: T Sgaeawssarsssiedd o || (Uttararamacaritam 4. 4)

This verse contains two Upamas, but its charm is due mainly to the beautiful word

picture in it an innocent and pretty child.



In Svabhabhokti we see the poet’s keen observation and graphic description, while
in the Alamkara based on Vakrokti we notice the play of his imagination we shall

first take the figure Upama, which is basic and charming.

Upama: Simile —

When a person or thing is compared in words with a similar but famous/well known
person or thing.

The saying Upamakalidasasya gives the palm to the poet Kalidasa 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 Upamda used by Bhavabhiiti 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 Bhavabhiiti’s play are such as would natural
style occur to them. Sage Visvamitra 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 Rama to a magical rite (4bhicara) mentioned in the Atharvaveda which
brings about total destruction of the enemy (Mahdaviracaritam 1.62). later,
Jamadagna, who though religious minded, committed the terrible extermination of
the Ksatriya race, 1s 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 Dasaratha has appropriately used the
simile of the sacrificial fire in describing the irate family Priest Satananda, who had

the spiritual power to reduce Jamadagna to ashes.

iii. Aptness:



Some of the similes used by Bhavabhiiti appear very apt. for instance, the simile of
a mad Dog’s poison given to the Scandal about Sita 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 Sita’s character was spreading like it. This is
aptly suggested by the simile. The simile of a ‘Pitapaka’ (a closed vessel with the
herbs boiling inside) to describe Rama’s grief in the Uttararamacaritam — (Act 111)

is equally apt. for several other new and apt similes, see the following —
TEIAT UiGaTy godl |ifeht et i-amimd | (Uttararamacaritam 1. 45 )
wHITETTAT: SToEsEhaTRd g (@, 1. 47);
qguETe! 79 39 feonfy i T 7 |
eprarmifor sheret 391 Agfoafer |1 (qaies 4.3)

iv. Abstraction

Bhavabhiiti generally takes his Upamana from concrete object, but in some places
he has chosen them from abstract ideas also see for instance the simples of Pratapa
(majesty) and Vikrama (Velour) Springing from religious merit, used by Kusadhvaja
to describe Rama and Laksmana accompanying Vi§vamitra (Samafssrat &d qreheigdrioa
| Mahaviracaritam 1.22.) similarly the simile used by Lava to describe Rama (sse=a

e @l qiag-el: | (Uttararamacaritam 6.10) is of the same type.

3yAT:  — (Simile)
Def. & drewiam |16 (F1.T.%0 .2 )
Example: - Act. 1.2

16 Tbid.10. Pp.161



% ST 3t arewdETEdd | (
I THEf aofid weed || ((Uttararamacaritam 1.2)
Other examples:-
I. 2, 15, 20, 24, 29, 40, 45, 47, 49; 11. 24; 111. 1, 5, 7, 9, 18, 23, 30, 35, 36, 47; IV. 2,
3, 4,6,15,19;V.28,9,14; V1. 6,13,15,17,9, 24, 25.

arugta — (Concealment)
Def. — wepe aftrear-=reamerd |1 w@agdfd: |7 (#1.9. 20.20 )
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 -'8
Example: - Act.111.34

T TRIqHT T SRR e |

TR HEHT 9T gt wiowreeary | Uttararamacaritam 3.34)

gt -- (Transition)
Def. — @mm= ar fomrer a1 a8 =9 w0 |
T ISATALAT; AR a1 |19 (LI %0, R3)
That 1s 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

17 ibid. 10.Pp.283
18 Gajendragadakar of Mammata’s Kavyaprakasha, Popular book depo, Bombay,1959 p.56
19 Mamattacarya of Kavyapraka$a, Pashv Publication Ahemdabad,2003,10 p.309



corroborated by a particular or a particular proposition by a general, that is
corroboration. Illustration-2
Example: - Act.I.5

e e Fal T |

e Bftort qen art wged geit s 1 Uttararamacaritam 1.5)

Other examples:-

[.5,811.11,19 4.11,12; VL. 5,11, 12, 14; VILI. 4.

amera: -( Paralipsis)
Def. fruar i at faRrisicen geammoisiays: @ e 561 7a: || (F1.H. 20.30)
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.”
Example: - Act. IV.25.

