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CHAPTER IV 

LITERARY EVALUATION OF 

LAUHAPURUṢAVADĀNAM 

 

 

IV.1 Summary of the Lauhapuruṣāvadānam : 
 

  The Lauhapurusavadanam is a historical epic poem written 

by Dr. Shivaprasada Bharadvaja. It consists of 32 cantos. It describes 

the entire life sketch of Sardar Valabhabhai Patel from his birth to 

death. The summary of this epic is given as below: 

 

Sarga I :  
 

  After invocation in eighteen verses the poet describes and 

pays homage to Bharatbhumi. The poet has described the sacrifice of 

various freedom fighters named Maharana Pratap, Vir Shivaji, Rani 

Lakshmi Bai, Vir savarkar, Lokamanya Tilak, Chttaranjan Das, Lala 

Lajpatrai, Gandhi, Javaharlal Nehru, Madan Mohan Malavia, Subhash 

Chandra Bose etc. India was divided into various pieces before 

independence. Vallabhbhai was foremost to give the independence to 

India. The poet describes that he was encouraged by great personality 

of Vallabhbhai and wrote this poetry. 

 

Sarga II :  
  

  In this Sarga the poet first describes the greatness of India and 

later on Gujarat. Vallabhbhai was native of Karamasad. Jhaverbhai 

was a simple man. His wife was Ladabai. Their fourth son was 
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Vallabhbhai. He was born on 31st October 1875. His father was of 

nature of ascetic and did not give value to earning money. Therefore 

Ladabai brought up her children with great difficulty. Vallabhbhai 

had great physical figure and was of independent nature.  

 

Sarga III :  
 

  In this Sarga the poet has described the condition of India. 

India was caught by British. Businesses of India were stopped to 

promote the business of British Government. Indian people were 

without employment. British were getting six times more salary than 

Indians. Muslims were given employment to divide them from 

Hindus.  

 

Sarga IV :  
 

  This chapter describes the childhood and education of 

Vallabhbhai. His brother Vitthalbhai was encouraging him for 

education. His father sent him to Nadidad for further study. 

 

Sarga V: 
 

  This chapter describes marriage of Vallabhbhai. His mother 

expresses her desire to get her son Vallabha married. Vallabhbhai was 

not ready for this but he had to accept it. Jhevarbai was selected as his 

wife from the nearby village named Gana. After marriage his wife 

went back to parents’ home and Vallabhbhai kept himself involved in 

study. 
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Sarga  VI : 
 

   Vallabhbhai became busy in his study in the city Petlad. He 

became favourite to students and teachers for his quality of leadership 

and good nature. He cleared his exam of lawyer and started practice in 

the city Godhra. He earned name as a lawyer and earned lots of 

money. Plague disease spread in the city Godhra. He helped many 

patients. He also got affected with this disease and later on got cured. 

 

Sarga VII :  
 

  He was leading happy marital life with his wife in Godhra. In 

1904 a daughter Manien was born and after one year a son named 

Dahyabhai.  After two years he went to Borsad and practiced as 

lawyer. His brother was also in Borsad. Vallabhbhai sent his elder 

brother to foreign for further study.  

 

Sarga VIII :  
 

  Vitthalbhai returned to India after his study. He started his 

practice in Bombay. Vallabhbhai’s wife became ill. He along with his 

wife went to Bombay for her treatment. But Vallbhabhai had to return 

for his practice to Borsad.  

 

Sarga IX : 
   

  Vallabhbhai was in the court and he received telegram of 

death of his wife. He went to Bombay for last rites of wife and 

returned back to his won city. 
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Sarga X :  
 

  Vallabhbhai's children were taken care by Grand parents. He 

went to foreign to become Barrister.  

 

Sarga XI :  

  This chapter describes the sea journey of Vallabhbhai.  He 

reached to England.  

 

Sarga XII :  
 

  He went to London and took admission in a college. He 

cleared his exam in one and half year. He returned back to India. 

 

Sarga XIII :  
  

  After becoming Barrister he reached India on 13th February 

1913. Here the poet has described the beauty and greatness of 

Bombay. He settled in Ahmadabad. He met his children.  

 

Sarga XIV :  
 

  Vallabhbhai became famous as Barrister in Ahmadabad. His 

children were admitted in English medium school. 

 

Sarga XV :  
 

  He spent his day in court, evening in club and night in home.  

In 1914 his father died. In 1885 Indian National Congress was 

established. Swami Dayananda declared that our Nation is better than 

heaven. Tilak declared that freedom is our right. Many institutions 

were established for freedom. Revolts took place in various part in 
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India. Gujarat sabhā was established in Ahmadabad. Vallabhbhai was 

not taking seriously the idea of non-violence of Gandhi.  

 

Sarga XVI :  
 

  In 1917 Vallabhbhai became the member of Ahmadabad 

municipality. He tried to remove the problems of municipality 

administration. 

  

Sarga XVII :  
 

  British were getting the farming of nila in Champaranya. The 

farmers were not getting any benefit. Gandhi came to know about 

this. He started agitation along with these farmers against British 

government. Vallabhbhai got impressed with Gandhi. Gandhi was 

made president of Gujarat Sabha and Vallabhbhai was secretary.  

 

Sarga XVIII :  
 

  The First World War some countries were facing problems. 

British ask for the help from the leaders of India. To these Gandhi ask 

for the freedom of India after getting victory in the war. British made 

promise to Gandhi. Indians help British the First World War. Due to 

heavy rain in Kheda district, the farmers were not able to pay tax to 

the government. This became a great revolt.  

 

Sarga IXX :  
 

  Gandhi took back satyāgrah. He could not become successful 

in bringing peace in Punjab. People of Gujarat were also very angry. 
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In 1920 conference of congress was called in Calcutta. In this 

conference the idea of non-violence to get freedom is accepted.  

 

Sarga XX :  
 

  Under the leadership of Vallabhbhai volunteers burnt foreign 

cloths. Gandhi wrote a letter to viceroy to decrease the tax on farmers. 

Gandhi started the agitation. Gandhi was sent to jail for six years. 

Vallabhbhai took the leadership of this agitation. Congress was 

divided and Svaraj party was formed. 
 

Sarga XXI :  
 

  Agitation for flag was started in Nagpur. Jabalpur was also 

under the situation. This agitation became powerful with the 

leadership of Vallabhbhai.  

 

Sarga XXII :  

  The people of Borsad were tortured by police. Vallabhbhai 

went to Borsad and counsel the people.  

 

Sarga XXIII :  
 

  Vallabhbhai became president of Ahmadabad municipality in 

1924. He improved the administration and served Ahmadabad. 

Vallabhbhai’s children were taken care by Gandhi. His daughter 

Maniben was sent to Pune for training in serving the nation. She 

returns to Sabarmati ashram. 
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Sarga XXIV :  
 

  Svaraj party could not do anything good for people. 

Vallabhbhai was thinking that if all the farmers and villagers get 

united than also it is difficult to fight against British. Farmers were 

not able to pay the tax. Vallabhbhai started movement against the tax. 

He wrote a letter to officers. This movement became very much 

successful and people gave him the name ‘Sardar’. 

 

Sarga XXV :  
 

  After this success was called in various part in India. 

Bhagatsingh, Rajguru and Sukhdev were hanged to death. To this 

people of Karanchi were angry on Gandhi and Vallabhbhai. 

Vallabhbhai stayed in jail for sixteen months. During this time his 

mother and brother passed away.  

 

Sarga XXVI :  
 

  After released from jail Vallahbhai again started guiding the 

farmers inspire of his ill health. Bombay government returned back 

the land of farmers.  

 

  Sarga XXVII  to Sarga XXXII in these chapters the entire 

fight for freedom is described by the poet. The death of Gandhi and a 

later on a death of Vallabhbhai was described with lots of sorrow. As 

per the wish of Vallabhbhai Patel he was cremated near the place of 

his wife and elder brother.             
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IV.2 Rasa (Sentiment) : 
 

  Ācarya Bharatamuni is the founder of the principles of 

sentiments.  Although the word Rasa continued to used even before 

Bharatamuni, but its meaning remained somewhat different from the 

poetic meaning of Rasa. In the time of the Ṛgveda, the word Rasa was 

used for beverages.1  In the Upaniṣads, the word Rasa is used for 

Brahman. The word Rasa had already become the denotation of 

melodious feeling. In Nāṭyaśāstra or Kāvyaśāstra, it is related to the 

feeling of beauty or the feeling of joy. Bharatamuni has explained the 

process and result of that blissful experience in a classical way and 

gave it a systematic form.  