T A1 A= Ao Feos fe 3 |

REfesEcEsfaswesug 9]t s\ || (Uttararamacaritam 4.25)
Other examples:-

III. 26; IV. 25; VI. 40.

20 |id.10.p.75
21 |bid.10.p.72



3euerm — (Poetic fancy)
Def. gramammeiciea Tehae 96 aq | 2 (F1.9.%0.8)

Being accustomed to describe a matter in detail instead of suggesting it briefly,
Bhavabhiiti often pours a shower of Utpreksa. As Kalidasa is unrivalled in the use
of Upamdis, so is Bhavabhiiti in respect of Utpreksa. We may indicate this by saying
Utpreksas Bhavabhiiti’s Uttararamacaritam see the following description of Rama
(and also of Lava):

AT TS Te: Herdt &1 oMt —

wifen{ar feora s srequa fmfor il 0 (Uttarramadcaritam 6. 9)
This verse contains several lovely Utpreksas 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.?
Example: - Act. I11.38.

1 Bl afd Tpefd ged e|d qgeu:

T A SR RS-t |

faawre: vl s v w4 | (Uttararamacaritam 3.38)
Other examples:-

L. 48; 11.26; I11. 4, 13, 25,38; IV. 19; V. 6, 13; VI. 3,9, 10, 22, 26, 36.

fa@rar: -- (Contradiction)

22 Op. cit. p.274
2 |hid.p.45



Def. fotrer: disferigstt fowgeaa 5= 124 (F1. T. 20.3¥)
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.
(Contradiction) this figure occurs in the following verse of the Uttararamacaritam
(11.6):

@ AT TR |

gegeIia 7: &4 || (Uttararamacritam 2.6)
Though Sita had disappeared from the world, she is here described as visible this
involves contradiction n, but it is only apparent (Virodhabhdasa). When this figure is
based on double entendre, it is more charming.

Example: - Act.VIL.1.
TSAHAHATESTT TTHeh qherd: |

Freiferiiarerd sa wartyadd ((Uttararamacaritam 7.1)

Other examples:-

1.28, 35; 11.6; 111.12; IV.7; V.26; VII.1.

wraatergt: - (Poetical cause)
Def. wreaferet gaiataageiar 112 (. 7.%0.3¢)

Poetical cause arises when a reason takes the form of the meaning of a sentence and
of a word or words.”

Example — Act.111.20

24 op.cit.,10.p.311
2 1bid.10.p.76

26, Op cit. p. 319.
27 bid.10.p.83



S IIHEHIGTH: e TR aREfddres = 7red |
wf fiferE w: 3o @ sam aq@: yefufa W(Uttararamacaritam 3.20)

Other example:-

II. 13

geaartrar - (Equal Paring)
Def. fFramt g ow: |1 g To=ifiar 128 (F1.9.20.2¢ )
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-»
Example: Act.VI1.4.
HIGHER Teraeaa el T 95 qeise: |
1 ATH TG Sigiir daed fargHe 1| 7.4
VIL. 4.
gera: - (Exemplification)
Def. goma: TRaut dawt Sfdfersm 120 (1. T.%0.28 )
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- 3!

Example: - Act.l.14.

BN S FAUESHT Tt agehydl | e qeerd q |

efieht geor: Fgner fagr it Rufad sorearEart W(Uttararamacaritam 1.14)

28 Ibid. 10. p. 300.
29 |bid.10.p.44
30, Ibid. 10. p. 296.
3 |bid.10.p.65



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

ST TSI O

Here wreaEeRes @& || (Uttararamcaritam 5.11)
and

T FITIRUSATVS AT J Jall-

FERIcheaaTe wHaERyayeT= = || (Uttararamacaritam 5.36 )

fdwrn- (Illustration)
Def. 31w awqaweme: Immfeheds: 12 (F1. X.20.22 )
[llustration is an impossible connection between things, which leads to similitude.