  From the point of view of etymology, Rasa means that which 

is relished, tasted and enjoyed. Bharatamuni has not given the 

definition about Rasa, but he has propounded the process of 

extraction of Rasa. Having described the process of extraction of 

Rasa, he has written that extraction of Rasa is done by the 

combination of Vibhāva, Anubhāva and Sancāribhāva.2 Explaining 

this process of Rasa himself, Bharatamuni writes that Just as food 

juices are produced by the combination of different types of dishes, 

medicines and liquids, Just as Rasas are made from liquids, dishes 

and medicines, in the same way, permanent feelings also get the form 

of Rasa by being combined with various feelings.3 The question arises 

to our mind as to what substance is Rasa? Bharartamuni says that 

                                                           
1 ᭭वाद ूरसो मध ुपेयो वराय । 
2 िवभावानुभाव᳞िभचाᳯरसंयोगाद ्रसिन᭬पिᱫः । Nāṭyaśāstra, p.93 
3 यथािह नाना᳞Ჳनौषिधᮤ᳞संयोगाᮤसिन᭬पिᱫभᭅवित,  
  यथा िह गुडािगिभᮤᭅ᳞ ै ᳞Ჳनैरोषिधिभ᳟ षाडवादयो रसा िनवᭅतᭅ᭠ते,  
  तथा नानाभावोपगता अप ु᭭थाियनो भावा रस᭜वमा᳘ुव᭠तीित । Ibid, p.93 
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what is tasty is Rasa. Just as a man with a happy mind tastes the 

Rasas while consuming Sanskrit food from a variety of dishes and 

feel the joy, in the same way, the happy observer relishes the 

permanent feelings combined with verbal, physical and mental actions 

deprived by various expressions and actions and attains happiness.

  In fact, in the poetry or drama, when even permanent feelings 

like mourning are expressed in the form of juice, then it is a reason for 

joy for the audience or readers. Describing the nature of Rasa, 

Acārya Mammaṭa says that Rati etc. feelings remain permanently in 

the heart of every person. In practical life, the causes of Rati, the 

actions of Rati and the co-operatives of Rati when they are in drama 

or poetry, they are called Vibhāva, Anubhāva and Sañcāra in classical 

terminology. When the feelings like Rati etc., which remain 

permanently in the heart of the hero, heroine etc. come in the 

expressed form through Vibhāva, Anubhāva and Sañcāra, then it is 

called Rasa. 4  Bharatamuni and Mammaṭa say that Rati etc. are 

always present in the heart of the kind hearted people in the form of 

lust. The work form of Rati starts to appear as a permanent feeling 

illuminated by experiences. Adulterous feelings make him perfect. 
Rasa is derived from the combination of this Vibhāva, Anubhāva and 

Vyābhicārī feelings. 

  Giving the characteristics of the epic poem, Bhāmaha says 

‘रसै᳟ सकलैः पृथक्’5 that means, that there should be an endless state of 

emotions in the Mahākāvya. Mahirṣi Vālmīki has presented the 

importance of the Rasa in the epic poem in the following words: 

रसै श᭑ृगार-कᱧण-हास-रौᮤ-भयानकैः ।  
                                                           
4  कारणा᭠यथ कायाᭅिण सहकारीिण यािन च ।  
   र᭜यादःे ᭭थाियनो लोके तािन चे᳖ाᲷका᳞योः........ Kāvyaprakāśa, IV.27-28 
5 KL, I.21 
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वीराᳰदभी रसैयुᭅᲦं का᳞म ्॥6 

The art-making of Vibhāva and other factors is believed to be 

rasa-generating, so it should be considered potentially at present. That 

means Rasa is the emotional content of the literary and dramatic arts, 

which leads to pleasure. From the point of view of a reader, rasa is a 

dynamic emotional experience or actual enjoyment. 

 

IV.3. Rasa in the Lauhapuruṣāvadānam: 
 

  Characterizing the epic, Ācārya Viśvanatha has arranged 

about the context of the Rasa that there should be one main Rasa of 

Śṛingara, Vīra and Śānta in the epic. Apart from Aṅgī Rasa, it is also 

necessary to describe all other Rasas in the form of Aṅga in an epic.7  

Lauhapuruṣāvadānam is known as a character oriented epic. Due to 

the life of Sardara Vallabhbhai Patel being associated with the 

freedom struggle, the story of this epic is based on the spirit of the 

freedom struggle. Freedom struggle was not fought face to face with 

swords or bows or bullets. But the heroic struggle fought by the 

Indian people with the scriptures of truth and non-violence against the 

powerful enemy British government, that struggle is no less an act of 

bravery than a face to face armed struggle. 

  It is a unique example of bravery to bear the atrocities of the 

powerful British government laughingly to liberate the motherland, 

sacrificing all the pleasures of life and dedicating his life to the 

sacrifice of the freedom struggle. Thus there are many episodes of 

                                                           
6 Rāmāyaṇa, I.4.9, I.4.17, I.4.18, I.4.34 and I.4.35. 
7 शृंगारवीरशा᭠तानामकेोऽ᭑गी रस इ᭬यते ।  
   अ᭑गािन सवᱷऽिप रसाः..... SD., VI.302 
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heroic events in Lauhapuruṣāvadānam epic.  That is why in this epic, 

Vīra-rasa is presented as Aṅgi-rasa. 

 

(i) Vīra Rasa : 
 

According to Acārya Viśvanātha, Vīra-rasa is dependent on the 

best character. The stability of this Rasa is equal as enthusiasm. In 

Vīra-rasa, Vibhāva is the dependence of the victorious enemy. The 

investigation of war assistants etc. are the experience (Anubhāva) of 

this. Dṛti, Mati, Tarka, Smṛti, Garva and Romānca are its 

Sancāribhāva. There are four types of Rasa like Dānavīra, 

Dharmavīra, Yuddhavīra and Dayāvīra.8 There are some examples of 

Vīra-rasa in the epic Lauhapuruṣāvadānam which are mentioned in 

the following  

“दयान᭠दो यित᳟ᮓे घोषणां ᭭वगᭅतो वरम ्। 

᭭वरा᭔यिमित त᭨लि᭣धर᭭माकं क᭨प आᳰदमः ॥ 

ितलको लोकमा᭠य᳟ ᭭वात᭠᯦यᮧाि᳙मा᭜मनः । 

ज᭠मिस᳍मधीकारं सिडि᭛डममजूघुषत् ॥ 

ᮧोिषतैभाᭅरतीयै᳟  कैि᳟द ्िव᭡लववाᳰदिभः । 

दलं िव᭡लवकृत् तᮢ ᭭थािपतं ल᭯यिस᳍य े॥ 

᭫यामजीवमᭅसदशृा युवानः ᮓाि᭠तकाᳯरणः । 

िवदशेषे ुवस᭠त᭭ते शᳫस᭑ᮕहमाचरन् ॥ 

काले ति᭭म᭠᭭तथा ᱨसदशे ेिव᭡लवकाᳯरणः । 

                                                           
8 उᱫमᮧकृितवᱮर उ᭜साह᭭थाियभावकः ।  
  मह᭠ेᮤदवैतो हमेवणᲃऽयं समुदाᱡतः ।। 
  आल᭥बनिवभावा᭭त ुिवजेत᳞ादयो मताः । 
   िवजेत᳞ाᳰदचे᳥ ा᳒ा᭭त᭭यो᳎ीपनᱨिपणः ।। SD., III.224 
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लेिनन्-ᮝा᭗᭜᭭कᳱ-ᮧभृतयः सशᳫं िवᮕह ं᳞धुः ॥”9 

Here Sthāyibhāva is Utsāha. A steady enterprise in working is 

called Utsāha.10 Here every action of the patriotic leaders reveals 

their steadfast endeavour to liberate the country. This constancy of his 

enterprise is a symbol of the Uthāha in his heart for the freedom of 

the country.  

In Lauhapuruṣāvadānam epic, a beautiful example of Vīra-rasa 

is available in the first canto. 