[lustration means the citing of an instance.to illustrate-*
Example: Act.1.46.

srfaTverer e e |

Bty srerryreean glefureh fegam (Uttararamacaritam 1.46)

Other example:-

L. 46; V.11, 36; VI. 4, 29.

afcaequat -- (Parallel)

32 Ibid. 10.p.287
33 |bid.10.p.56



Def. amm=re fsee I sy fufd: 134 (F1.9.%0.28 )
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-3
Example: - Act.l.13.

ST fore: qramT=i: |

eriess 7 afe afes A=r: hewea: (Uttararamacaritam 1.13)
Other example: - 111.29.

Bhavikah: -- (Vision)
Def. seaet 33 ag wma; foramd st 136 (F1.9.%0.3¢ )
g wfersh Il
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.?’
Example: - Act. I.15.
STRITEAT STTfReT™ docal U3 HedlT: INE Tqifd |
T =R QU SR astite qawat || Uttararamacaritami.15)
Other example: - 1., 18; II. 17.

34 ibid. 10. P.295

3 |bid.10.p.64
3%0p. cit. p.318.
37 1bid.10.p.83



arfeaa - (Error)
Def. wrfaam s=refeq aqeaesi 138 (F.;.%0. ¥& )

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-*
Example: - Act. 1.39.

5 GEg @A Hataey T —

T T o SR R grt @ |

HIATRUMATCART Teegan feer

W T QAT Feesh T8 qonmerd ||(Uttararamacaritam 1.39)

wued -- (Metaphor)

When a word is used for something to which it is not literally applicable in order to
suggest a resemblance.

Def. 98 ®q T9al I ITHHTHIAT 140 (F1. . 20. 9 )

That is Metaphor, which consists in the identification of the standard of comparison

and the object of comparison.

3 Op cit. 10. p.359.
3 |bid.10.p.110
Ibid. 10. p. 306.



The identification between (the Upmana and the Upmeya), the difference between
which is not concealed, arising from extreme similarity leads to Metaphor.#!
Example: - Act. I.15.
STRITET SRl dqoeall U3 HeaT: INE Tqifd |
TR QO &= asiity qawan 1|(Uttararamacaritam 1.15)

Other examples:-

1.30, 36, 38,46, 51; 111. 9, 17; IV. 19, 25,27, V. 5, 17, 31; VI. 16, 30, 38.

ferorwifer -- (Peculiar Allegation)
Def. forIuifts T@uey HROY warre: 142 (F1.9.20.33 )

Peculiar Allegation is the non-statement i.e. the non- production of the fruit, when
the cause are unbroken 1. 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.*
Example: - Act. 1. 6.

ey {8 derIl |raamer Jar S9: |

wnTeeatademtsrel @te=: |(Uttararamacaritam 1.6)
Other example:-

II.  31,32; VL33.

=afaves - (Excellence)

Def. 3maMR se=r ki @ 03 4: | (FLI.20 2% )

41 bid.p.47
2 Ibid. 10. p. 306
%3 |bid.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.*
Example: - Act. 1.10.

hfereRrr fe e amredd |

Tt e aremeisTeaEtd | ( Uttararamacaritam 1.10)
Other example: - 11.7; 111. 44.

gw: - (Paronomasia)

Def. — =35 @ 1o TH{EHT AT 9aq | (F1. T.20.%0 )
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-+
Example: - Act. L. 1.

T3 AV QAT THIET TR |

farem qaat aremgame: wam || (Uttararamacaritam 1.1)

Other example: I11.40.

gaTEiRE: - (Brevity)

Def. wtiftrsias: $g8: wwmEife: | (1. ¥.20.92)

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

4 |bid.10.p.68
% |bid. 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: - 90 % @i Gt a |t

Tt wmar smfatayma: fafoesm |

TRIE HIATTRAS F TS

e et afesfufa 9fd seafa ||( Uttararamacaritam 2.27)

wqz - (Conjunction)
Def. afcafggarae i Fm=q qer wad | aqeRisar (F1.9.%0.30 )
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-+
Example: -- Act.I1.2.
(ERRIRIEINICERECIUEIICRERLE