 “दामोदरो लिलतधीि᭭तकल᳟ भिᲦ- 

 ᳲसहः सिमᮢयुगलि᳟तरᲳन᳟ । 

 अ᭠येऽिप लाजपतरायमुखाः ᭭वदशे- 

 दा᭭यासहा िवजᱟरा᭜मसुख ंसुखेन ॥ 

 स᭜याᮕही स ᳰकल मोहनदासगाि᭠धः  

 ᮰ी नेहᱧगुᭅᱧमना अथ मालवीयः । 

 गोर᭛डजागरकरोऽिप सुभाषच᭠ᮤः  

 सवᱷऽ᭡यमी जिनभुवो वलयो बभूवुः ॥”11 

In the above verses, there is Utsāha-sthayibhāva in the hearts 

of patriotic heroes to liberate the country. In this way, with the 

combination of Ālamba-vibhāva, Uddīpana-vibhāva, Anubhāva and 

Romānca-vyabhicarī in the heart of the brave patriots and in the heart 

of the readers turns into Vīra-rasa. 

Small, big, all kinds of Vira-rasas are available in this epic. 

Another beautiful example of Vīra-rasa is the protest against forced 

labour in canto seventeen of this Mahākāvya. 

                                                           
9 LauP., XV.16-20 
10 कायाᭅर᭥भषेु संर᭭भः ᭭थेयान उ᭜साह उ᭒यते । SD., III.185 
11 LauP., I.34-35 
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   “िवरोध ेिनि᳟ते त᭭या व᭨लभ᭭तं सुिनणᭅयम ्। 

   आयुᲦ᭭य तदा ᮧाट᭭याि᭠तके ᮧैषय᭨लघ ु॥ 

  क᭭यादशेने सा िवि᳥ᮧथा ᭠यायं कमाि᮰ता ?  

 ᳰकमौिच᭜य ंतथा त᭭यां जनो᳇गेकृित ि᭭थतम ्॥ 

  अमी ᮧ᳤ाः समाधेया ल᭐वेव, यᳰद कां᭯ यते । 

  भिव᭬येऽिप ᮧदशेेऽᮢ यथापूवᲈ कृता ि᭭थितः ॥ 

  ᮧाट᭭तत् पᮢमाल᭯य ᮧ᳤ां᭭ तᮢ च संि᭭थतान् । 

 म᭜वाऽऽ᭮वान ं᭭व-सᱫाया भुिव िचᭃेप तत् ᮓुधा ॥ 

 व᭨लभोऽिप ᮧती᭯याथ किᲱ᭜कालं तदᱫुरम् । 

 िवमृ᭫ य गाि᭠धना भूयः ᭭मारणायािलखद ्दलम् ॥ 

 त᭭यािप चोᱫराभाव ेसिमितः कृतिन᳟या । 

 पाᮢे तातᱮयके सीमा ंदशाह ंिन᳸ददशे सा ॥ 

 एतावताऽिप कालेन नोᱫरं यᳰद ल᭤यते । 

 न िव᳥ःे पालनं ᭃेᮢे ततः प᳟ात् कᳯर᭬यते ॥ 

 अमᳶषत᭭ततः ᮧाटो िवक᭨पाभावबािधतः । 

 व᭨लभ ंदशᭅनाया᭜मकायाᭅलयम᭠ᮢयत् ॥ 

 इतरः ᭭वोᱫरे ᭜वेनमिलखद,् ‘यᳰद कां᭯ यते । 

 मदीयं दशᭅनं, कᭃे पािलकाया इहिैह भोः’ ॥ 

 ᭠यᲥारं म᭠यमानोऽसौ ᮧाटौ नैव तथाचरत् । 

 दशाह ेगतमाᮢेऽथ व᭨लभोऽिप िनराकुलः ॥ 

 ᮕाम ेᮕाम े᭭व-िव᭄ᳲ᳙ ᮧेषयामास िनि᳟तम् । 

 सि᭠दशन् ᮕामग ंलोकं संघषाᭅय समा᭮वयत् ॥ 

 इतः परं न केनािप िवि᳥ः कायाᭅ कदाचन । 

 स᭜यादशेऽेिप िनभᱮका उपᭃे᭠ता ंसुसंहताः ॥ 

 इ᭜थं स᭥बोिधता लोका᭭तᳶजता अ᭡यकि᭥पताः ।   
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 ᭭व-दाᯤयेण ᮧथां िव᳥बेᭅलाᲬᮓुरतीतजाम ्॥”12 

Apart from these above examples, we have also found the 

verses of Vīra-rasa in the verses like XVII.1-12, XVII.62, XVIII.24-

27, XXI.7-8, XXIV.22-32, XXV.57, XV.16-19, XV.21-22, XVII.18-

29, XVII.34-49, XVII.73-78, XVIII.38-49, XIX.36-46, XIX.48-50, 

XX.1-21, XX.51-62, XXIV.34-72, XXV.8-42, XXV.58-66, 

XXVII.50-54, XXVII.94-96, XXVIII.18-20, XXVIII.46-49, 

XXVIII.76, XXVIII.90, XXVIII.104-106, XV.62-103, XVII.18-29, 

XVII.54, XXVII.94, XV.17, XXVII.51 and XXVII.94. 

In this instance, Vallabhbhai’s heart is located Utsāha-

sthayībhāva. After reading the letter written by Vallabhbhai Patel and 

considering the questions asked in that letter as a challenge for 

himself, throwing the letter on the ground is  Uddīpana-vibhāva. 

Writing of second and third letter by Vallabhbhai, fixing a 

period of ten days for the end of forced labour, asking him to come to 

his office instead of going himself when called by Prant and giving 

instructions to rural farmers not to do forced labour, etc. are 

Anubhava.  

Thus the entire saga of the freedom struggle is an example of 

Vīra-rasa.  In this, due to the combination of Vibhāva, Anubhāva and 

Sañcāribhāva, Yuddhavīra-rasa has been derived. 

 

(ii) Dharmavīra : 
 

  Dharmavīrarasa has been depicted as Aṅga in this epic. 

Dharmavīrasa is one of the four types of Vīra-rasa which are 

mentioned earlier. Viśvanātha has not given the definition of 

                                                           
12  XVII.63-79  
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Dharmavīrasa separately but Yudhiṣṭhira’s statement has been given 

as an example of Dharmavīrasa .  

   “रा᭔यं च वसु दहे᳟ भायाᭅ भातृसुता᳟ य े।  

  यᲬ लोके ममायᱫ ंत᳍माᭅय सदो᳒तम् ।।”13 

It is clear from this example that in Dharmavīrasa the importance is 

renunciation. A very beautiful example of Dharmavīrasa appears in 

the Lauhapuruṣāvadānam. Due to the similarity of initials, 

Vallabhbhai Patel’s passport reaches his elder brother Viṭṭhalabhai 

Patelas house. Vallabhbhai had a strong desire to go to England for 

higher education in law. But seeing the wish of elder brother 

Viṭṭhalabhai Patel, he made a great sacrifice in sending his elder 

brother to England for higher education on his passport keeping 

restraint on his wish. An example of Vallabhbhai Patel’s sacrifice can 

be seen in the following example: 

   “ᮧ᭭था᭡य पूवᭅजमथा᭏ंलभवेु िनगूढं 

   भू᭜य ैकुल᭭य ᳰकल व᭨लभ ऊᳶजतौजाः । 

   गेह ं᭠यवतᭅत समानयदाशु चायाᲈ  

  धीरो यथोᲦमनुपालयित ᮧय᳀ात् ॥”14 

Before considering the performance of Dharamvīra-rasa in the 

appropriate verse, it would be relevant to consider that Vallabhbhai’s 

sacrifice for his brother should be accepted as an example of 

Dharamvīra-rasa or not. In this context, it is necessary to quote 

Nāgendra’s mentioned of Hemcandra’s thoughts at the time of 

consideration of Rasa number in Rasa-siddhānta. 

 “एक दसूरे स े᭭वत᭠ᮢ य ेनौ ही रस ह ᱹ। अतः आᮤᭅता᭭थाियक ᳩेह को रस 

मानना ठीक नहᱭ ह ै । उसका रित आᳰद मᱶ अ᭠तभाᭅव हो जाने के कारण इसी  
                                                           
13 SD.,, p.202 
14 LauP., VII.60 



 

86 
 

ᮧकार युवᲐ का िमᮢᲂ के ᮧित ᳩेह रित मᱶ, ल᭯मण आᳰद का ᮪ातृ-ᳩेह भय मᱶ 

अंतभुᭅᲦ हो जाता ह ै। यही व᳍ृजन के पुᮢ ाᳰद िवषयक ᳩहे के िवषय मᱶ समझना 

चािहए । ऐस ेही गधᭅ᭭थाियक लौ᭨यरस का हास या रित मᱶ अ᭠तभाᭅव कहा जा 

सकता ह ै। यही भिᲦ के िवषय मᱶ भी कहा जा सकता ह ै।”15 

Therefore, in the present verse, due to the combination of the 

Ālambana-vibhāva, Uddīpana-vibhāva, Anubhāva and Dhṛti-

sañcāribhāva of the Utsāha-sthāyibhāva in the heart of Vallabhbhai 

is being derived in the form of Dharamvīra-rasa. 