TR ATl HiaarTd: TR |

KU U ECRI TR IR

e wrmaty fagre fosrra W(Uttararamacaritam 2.2)
Other examples: - IV.5; VIIL.6

e --- (Doubtful)
Def. ¥z ¥ eIt aad! 9 93 |4 (F1.9.20.8 )

46 Op. cit. 10. P.325
%7 |bid.10.p.87
4 [bid. 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.*

Example: -
fafved vt 7 gafufa ar graffa &
wrer Tz ar fomy forforad: fomg e |
[ERSHESNE R T E TR
foemga=t yyafa = eftemfa = 1 (Uttararamacaritam 1.35)
II.11; V. 16; VL. 3, 19.

ar: --- (climax)
Def. — 3t qerdl Woid |1 a1 (F1. T.20.30 )
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 -5!
Example:
| el sgred: Tegeed! 9 ged

| 9e; "reey = fRae sffaawad

YRR et a1 FeRemHdr s

wews: offmifefie v ARy || (Uttararamacaritam 4.13)

@t ¢ -- (Reminiscence)

% |bid.p.46
0 Op. cit. 10. p.344
51 |bid.10.p.100



Def. aemqvameier g8 qeaest §fd: 12 SI9d (F1.T.80.%8 )
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-s3
Example: stfaemiraguamme Rigmacre a2 qoaedd |

FREFHATEEN TS gaudy A+ i | (Uttararamacaritam 5.4)

awratte: -- (Description of Nature)
Def. — wvmaife: @it ferme: @isrameaan= | (F1.5.%0.34 )
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-
Example: -- Act. I1. 30.
T T FEY ToETaRITa
HETCAEaTH T T TRRET: HTfoTaT Tfeqom: |

aﬂlﬂﬂmﬂldﬁf}hﬂ‘ddﬂvvﬂ|(’1°h|(’1l'6t’1

w30 eI qua: aiew e | (Uttararamacaritam 2.30)

Other examples: -

I1I. 29, 30; III. 19; IV. 4, 20, 66.

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



atfavrite: -- (Hyperbole)
Def. fagresaaam e favmife: fmed | (F1.9.20.34)

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.
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.

¥ T8 AerfifEmydatdaa —

THTETET: T g Sgge ;|

313 S aTg: RIRAAE Hifthere:

foprea 7 S afe wwwere] foawe: 1| (Uttararamacaritam 1.38)

Other examples:-

L. 28,38, 13; 111.26; IV. 13, 27; VL. 6.

sIgama: - (Alliteration)

When a consonant word repeats serially more than once.
Def. sreqamet vRiefia aq |56

Example: -- Act. IV.29.

%5 |bid.10.p.47
56 Kaviraj, Visvanatha of Sahitya Darpana, Chowk hamba Vidyabhavan Varansi, 1970 p.668.



ST SATIARhEshIeeTg HRTNEER SECETHad |
qTEsEheHa-ashaa= JrTiarsit fosrereured = |I((Uttararamacaritam.4.29)

Other examples:-
I1.9,29;1V.29; V. 2,5, 6, 14, 26; VL.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- ‘avfamem{u’. If this similarity of

letters is made with a sharp sound, then the syntax becomes bitter. Bhavabhiiti’s

“TeAeTRIeTEtarR:” Ayt wiwer’ | (Uttararamacaritam 2.23)

Alliteration ~ experiments are  beautiful, but ‘FecaTTaEUTRIReLA’ |

(Uttararamacaritam 2.9) TsSicpssisgeiaiRemsergemrachs: | (Uttararamacaritam 2.29)
In Bhavabhiiti, this righteousness is more combined than mental quality and
condition. Often their analogies become intangible. Bhavabhiiti has associated and
Saririni — Virah- sadness-

Feure Hfdeedn st s amfa sweh’ (Uttararamacaritam 3.4) as the heat of

autumn discolours the inner leaf of the Ketaki’ srmiqwmt | (Uttararamdcaritam 3.5).
The great poet Bhavabhiiti has used almost all the Alamkara in his three theatrical
works. His most favorite Alamkara is the Upama. In all three plays, the use of simile
1s more than other Alamkara. In Uttararamdcaritam, there 1s a use of simile in the
quadrant. Even in prose, simile is highest. Bhavabhiitihas compared the idol with the
abstract at many places. This feature is also rare in the works of Upama samrat
Kalidasa. Mahakavi Kalidasa is famous for his similes, but the analogies used by the

great poet Bhavabhiiti are no less important. At though Bhavabhiiti has used

extravagant similes, such as s=ggAed, 9e7 Faasd, etc. some of the analogies are

completely new, such as the s&R statement of fmmer= to kill the demon of Tadaka.

Calling Rama an abetment for the destruction of the demons. Bhavabhiiti has



adopted the analogies according to the characters. For example, Tamasa (River)
draws praise from her aquatic experiences after seeing Sita’s eagerness towards.
Rama In this moment your heart is filled with love. Bhavabhiiti’s Mahaviracaritam
has given an analogy of Rama with anger and mourning, which is completely new.
In the Uttararamdcaritam, Sita’s analogy is given with detachment and compassion.
The tears falling from Rama Ram’s eyes have been associated with a garland of
scattered pearls. Sita’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 Uttararamdcarita 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- ‘“ag €9y 3THaT I STHHITHIAT
” Bhavabhiitihas planned this Alamikara in soft and difficult positions. Verses like
e Srapgaed faeer .| (Uttararamdcaritam 1.36) and

¥ g AetEmaataan. | (Uttararamacaritam. 1.38) the poet has revealed the

formidable beauty of the metaphor by composing a harsh word.

Utpreksha- in this Alamkara, there is a possibility of identification with the similar
analogy of Upameya @rmawelician ywae @89 aq | Bhavabhiti’s use of inspirational
Alamkara is unique. This statement of the hero at the time of Priy Darashan- “stferafia
g et 95 ... (Malatimadhava, 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’ (Uttararamdcaritam 3.39). Similarly, in the verse
Jifaesed ...| (Malatimadhava 1.12) the poet has expressed the glory of the

association of the theologians with the help of this Alamkara.



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

Hat |ivg: @ Fwemiy & quam wafa | (Uttararamacaritam 2.1 ')

Teas ety arafra | (Uttararamacaritam 2.11 )

o e R 7 = forgwt 7 = 5 | (Uttararamdcaritam 4.11 )

g o AR & wafa | (Uttararamacaritam 4.12 ) and

NN OO

I T ITRIEE ST=drgrr e frargete | (Malatimadhava 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 (Uttararamacaritam 1.2) to the beauty of the
Arthartarnyasa reveal.

[lustration — in this Alamkara, there is the determination of simple religion etc. gur=:

qAtawt @t gfdfsrsd | this statement for Raghuvanshi Ram- Lakshmana, where else
can Chandra and Kaustubha be born besides Kshirsagar’ (Malatimadhava 1.23) is a

beautiful example of a parable. In the Uttararamacaritam -

Sty ferre: qreAT: dieliess = afee Tra: gherea: (1.13)
The purity of Sita is determined by ‘wfeiies” and “afeer’. In another verse, this the pond
is filled with excess water, its discharge is the only solution. = &fisf = ge% Jermia grid
| The mournful heart is pacified only by weeping (Uttararamacaritam 3.29) is a
beautiful expression of the parable.
v. Style of Writing:

Riti in the Uttararamacaritam: -



Bhavabhiitiis famous for the experiments of Vaidarbhiriti and Gaudr riti, He has
used Vaidarbhiriti’ 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 Mahaviracaritam, in the context of Vira and Raudra Rasa and in
Malatimadhava also in the context of Raudra, Bibhatsa and Bhayanaka Rasa,
Bhavabhiiti t has made abundant use of complex language related to Gaudi. Apart
from Bhavabhiiti ’s verses, a glimpse of the complex from of language can be seen
in Sanskrit and Prakrit prose. Even in the Uttararamacarita, in the description of
war and the expression of Dandakaranya’s ruthlessness, Bhavabhiitihas supplied
Ojaguna by using complex homogeneous language, without which it would not have
been possible to evoke the description of Prasravana Giri in Mahaviracaritam,
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 Bhavabhtitithat
Bhavabhiitihas given less importance to the acting, but this allegation seems to be
one- sided, because Bhavabhiitihas 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 ‘Karuna’. Bhavabhitihas in most places
used the ‘Vaidarbhiriti’ consisting of the use of soft letters and avoidance of long
compounds. He has employed long compounds for the delineation of ‘Vira’ 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-



AYTRAZEHH FHcTeehid: T |
ORI TTosTgee] —
ST srgfaesratasuarersrE: || (Uttararamacarita 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 Vaidarbhiriti. 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 Gaudiriti.

ol Sfiferef cormfer & ge facfter

Fefafir: frmrgee met

amaE wwerEt B faer || (Uttararamacarita 3. 26)

TSI T IhosTehosRE e - TOTehuTSar

ST HCE S TSI e |

TG SARUSHUS RGN forer e

TR IR eaearhEaen®a || (Uttararamacarita 5.6)

In the previous plays Bhavabhiiti had used long compounds in the Prakrt speeches
of the characters, but in the present play the speeches in Prakrti 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.



Bhavabhiiti 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 Bhavabhuiti’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.
Uttararamacarita first act this verse of the occasion of the first issue of
Chitradarshan is a visible demonstration of the Prasadagunavati language.

T | 9 3349 o A
THAEIq gHRg TawTia; |

NN

IR hHH IR g ehUT —

wa qfdatta wereda: # || (Uttararamacaritam 1.18 )
Rama’s sentiments fill the reader’s heart as soon as he recites this verse. Bhavabhiiti
’s Karunarasa a beautiful example of the Prasad quality language can be taken from
the Mahaviracaritam, which describes the mood of Dasharatha, of Rama. In the
second issue of Uttararamacaritam, 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
Uttararamacaritam 1s the norm of Karunarasa,

T T fee = o 7 =R

qi = AT THShIADAHA |

AU R TR

T RuteEERedrst || (Uttararamacaritam 4.23)
4.3 The Sentiments in the Uttararamacaritam:
Karuna (Pathos) is the Principal sentiment in the Uttararamacaritam as the poet

himself has explicitly stated in the following verse-



TR o wfcrerma  deam || (Uttararamacaritam 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, Karuna-rasa should
be main sentiment in all plays, other sentiments such as Vira (Heroic), Hasya
(Humorous) and Bibhatsa (loathsome) being subordinate to it¥
But this is not the correct view. Bhavabhtiti has not given prominence to Karuna-
rasa in all his plays. As stated before, Vira is the main sentiment in the
Mahaviracaritam and Srigara in the Malatimadhava. What the verse really means
is that in the present play Karuna 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 Sita for instance, Rama is grieved for his wife, Janaka and Prthvi
for their daughter, Kau$alya for her daughter — in — law, Vasanti and Atrey1 for their
friend, and Sumantra 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 Karuna (Pathos)
but Vipralambha-srngara (love in separation) or Karuna-vipralambha (combination

of pathos and love in separation) but though grief is a common factor both in Karuna

57 Dange A.S and Dange S.S. critiques on Sanskrit Dramas. Pp. if.



and Vipralambha-srngara, its form is different in the two cases Jagannatha Pandita
has clarified it as follows

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-syngara, grief being a Saricaritabhdva (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 Karuna in cases where the dead person
is revived by the grace of a god or some superhuman being, there the
Alambanavibhava (basic cause) not having been completely destroyed, the
prevailing sentiment is Vipralambha as in cases of Separation caused by travel, etc.
it 1s not Karuna. Some rhetoricians call the sentiment in such cases Karuna
Vipralambha.”