 

 (iii) Raudra Rasa : 
 

  In this epic, Raudra-rasa has also been portrayed very 

impressively in the form of an organ. Krodha is the Sthāyibhāva of 

Raudra-rasa. Its colour is red and deity is Indra. In this, the enemy is 

Ānalbanavibhāva and Uddīpanavibhāva are induced. The description 

of punching, falling, badly biting, tearing, being desperate to fight etc. 

illuminates the Raudra-rasa. The following episode is an example of 

Raudra-rasa: 

  “आदौ सावरकरो वीरि᳟पलूणकर᭭तथा । 

  अ᭠येऽिप च महारा᳦ः ᮓा᭠तेः श᭑खमपुाधमन् ॥ 

  वहवो व᭑गदशेीया युवानोऽिप महौजसः । 

  ज᭠मभूभिᲦिववशा गता᭭त᭜सपथीनताम ्॥ 

  अरिव᭠दोऽथ वारी᭠ᮤः सह रासिवहाᳯरणा । 

  खुदीरामो वसु᳟ािप म᭎ुया िव᭡लवकाᳯरणः ॥ 

  व᭑गभ᭑गिवरोधे ते दशेᮧेमिवदीिपताः । 

  ᮧाणानिप पणीकृ᭜य गोर᭛डाना ंवध ं᳞धुः ॥ 

                                                           
15 Hemcandra, Kāvyanuśāsana., P.106 
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  ते िनमाᭅयानलवमा᭠यᳫािण ᮧाहरन् ᱧषा । 

  हाᳶडᲳादीन् यथादशेकालं गूढᮧहाᳯरणः ॥ 

  आ᭑᭏ला᳟ दमनं तेषा ंपदाᮓा᭠ता इवाहयः । 

  वध-ब᭠धाᳰदिभ᳟ᮓु᳞ाᭅपकं कोपिव᭮वलाः ॥”  

In the above example, the anger in the heart of the 

revolutionary heroes is Sthāyibhāva. The concentration of the mind 

that arises due to condemnation, objection and insult etc. is called 

Armaṣa. Redness of the eyes, tremors of the head, etc. occur in 

anger.16 It is a great insult by the British to make Indians dependent 

on the land of India. Due to this insult, the reaction of the hearts of the 

patriots is indignation. Therefore, in the present context, there is 

Armaṣa-vyābhicarī-bhāva. 

In this way, due to the coincidence of Vibhāva-anubhāva-

saṇcāribhāvas, Raudrarasa is being produced in the presented 

context. Krodha is Sthāyībhāva in Raudrarasa. In the Vīra-rasa, 

Utsāha is Sthāyibhāva. There is anger in the hearts of the patriots in 

the above context. So this is an example of Raudrarasa. 

 

 

(iv) Bībhatsa Rasa : 
 

  Bībhatsa-rasa has also been depicted in the epic 

Lauhapuruṣāvadānam. Where Jugupsa is Sthāyibhāva there is  

Bībhatsa-rasa. The colour of this Rasa is blue and the god is 

Mahākala. Foul smell, meat, blood, fat, getting insects etc. are its 

                                                           
16  िन᭠दाᭃेपापमानादरेमषᲃऽिभिनिव᳥ता । नेᮢरागिशरः क᭥प᮪ू᭑गोᱫजᭅनाᳰदकृत् ।। Sāhityadarpana, 
III.162 
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Uddīpana-vibhāva. Turning away, winking etc. are its Anubhava. 

Seizure, convulsion, disease, death etc. are it Vyābhicari.17 

 “पुरोगताᲵालकपि᭑Ღसवृंता उपा᭠तभागेष ुपुर᭭य चालयाः । 

 अल᭣धवातातपवाᳯरसंिवधाः पुरीषमूᮢ ाᳰदचल᭜ᮧणालयः ॥ 

 सम᭨ुलल᭠म᭜सरमिᭃकाᳰदिभः समᳶधतावािसजनोᱧराशयः । 

 िनरीिᭃता᭭तेन दᳯरᮤदारकैः ᮧचीणᭅर᭝यामलकूटतᳶपताः ॥ 

 समी᭯य तान् नारकदृ᭫ यदᳶशनः पᳯुर ᮧभागान् जनजीवनकृशः । 

 अमं᭭ त र᭥य ेरमणीकलेवरे पटुः पटेलः ᳰकल कु᳧जान् ᮯणान् ॥” 18 

 The above incident describes the deplorable condition of the 

people living in the slums of Bombay. Dirty environment without air, 

sunlight, and water system is Jugupsā Sthāyibhāva. Sewage and urine 

filled drains and garbage dumps is Ālambana Bibhāva.  Mosquitoes, 

flies and insects all around are called Uddīpana-vibhāva. 

Vallabhbhai’s heart was filled with sorrow after seeing the 

hellish life of the people living in the slums of Bombay, here it is 

Āvega vyabhicāribhāva.  Thus, in the above context Bībhatsa-rasa 

has been derived from the combination of Ālambana-vibhāva, 

Uddīpana-vibhāva, Anubhāva and Moha Sañcāribhāva. 

  

(v) Śṛṇgāra Rasa:  
 

The sprouting of cupid is called Śṛṅgāra. The reason for its 

origin that Śṛṅgāra-rasa is the makeup of the most perfect nature. 

Moon, sandalwood, echoes of illusions etc. are its Uddīpana-vibhāva. 

                                                           
17 जुग᭡ुसा᭭थियभाव᭭तु बीभ᭜सः क᭝यते रसः ।  
   नीलवणᲃ महाकालदवैतोऽयमुदाᱡतः ।।  
   दगुᭅ᭠धमांसᱧिधरमेदां᭭ याल᭥बनं मतम् ।  
  तᮢैव कृिमपाता᳒म᳎ुीपनमुदाᱡतम् ।। SD, III.226 
18 LauP., XIII.12-14 
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Landslide, sarcasm etc. are its Anubhāva. Sthāyibhāva of this Rasa is 

Rati. The colour is Syama and god is the lord Viṣṇu.19 The beautiful 

eyes of bride, attractive personality of groom and the atmosphere of 

marriage ceremony are the ‘Uddīpana-vibhāvas’. The holding of 

bride’s hand by groom in marriage ceremony is the ‘Anubhāva’.   

The following verses related to the marriage of hero 

Vallabhbhai Patel in the Lauhapuruṣāvadānam epic is an example of 

Śṛṅgāra-rasa.  

“वरतनुवᭅरदिᭃणतः ि᭭थता  

 समिधग᭜य तु वᳰेदभुव ंतदा । 

 िवᱧᱧचे सकल᭠ेदमुुपि᭭थता  

 तरलकाि᭠तमती ᳰकम ुरोिहणी ॥ 

 इतरभागसमाि᮰तसंिगनौ  

 िनकटगाविप वीिᭃतुमᭃमौ । 

 अथ वधू᳟  वर᳟ िमथो मुखे  

 कुतुᳰकनौ िनतरां तु बभूवतुः ॥ 

 मᱟुरपा᭑गसद᭑गनसि᭑गन᭭तर- 

 लतारकयो᭭तु पर᭭परम् । 

 सिखजनेन वर᭭य मृगीदशृो  

 ददिृशरे दिृश रेिचतिव᮪माः ॥ 

 अथ वधूजनकः स जनीसखः  

 सिविधकि᭨पतदवेगणाहᭅणः । 

 ᭭वतनया-करमपᭅियतंु ततो  
                                                           
19 शृंग ंिह म᭠मथो᳊ेद᭭तदागमनहतेकुः ।  
   उᱫमᮧकृितᮧायो रसः शृंगार इ᭬यते ।। 
   परोढां वᳶजिय᭜वा तु वे᭫ यां चाननरुािगणीम् ।  
  आल᭥बनं नाियकाः ᭭युगᭅिᭃणा᳒ा᳟ नायकाः ।। SD., III.188 
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 वरकरे सजलं समक᭨पयत् ॥ 

 वारियताऽिप वरं स वधूकरं  

 िनजकरे िनिहतं लिलता᭑गुिल । 

 उᳰदतक᭛टकसिᲱतब᭠धनं  

 मृदतुमं नु सरोᱧहमᮕहीत् ॥ 

 ᭠यिधत चा᭭य करे स वधूकरः  

 ᮧितसरे᳍ᱧिचगुᭅᱧणा तदा । 

 वरतनोरतनोदतनु᭭तनाविप  

 तनंु लिलतं ᳰकल बेपथुम् ॥ 

 ᱟतᱟताशनधूमिशखा᭭पृशो- 

 नᭅयनयोः ᮲ुतम᮰ुजल ंतदा । 

 िवᱧᱧचे नु नवागतम᭠मथ- 

 ि᭭थितकृते बिहरागतᱡᮤसः ॥”20 

In the present quote, the night in the heart of the hero, heroine 

and readers is Rati Sthāyibhāva. Vallabhbhai and Jhebarbai as bride 

and bridegroom, both are dependent on each other, so it is called 

Ālambana-vibhāva. Efforts by the bride and groom to look at each 

other with their eyes and the whole atmosphere of the marriage is 

Uddīpana-vibhāva. Groom holding bride’s hand is Anubhāva. Here 

the eagerness to see each other’s face, the excitement of the bride and 

trembling in her body, etc. are Sancāribhāva. Thus, in the context 

presented, Śṛṅgāra-rasa has been derived from the combination of 

Vibhāva, Anubhāva and Saṅcāribhāva. 

 

 

                                                           
20 LauP., V.117-123 
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(vi) Karuṇa Rasa: 
 

Karuṇarasa emerges from the destruction of good and the 

attainment of evil. The colour of this Rasa is Kapota and the god is 

Yamarāja.  Sthāyibhāva of this Rasa is Śoka. Destroyed friends etc. 

are Ālambha. And its cremation etc. there is Uddīpana-vibhāvana.21 

In the presented epic, Vallabhbhai Patel has to go to defend the 

case of a murder accused after finding his sick wife on the verge of 

death in a hospital in Bombay, then the heart becomes filled with 

compassion. This situation is called Kuruṇa-rasa. The depiction of 

the following Kuruṇa-rasa in this verse is very poignant: 

 “अिभवी᭯य तथा स ता ंिᮧयां  

 ᮧथम ं᭭त᭣ध इवाऽभवत् ᭃणम ्। 

 अयथाि᭭थतपूवᭅदशᭅनं ᭭व- 

 जनं ᮧे᭯य न कः ᮧक᭥पते ? 

 अपसायᭅ पटं शनै᭭ततः स  

 िशरोदशेगतं चलांगुिलः । 

 लुिलतालकसंवृतािलकं  

 जडपयᭅ᭭तिवतारलोचनम् ॥ 

 विलताननक᭠धरं रद᭒छ- 

 दसु᳞ापकपाटल᭒छटम ्। 

 पᳯरपा᭛डुिववणᭅमाननं ᳣थ- 

 नालं नु ददशᭅ प᭑कजम ्॥ 

 अवलो᭍य तथा ि᭭थतां िᮧयां  

                                                           
21 इ᳥नाशादिन᳥ा᳙ेः कᱧणा᭎यो रसो भवते् ।  
   धीरैः कपोतवणᲃऽयं किथतो यमदवैतः ।। 
   शोकोऽᮢ ि᭭थभावः ᭭या᭒छो᭒यमाल᭥बनं मतम् ।  
   त᭭य दाहाᳰदकाव᭭था भवदे᳎ुीपनं पुनः ।। SD., III.320  
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 न चचालािप ललाप व᭨लभः । 

 न िममील दशृौ ᱧरोद नो न  

 चक᭥प ेच शुचेव कᳱिलतः ॥ 

 ᮧबलः ᳰकम ुवाडवानलो  

 ᱡᳰद त᭭या᭔वलद᭭फुट᭔वलः । 

 ᮧिपबि᳖व वा᭬पसागरं न  

 यदकेोऽिप कणो ᳞दृ᭫ यत ॥ 

 ᱡदय ंᮧिवदायᭅ त᭭य यन् न  

 िवषादः सहसा िनरागमत् । 

 धृितरेव तम᭠तरा ि᭭थता  

 ᮧसभ ंपृ᳧ त आचकषᭅ ह ॥ 

 अनृणः पᳯरदिेवतैभᭅवे᳖  जनः 

 कोऽिप मृत᭭य जीिवतः । 

 ᱡदय ंᮧणयाकुलं परं  

 ᱡदय᭭थां ᳰकल वेिᱫ वेदनाम ्॥ 

 इित बा᭬पिवसजᭅनं कृते  

 दियताया दियतः ससजᭅ न । 

 न िह िन᳧ुरता ᱡदोऽ᭭य सा,  

 ि᭭थरतैवाᮢ धृतेः ᮧदᳶशता ॥ 

 अथ ब᭠धुजनोऽनय᭒छव ं 

 िशववासं वरवᳫ-सिᲯतम् । 

 यमुप᭜ेय पुननᭅ दहेवान्  

 ननु दहेि᭭थतये ᮧक᭨पते ॥ 

 ᱡदय ंच िवधाय व᭨लभः  

 ᳰकम ुपाषाणमय ंयथािविध । 
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 घृतच᭠दनसारसौरभैः कृत- 

 वान ्वि᭮नगतं तिम᭠धनैः ॥ 

 दशगाᮢिवᳲध च स ᭭वयं 

िनगमनेानुमत ंयथािविध । 

 िवदधौ ᮧयतः कुलᮧथा- 

 ᮧणय-ᮧा᭔यधनानुसारतः ॥”22 

In the above examples is of Śoka-sthāyibhāva.  Vallabhbhai’s 

dead wife is Ālambana Vibhāva. Having taken the wife to the 

cremation ground after decorating it and putting it on the pyre and 

setting it on Uddīpana-bibhāva. In the present context, Karuṇa-rasa 

has been derived from the combination of Ālapana Vibhāva, 

Uddīpana Vibhāva, Anubhāva and Saṅcāribhāva. 

In conclusion, Lauhapuruṣāvadānam is a successful epic from 

the point of view of Rasa. According to the characteristics of an epic, 

in an epic there should be depicted in form of Aṅgi in Śṛgārarasa, 

Vīrarasa ans Śānta. The depiction of other Rasas should be in the 

form of Āṅga.  

In this epic, the Yuddha-vīraras has been depicted as Aṅgīrasa. 

Apart from this, Dharamvīra, Raudra, Bībhatsa, Śṛngāra and 

Karuṇarasa have been depicted as Aṅgarasa. In this way, it can be 

said that the Lauhapuruṣāvadānam is a successful epic from the point 

of view of illustration. 

 

VI.4. Language  and Style : 
 

  In Indian poetics authors like Bharatamuni, Bhāma, Daṇḍi etc. 

have used the word Pravṛtti or Marga for language style. Daṇḍi 

                                                           
22 Ibid, IX.195-205 
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pointed out two types of poetic routes considering the difference in 

the styles of the poets.23 He accepts these two main distinctions of 

Vaidarbhī and Gauḍī. Daṇḍi has considered qualities as the basis for 

separating these two lines of poetry. According to Vāmana, the 

relationship that the body has with the soul, the same relationship is 

with the Rīri of the body of the word and form of poetry.24 He has 

associated the body of poetry with the Rīri of words and meaning.25 

He has used the word special for virtuous.26Vāmana has accepted 

these three Rīris, Vaidarbhī, Gauḍī and Pāñcāli.27 Those Rīris with 

all the qualities of Oja, Prāsada etc. are called Vaidarbhī Rīri.28 He 

considers that Gauḍī is connected with Oja and Kānti Rīri.29 Acharya 

Mammat has named Vaidarbhī, Gauḍī and Pāñcāli as Upanāgarikā, 

Puruṣā and Komalā respectively.  

  Shivaprasad Bhardvaja is a great scholar of modern Sanskrit 

literature. He has completely commanded over Sanskrit language. His 

vocabulary is immense. His language is fully capable of expressing 

emotions as well as being grammatically correct. His choice of words 

to express his feelings is very impressive. He has used new words of 

Sanskrit language for many new words of Hindi, English etc. 

languages. This is characteristic of his language style. 