If the Uttararamacaritam is examined from this standpoint, it would be seen that the
sentiment in the first act is both Sambhoga-srngara and Vipralambha-srngara. In
those others passage of the first Act where Rama describes the pleasures he enjoyed
in the company of Sita (e.g. verses 24, 27, 34, etc.), the sentiment is Sambhoga-
Srigara, while in those other which describe his grief caused by separation due to
her abduction, the sentiment is Vipralambha-Srrnigara. In the next five Acts, since all
believe that Sita had died, the sentiment produced by the description of the grief of
Rama, Janaka, Vasanti, Atreyi and Kausalya is karuna not Vipralambha-srngara.
That Bhavabhiiti himself held the same view is clear from the verse cited above.
Thought the main sentiment in the present play is Karuna, some other sentiment are
introduced here and there in a subordinate form. We have referred to the Sambhoga
and Vipralambha-Srngara in the first Act. there is Hasya-rasa (Humorous

sentiment) in the dialogue of Saudhataki and Bhandayana as well as in the

8 Rasagangadhara, Jaganatha, shri Badrinath Jha, Mohannath Jha, chuakhamba Sanskrit Granthmala, Varansi.
1970 (N. P. ed.) p. 32.



description of the horse by the boys of Valmiki is hermitage who had not seen such
a beast before Vira-rasa (Heroic sentiment) in the description of the battle of Lava
and Candraketu, and the Adbhuta-rasa (marvelous sentiment) in the description of
the Jrmbhakastrani missiles and in the miraculous emergence of Prthvi and Ganga
from the stream of the River in the last Act. Bhavabhiiti has delineated all these

sentiments with the same skill.

4.4 A LITERARY ESTIMATE OF BHAVABHUTI:

In the galaxy of Sanskrit poets, Bhavabhiiti is a star of the first magnitude, ranking
with Bhasa, Kalidasa, Bana 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 Govardhanacarya himself a poet of no mean order, has said:-

WAV HRTq R WA I |
Udchaehewd, feRm=rem Tffer o 1190

Where in refers to the height of pathos to which the genius of the poet has attained
in composing the Uttararamacaritam. Ksemendra has referred to the fondness of

our poet for the Sikharini meter:--

o Rreoft fotaag i |

aforar e AT wdE Jeatd || (e faere 111.33);0
While Dhanapala, in his Tilakamanjari says:--

TR ot s |

A1eeRy Tedta Wit wefa || (Introduction. Verse 30),¢!

9 Roy Saradaranjan, Uttararamacarita of Bhavabhuti, Bharatiya kala Prakasan, Delhi,2008,p.(xxvi)
60 Kale, M. R., Uttararamacaritam of Bhavabhuti, with the commentary of Viraraghava,
Motilal Banarasidass, Delhi, 1982, p.18

61 Op. Cit p.18



Wherein Bhavabhiiti’s plays are complimented on their clear delineation of emotions
(Bhava) and sentiments (Rasa) and on their wonderful felicity of literary expression.
European critics, too, have appreciated the high claim of Bhavabhiiti as dramatic
author and poet. Thus in the language of the Malatimadhava, Prof. Wilson finds
“extraordinary beauty and power.” It is not difficult to understand the vogue of
Bhavabhtiti 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. “seorer wfiwer o =rfwft,” which are his own words (111.4) in describing Sita,
might well stand as a description of his own poetic genius, so far as the
Uttararamacaritam 1s concerned. It is in the Malatimadhava, 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. Kalidasa 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 Bhavabhiiti and read verses like —

W d  FEY  Teewenerer™@ | (Uttararamacaritam - 1. 30)  or
eSS trrgrsesheraga: etc.(Malatimadhavam 1X. 16 ) or

HIcHTE gawmeq: ghqehaarsrat s &c. (Mahaviracaritam VILL10).



Bhavabhiiti 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.