 
                                                           
23 अ᭭᭜यनेको िगरां मागᭅः सू᭯मभेदः पर᭭परम् ।  
    तᮢ वैदभᭅगौडीयो व᭛यᱷते ᮧ᭭फुटा᭠तरौ । Kāvyālankāra, I.40 
24 रीितरा᭜माका᳞᭭य । Kāvyālaṅkārasūtravṛtti, I.2.6 
25  िविश᳥ा पदरचना रीितः । Ibid, I.2.7 
26 िवशषेो गणुा᭜मा । Ibid, I.2.8 
27 सा ᮢेधा वैदभᱮ गौडीया पाᲱाली चेित । Ibid, I.2.9 
28 िवदभᭅᳰदषु दृ᳥ ᭜वात् त᭜समा᭎या । Ibid, I.2.10 
29 एतासु ितसृषु रीितष ुरेखाि᭬वव िचᮢं का᳞ं ᮧिति᳧तिमित । Ibid, I.2.13 
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(i) Śabdarūpa : 
 

  Bharadvaja has used the Subanta forms of Sanskrit language 

very effectively. The following are some examples of such 

experiments: 

मर᭠दभािᲳ (1.7), ल᭣धजनुषः (1/10), नीराजनाम् (1.11), परसात् (1/27), 

उि᭒ᮙत (1/28), इ᳍भावाः (1/30), िहतसाधनो᭜काः (1/30), िह᭠दपुु᭬परमिणः 

(1/31), यता (1/36), अिधᱨढम् (1/37), म᭜ृᳩा (1/41), चाकच᭍यम् (1/41), 

उ᭜सᳶपणः (2/2), इᳯरणाः (2/15), तᭃण (2/22), भू᳜ ा (2/33), सीरम ्(2/35), 

अनेयमितः (2/38), अधीः (2/39), अᮚ᳇यिमताम् (2/41), ᮧᳩुत᭭तनी (2/52), 

असहः (2/57), अभीः (2/58), सधुयाᭅणाम् (2/67), आयतौ (2.70), राजयु᭟वानम् 

(2/71), िन᭬कम ् (3/2), इ᭤यैः (3/9), कि᭠दशीकाः (3/26), रंहसा (4/17), 

उप᭮वरे (5/2), वैकᳯटकाः (5/40), खवᭅटान् (5/98), अᲳसा (6/1), अᳶचषा 

(6/2),  ᭯वेिलतैः (8/18), अᱧ᭠तुदाः (9/27), ᮤोणीषु (12/6), ᮧमीलाम् (14/24), 

तातᱮयके (17/68) etc. are used by Bhāradvāja. Through this 

experiment Bhāradvāja informs about the immense vocabulary.  

 

(ii) Kriyārūpa : 
 

  Bharadvaja has also made a very scholarly use of verb forms. 

The following are some examples of the use of their verb forms: 

आबभुः (1/3), िवबभुः (1/4), ᮧययुः (1/5), क᭨पेत (1/10), जगिृहरे (1/13), 

अजिन (1/20), िचᮓᳱड (1/20), ᮧचरि᭠त (1/23), अ᳤ुवि᭠त (1/24), उि᳇जेत 

(1/26), आट (1/31), नाशाियतुम् (1/33),  िविनि᳟काय (1/33),  िवजᱟः 

(1/34), आडुढौके (1/36), अदधरन् (1/36), िव᭭माᳯरतः (1/39), अिशᭃ᭠त 

(2/5), िलि᭨यरे (2/13), ᭠यूषुः, (2/35), वव᭠द े (2/42), ᮧासूत (2/47), 

उदासत (2/55), ᮧबभूव (2/64), अजᭅयामास (2/65), अगात् (2/66), िनᳶववेश 
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(2/68), आलिᭃ (2/72), आशशसंुः (2/73), अ᭜यगात् (2/74), अमूमुदत् 

(2/75), िवर᭭मᱧः (3/2), दिᮥरे (3/7), ब᮪मुः (3/10), लेिभरे (3/11), लुल᭛ुठुः 

(3/22), समासदन् (3/23), ᮧयेितरे (3/24), अची᭍लृपन् (3/28), अजीजनत् 

(3/35), ददशृुः (3/37), अिशि᮰यन् (3/40),  मेिनरे (3/48), ᮧयेितरे (3/50), 

जुि᭮वरे (3/51), बभुव े(3/56), ननाद (3/57), िवनेदःु (3/57), etc. by using 

verb forms Bhāradvāja expresses his enormous erudition.  

  

(iii) Prakriyārūpa : 
 

  The poet also uses many form of Ṇijanta, Sannanta, 

Nāmadhātu in his poem.  

(a) अकारयन् (3/27), नमियतुम् (5/27), गमयेत् (7/45) etc. 

(b) ᳯरᳯरिᭃषाः (2/13), िबभ᭜सया (3/52),  िविजगीषवः,  (3/67), 

समुि᳖नीषिस (4/25), िपपासया (5/13), िविवᳰदषुः (9/5), परी᭡सुना (9/49), 

िविससृᭃुः (9/90), िचᮓंसया (11/70), िययᭃःु (19/49), िननीषित (25/16), 

िययंसवः (25/102), िजहीषᭅया (25/139), िविध᭜सते (26/41), िननीषुः 

(26/100), परी᭡सुः (27/15) etc. 

(c) क᭛टकायते (4/19), कलभायते (5/2), दपᭅणाियताः (11/66), कलहाय᭠ते 

(12/30), युवानि᭠त (12/87), पᱧुषि᭠त (12/87), उपवनाय᭠ते (12/87), गृहाय᭠ते 

(12/87), तृणायते (15/72), शलूायते (27/5), दासाियताः (27/40) etc.  These 

used of forms in this process indicate that the Sanskrit language is 

continuously moving towards development. 

 

(iv) Kṛdanta : 
 

  Effective use of participle forms is also visible in this epic. 

द᭡ृयद ् (1/2), योधिय᭬यन् (1/15), ᮧद᳭ (1/16), ᳰदशन् (1/17), िवद᭠तः 
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(1/23), ᭠य᭍कृ᭜य (1/29), गोपायन् (2/40), सहकृ᭜वा (2/49), संहननः (2/57), 

गिम᭬यन् (2/68), ᮧ᭒यािवताः (3/38), ईियवान् (4/3), िवल᭑᭐य (4/7), 

ᮧिवहाय (5/7), ईᳯरता (5/13), ᮧसमी᭯य (5/40), समेिधतः (6/2), ᳞ापृतम् 

(6/4), याित (9/42), सिवᮢी (10/14), उ᭨बणम् (19/12), तᳶषताः (20/5), 

᭏लहीकृ᭜य (24/89), यन् (24/110) etc. 

 

(v) Taddhitarūpa : 
 

  The use of Taddhita forms in the Lauhapuruṣāvadānam epic 

also gives an introduction to Bharadvāja’s scholarship. These are 

mentioned in the following : 

तुि᭠दल (1/1), वदा᭠याः (1/4), ᮧ᭜यᮕ (1/7), समयशः (1/7), मासृ᭛य (1/12), 

ऊᳶजतौजाः (1/16), पारमहं᭭ यम् (1/17), उपाᱫदहेाः (1/18), जनुषा (1/18), 

िधषणः (1/19), उपोढमोदम् (1/25), िछदरु (1/28), यौवतम् (1/29), ᭃिय᭬णु 

(1/30), अ᭭कᳯरताम् (1/31), न᳍म ्(1/38), वच᭭का (1.43), यश᭭का (1/43), 

दा᭯यम् (2/30), सहयु᭟वा (2/40), तुरीयः (2/54), कांिᭃलम ्(2/54),  का᭫यᱷन 

(2/56), पार᭍यािण (3/7), ᮤढीयान् (3/43), का᭬णᭅम् (3/62), खेलनᭃिण 

(4.1), उ᭜कता (4/15), िववाहनम् (5/1),  जननदा (5/2) etc. 

 

 IV.5. Guṇas (Qualities) : 
 

  From the point of view of Guṇa, in this epic, language with 

Mādhuyaguṇa, Oja and prasāda i.e. all qualities has been used by 

Bharadvāja. 

In Sāhityadarpaṇa, it is said: का᳞᭭य श᭣दाथᲆ शरीरम,् 

रसाᳰद᳟ा᭜मा, गुणाः शौयाᭅᳰदवत्, दोषाः काण᭜वाᳰदवत्, 
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रीतयोऽयवसं᭭ थानिवशेषवत् अल᭑काराः कटककु᭛डलाᳰदवत्30  It means that 

गुणाः शौयाᭅᳰदवत्...........................दहे᳇ारेणेव श᭣दाथᭅ᳇ारेण त᭭यैव 

का᳞᭭या᭜मभूतं रसम᭜ुकषᭅय᭠तः का᳞᭭यो᭜कषᭅका इ᭜य᭒ुय᭠ते । इह य᳒िप गुणानां 

रसधमᭅ᭜व ं तथािप गुणश᭣दोऽᮢ गुणािभ᳞Ჳकश᭣दाथᭅयोᱧपचयᭅते । अत᳟ 

गुणािभ᳞Ჳकाः श᭣दा रस᭭यो᭜कषᭅकाः इ᭜यᲦंु भवतीित ᮧागवेोᲦम ्।31 

 

(i) Madhurya Guṇa : 
 

  In the Lauhapuruṣāvadānam epic, at some places, there have 

some Mādhuyaguṇas. Mādhuyaguṇas glimpse in the following 

verses. 

 “आन᭠दक᭠दपदप᳑मर᭠दिब᭠दᮧु᭭य᭠दतुि᭠दलयती᭠ᮤमनोिमिल᭠दःै ।  

संसेिवताय नमयािम िशरः ᮧप᳖म᭠दारब᭠धुमहस ेᮯजसु᭠दराय ॥”32 

“अहहाितनृशंस ! ᳴क ᭜वया हतवेधो िवषमं िविचि᭠ततम् । 

पतगᱭ हरता ᮧस᳭ यत् पतगो ᳇᭠᳇चरः पृथक् कृतः ॥ 

कᱧणा न तवाऽ᭭पृशद ्िवध े! ᱡदय ंता ंहरत᭭तपि᭭वनीम ्। 

अिप बालसुता,ं कथं िवना जननᱭ ह᭠त ! िशश ूधᳯर᭬यतः ॥”33 

  The above verse is an expression of devotion. There is also a 

lot of use of melodious expression characters here. But in the first half 

of this verse, there is a long Samāstapada, whereas in the quality of 

melody, a composition with Asamasta is expected. Dhvanyāloka 

probably keeping such examples in mind has said that subject rule 

cannot remain in the composition. Long Samāsa are also seen in 

                                                           
30 SD, First Pariccheda 
31 Ibid, First Pariccheda 
32 LauP., I.1 
33 Ibid, IX.58-59 



 

99 
 

Śṛṅgāra and Asamasta is also found in Raudra etc. Rasas.34 उ The 

verse used is not only a unique example of melodious language. It is 

also a memorable poem of the highest order in Sanskrit poetry.  

 

(ii) Oja Guṇa (Grandeur) : 
 

  In this epic, the use of Oja-guṇa language has been done in 

sufficient quantity. The following verses are examples of Oja-guṇa 

language. : 

   “नभः ᭭पृश᭜कूपकव᭍ᮢिनःसर- 

   ᭜ᮧभूमधूमो᳄मस᭠तित᭒छलात् । 

  अस᭑᭎यता᭥य᭒ᮙिमकाशयो᭒᭓व- 

  स᭜कृशानुधूमैः सतत ंिविनगᭅतैः ॥”35 

   “युगा᭠तकालोिचतधूमकेतुᮧ- 

  कोपलीलामुपम᭠ᮢयि᳊ः । 

  “वमैः शतᲩीᮧिहतैजᭅनानां  

  कणाᭅ अगुः श᭣दरसेऽᭃम᭜वम ्॥”36 

  “िव᳒ालयाञ ्शासनचािलता᭠त  

  ᭒छाᮢा असेव᭠त कुहािप दशेे । 

  अ᭟यापका वृिᱫमथो िवहाय  

  िश᭬यान् ᳞नैषुः ᭭वगहृ े᭭वत᭠ᮢाः ॥”37 

  “सवᭅᮢ लᲨा हᳯरतालमुᮤ ा 

  िनमाᭅणशालास ुनयालय ेवा । 

                                                           
34 तथािप शृंगारेऽिप दीघᭅसमासा दृ᭫ यते रौᮤाᳰद᭬वसमासा चेित । Dhvanyāloka, p.724 
35 LauP., XIII.8 
36 Ibid, XVIII.6 
37  Ibid, XVIII.41 
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  न प᭛यवीथीषु जनो लुलोके  

  कायाᭅलये कोऽिप न ल᭯यते ᭭म ॥”38 

In the above mentioned verses, the illuminating letters of 

Ojaguṇa have been used in sufficient quantity. In these, the use of 

‘Ś’, ‘Ṣ’, ‘Ccha’, ‘Dbha’ Shakar, etc. are luminator of Ojaguṇa. In the 

first two verses, there are long Samastapada, which is the specialty of 

Ojaguṇa. The remaining two verses are an example of the use of 

Ojaguṇa language even in the absence of long Samastapada. The 

personality of Sardara Vallabhbhai Patel was full of Ojaguṇa. The 

sacrificial Indian people fighting for freedom are ready to sacrifice 

their lives for the freedom of the country. His actions and behavior are 

energetic. Therefore, if attention is not paid to the use of alphabets 

and all positions, even in that situation, the prevalence of Ojaguṇa is 

available everywhere.  

  

 (iii) Prasāda Guṇa (Elegance)  : 
 

  Prasāda Guṇa language is the specialty of this epic. The 

following verses are presented as an example of language with 

Prasāda Guṇa: 

 “᳴क मानवो रचियतुः परमा सुसृि᳥- 

 युᭅᲦो बलेन च िधया च सुिव᳒या च । 

 दृ᭬ ᭗वा गले िनपिततं परदा᭭यपाश ं 

 मोदते िप᭛डपरमो ᱡᳰद नोि᳇जेत? ॥”39 

“ᮧ᭜यᱫुरं त᭭य पटेल उᮕं  

 ᮧाकाशयद ्वᱫृदलेष ुतूणᭅम ्।  

                                                           
38 Ibid, XVIII.46 
39 Ibid, I.26 
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᭭वाथᭅ᭭य िस᳍य ेखल ुभेदबीजं  

यु᭬ मािभᱧ᳙ं किपिभजᭅनेष ु॥”40 

“᭭वत᭠ᮢतालाभकृते जनाना- 

म᭜ुसाहदहेो ᭔विलतः ᮧदीपः । 

केनािप िनवाᭅपियतुं न श᭍य- 

᳟ेि᳖᳟यः शैलिशलाᮤढीयान् ॥”41 

  The meaning of the above verses is understood by the reader 

or listener as soon as they read or listen to them. Comprehension of 

meaning to hear is the specialty of Prasāda Guṇa. In the 

Lauhapuruṣāvadānam epic, despite the presence of Mādhuryaguṇa 

and generally Ojaguṇa at some places, the empire of Prasādaguṇa is 

maintaining its hegemony over other qualities in this entire epic. The 

presence of Prasāda Guṇa in all heads and in all types of 

compositions enhances the dignity of poetry. Prasādaguṇa is accepted 

as the best among ala gūṇas the qualities. The presence of 

Prasādaguṇa in all heads and in all types of compositions enhances 

the dignity of poetry.  

 

IV.6. Racanātmaka Vaiśiṣṭa : 
 

  Poets have accepted the Vaidarbhī method as the best method 

of composition. Due to the combination of Mādhurya, Oja and 

Prasada Guṇas in the Lauhapuruṣāvadānam epic and due to the 

supremacy of Prasādguṇa, there is an umbrella rule of Vaidarbhī Riti 

everywhere. 

  Shivaprasada Bhardvaja has also used long Samastapadas at 

many places in his epic. At many places, he has also used 
                                                           
40 Ibid., XXVII.30 
41 Ibid, XXVII.52 
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Samastapada. The learned great poet did not allow the poetry to 

become inaccessible anywhere in an effort to prove his scholarship. 

From the point of view of language use, some examples are presented 

from the epic of the Lauhapuruṣavadānam. 

 

(i) The use of Alpasamāsa : 
 

  The following verses of the Lohapuruṣāvadānam epic are 

examples of compound less or short compound composition : 

  ᮧकाशनाथᭅ ᳰकल व᭨लभोऽसौ  

  गृह े᭭वकᳱयेऽथ च भादरा᭭थे ।  

  उपे᭯ यरा᭔याद ्भयमᮕुवृिᱫः  

  ᮧािति᳧पन् मुᮤ णय᭠ᮢशालाम् ।।42 

  नो ᮤ᳥ा यᳰद भवित ᭭वय ंᮧमादी  

  भृ᭜यः ᭭याि᭒छिथलᱧिचः कथं िनयोगे ।  

  तत् त᭝यं दिृश िवदधᲯन᭭य प᭝यं  

  न ᮧकृितमुखेषु सोऽनुप᭄े ।।43 

  िनमा᭭यᭅते नेतृगणान् सम᭭तान्  

  स᭥म᭠᯦य त᳖᳀ूिवधानमाशु । 

  ऋते च सै᭠येशपदात् परेषां  

  पाᮢं भिव᭬यि᭠त च भारतीयाः ।।44 

  In all the appropriate verses, language without compound or 

very small compound language has been used. The meaning of the 

verses is comprehensible and clear to hear only. The 

comprehensibility of the language is not due to the laxity of the 

                                                           
42 LP., 18/48 
43 Ibid, 23/19 
44 Ibid., 27/117 
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language but due to the scholarly poetic talent of the poet. There is no 

lack of competence in the language anywhere. 
 