AT, EstaTdescrEgSTed &c. (Malatimadhavam 1X.17)
Which describes a sudden rain-storm, or the verses fwafy feafy #<
(Uttararamacaritam 1. 27) which describes lovers talking sweet, indistinct nothings
to each other, or the verse Avanismarasindhuh &c. (Uttararamacaritam 111.48)
which pronounces a blessing. The chief merit of Bhavabhiiti’s plays, apart from
questions of language, lies, however, in their high moral tone. Even in describing
ordinary human love, Bhavabhiiti 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.
Bhavabhiiti 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 Kalidasa. He uses long, formidable
compounds in his prose, and they are sometimes (e.g.in the Malatimadhva act 111.)
More involved than even those in Bana’s Kadambari. 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
Uttaramacaritam. Which are to be found already wused either in the

Mahaviracaritam. Or in the Malatimadhava! 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 Bhavabhiiti 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 Ramayana. 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 Bhavabhiti: Use of Pali and Prakrit words:

Bhavabhiiti 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 a1fr,
o, B, o, YRR, 3, feR, wea, ete. available in ‘Amarakosa’ in his plays. In Bhavabhiti
plays, some such words have also been treated which are not found in ‘Amarakosa’.
AT, IclTe, FERTH, FISU, Frad, FrHIE, G, Toeh, Taaieh, Siegdes, TR, HiHd, TR, TS,
=fdeRt, B&am™ are some such words.

In the ‘weritai@’ Bhavabhiiti wrote TRl SmR, Swr, o, SomHusH, o, e, TS,
e

In ‘AT’ AT, ST, A, TR0, IehicTel, ST, qUIT, Hlfor, e,

In ‘StwwEi@’ R, S99, fhstes, wend, fofive, wsr, etc. Has been used extensively.
The words like Stfeeteeon, ©gs, WRUH Afdeh, 31764, Sd, J1uehd. The use of the words
in the language, which is indistinct, the use of words which is unclear, hinder
communication. Bhavabhiiti had an incomparable right over the Vedic dictionary
too. He has used many such Vedic words which cannot be proved by secular

grammar.



Bhavabhtiti has also used the words Pali. In the preface to Malatimadhava, the
address ‘A1’ for ‘¢’ is similar to the word ‘a&@’ of Pali. Due to the absence of ‘xr’
and ‘¥’ in the Pali alphabet, the word =i in Buddhist- Sanskrit texts has become @i
in Pali. The word smew used in the first issue of ‘Utfaramacarita’s’ means sister-in-
law. In the Pali language, the word &t has been used in the sense of Brother, old
and honorable. In the opinion of Satishchandra Vidhyabhushana®, the word ‘srgsae’
of Sanskrit language has become ‘sms@r’ of Pali. The words ‘sma’ ‘e’ “str@r’
and T, ST, STeEn e are closely. Related to each other. The poet has used the
word ‘@es’ of Sanskrit language has become ‘3rga’ in Prakrit language. In the time of
Bhavabhiiti, ‘s’ had become an independent Sanskrit word. The word ‘@&’ has

been used in the sentence dfeh =1 afe e &AW (4. %0) in Uttaramacaritam. It is not

found in ‘Amarakosa’. In the view of Satishchandra Vidyabhushan®, ‘&=’ or %<

is origin of the word ‘e’ of Bhavabhiiti. Bhavabhiiti, 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.*

4.6 Conclusion:

There is no monotony in the voice of Bhavabhiiti. His style can easily take on a
meaningful form. In a line like & sfifad @mf & ged f5df | so this same poet can also
express the Ojas Guna in smifEiEFesREef&ivsat etc. by describing the horrible and
glorious scenes of the war. Thus Vaidarbhiriti Gaudi with @=msgen are equally

accomplished by the poet. Sometimes in the first half of the verse, Vaidarbhiriti and

62 Bharti, Dr. Amruta of Bhavahuti, Bhartiya Janapith, new Delhi,2000,p.274 to 276
63 1bid.p.275
6 |bid.p.274



in the second half, Gaudiriti, the poet uses both styles at the same time. Whether it
is a description of Uttaramacarita’s Teedar@: 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 Bhavabhiiti is noticeable. His deer and peacock are much
appreciated. In Malatimadhava he has successfully used many unpopular meters.
In this way, he has also experimented with Aparavaktra, Mafijubhasini
Rathoddhata, Praharsini, 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 1s Predominance of Upama, Utpreksa & Kavyalinga.
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