(ii) Use of Samastapada : 
 

  Shivaprasada Bharadvaja has also used long Samastapadas at 

many places in the epic Lohapuruṣāvadānam. The following are some 

examples of such long compounds. 

   आन᭠दक᭠दपदप᳑मर᭠दिब᭠द ु

   ᮧ᭭य᭠दतुि᭠दलयती᭠ᮤमनोिमिल᭠दःै ।(1/1) 

   कलिननाᳰदतᳰक᭑किणकाकल- 

   ᭟विनिवमᳶूछतचᮓसुची᭜कृितः । (5/93) 

   नैकदᭃगदहᮯजिव᳒ा- 

   बुि᳍वैभवपराजयिवᱫा । (8/26) 

   करपादिनव᳍श᭑ृखलायगु- 

   िनयᭅ᭜कटुख᭛खणाियतैः । (9/29) 

   Ფिचदाᱡतसािᭃिशᭃण- 

   ᮧयताधीकृतच᭛डदि᭛डिन । (9/35) 

   अिभयोᲦृिवमृ᳥ वादस- 

   ᭏गुणगोष᭭वबलाबलोᲬये ।  

   िविधवाᳰदिवबोिधतािखला 

   परपᭃ᭭पृशर᭠ᮥममᭅिण ।। (9/36) 

   ᮧगतागतवाहनावली 

   कृतशृंग᭟विनकणᭅसं᭔वरे । 
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   अनुपाि᮰तका᳧पीठसि᭨ल- 

   िपकᮕहकपᳯूरतािजरे ।। (9/37) 

   ᮧितभूितिनवेदनापत- 

   Ჯनस᭥मदᭅिवम᳸दते । (9/39) 

   परकᭃगताथᭅगृᮥ ग᭍ृखल- 

   कᳶम᳧कगᳶथतािमषे । (9/40) 

   सभि᭑गᳯर᭑गᱫरिणᮧभाशय 

   ᮧदृ᭫ यसु᭔वािलतवाडवानलम् । (11/7) 

   मᱟुनᭅद᳃ाि᭛टकनादिनः᭭वन 

   ᮧकᳱणᭅपादातिवरेिचता᭟विभः । (13/5) 

   उरः ि᭭थतारामरमािभरामभ-ू 

   िवरािमरामारमणािभरािमणीम् । (13/7) 

   नभः ᭭पृश᭜कूपकव᭍ᮢिनःसर- 

   ᭜ᮧभूमधूमो᳄मस᭠तित᭒छलात् । (13/8) 

   सवारनाᲷालयग᭠धशािलका 

   महाᲵिव᳒ाभवना᭞भुतालयाम् । (13/10) 

   िविव᳖दशेागतिचᮢवेषभृि᭏व- 

   सङ᭎यसङ᭍य़ावदपुाᱫगीःशताम् । (13/11) 

   युगा᭠तकालोिचतधूमकेतु- 

   ᮧकोपलीलामुपम᭠ᮢयि᳊ः । (18/6) 

It is clear from the above examples that Shivaprasada Bharadvaja has 

made this epic multi-dimensional in terms of composition by using 
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long compound at some places. It will also be relevant to write here 

that even these long words do not become a hindrance in 

understanding the meaning. 

 

(iii) Language Feature : 
 

  Shivaprasada Bharadvaja is a great scholar of modern Sanskrit 

Literature. He has extraordinary knowledge of Sanskrit language.  

The use of words or verbs in different ways in the same verse is 

creating a specialty in the language of the epic. In this epic, he has 

given the introduction of unique poetic talent by using many words in 

many ways at many places. In this epic, he has given the introduction 

of unique poetic talent by using many words in many ways at many 

places. Some examples of such miraculous verses are being presented 

here. 

 (a) “श᭑ृगारसारपरमा चरमा रमायां  

      भिᲦ िवभᭅिᲦयुगलं तनुते नरेषु । 

        एके रमारमणमाᮢबला जग᭜या- 

     म᭠ये रमाबलमहो! परमा᮰य᭠ते ।।”45 

  The word Ramā is used six times. The word Raman is also 

used along with Ramā in the third line. Here Yama and Anuprāsa are 

used in this verse. Due to many times pronounce the word Ramā, 

miracles are being created in poetry. 

   (b) बाला अबालबिलनो  

        बालाकᭅ मुखवचᭅसः । 

        यि᭭मन् िवपᭃवᭃः  

                                                           
45 LauP., I.21 
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       सुख᭙गधारामतेजयन् ।।46 

The miraculous use of the words Bāla and Bala in this verse is 

making the language special. 

(c) भूदारा इव केदारान्  

    सदारा दारकैः सह ।  

   दारयि᭠त च भूदारा  

   भुवं भू᳜ दहुि᭠त च ।।47 

Here the ornamental use of the words Dāra, Dāra in various forms is 

creating a specialty in the poem. 
 

 (d) ज᭔वाल ᱡदये ᭔वाला- 

     माली मािल᭠यमीयुिष । 

    जᲰवलुयᱷन स᭔वाला- 

᭠याननािन गहृािण च ।।48 

Here the words of Jvālā and Jvala are applied in this verse. 

 

 (e) ᭠यिधत चा᭭य करे स वधूकरः  

     ᮧितसरे᳍ᱧिचगुᭅᱧणा तदा ।  

    वरतनोरतनोदतनु᭭तनाविप  

   तनंु लिलतं ᳰकल वेपथुम् ।।49 

The word use of Tanu in the second half of the appropriate verse is 

creating language specificity. 

                                                           
46 Ibid, II.14 
47 Ibid, II.21 
48 Ibid, III.61 
49 Ibid, V.122 
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IV.7. Good Sayings: 
 

  Shivaprasada Bharadvaja has used many Sūktis which reveal 

the truths of life and are instructive in the epic poem 

Lauhapuruṣāvadānam. These Sūktis are being presented here in 

alphabetical order. 

 

1. अ᭑ग िह सपᭅद᳥ ंिछ᳖ं िश᳥᭭य िहतकृ᭜᭭यात् ।  )28/100(  

2. अधुना ᳰकमतो िवल᭡यते फिणरेखा पिथ वतᭅते परम ्।  )9/70(  

3. अपᳯरपूणᭅवता भुिव कामदा न खल ुव᭜सतरी भवित Ფिचत् ।  )5/23(  

4. अमृतोपममिप भेषजिमह न कुप᭝य ेᲤिचत् फलित ।  )28/9(  

5. अपसोऽिप युितः ᮰मेण चेदिवरामा ᭏लपयᱫेद᭡यसौ ।  )32/20(  

6. अᱧणᮧकाि᭨पतपथो ᳰदनकृत् ितिमरं िनह᭠तुिमह स᭠᭜वरते ।  )7/47(  

7. अर᭛यᮧा᭠तरे ᭭व᭨पः ᭭फुᳲलगः पिततो भुिव । ᮧवातदᱫह᭭तः सन् दवािᲨजाᭅयते 

लघ ु।।  )31/31(  

8. असुख ेसुख ेच समताऽ᭡यथ चे᭜कलहो भवेत ᳰकिमवावसरम ्।  )7/17(  

9. आयसी हमैनी वा ᭭या᭒छृ᭑कला श᭑ृखलैव सा ।  )3/43(  

10. आयुःᭃय ेनेह सुधाऽिप भᲦुा सᲳीवनी कैव कथाऽगदानाम ्।  )10/8(  

11. आताᭅ य ेभुिव तु मनु᭬यमाᮢहतेोजाᭅय᭠ते कुलकुशले न ते सिच᭠ताः ।  )23/28(  

12. इह गौरवं गुणकृतं न िवᱫजं कुलजं तथा न चᳯरता᮰य ंयथा ।  )19/39(  

13. उ᭜सᳶपवᱫृेः पदयोः िशशूनां मोहो ᮯज᭜यᮢ िह श᭑ृखला᭜वम ्।  )10/38(  

14. उलूखले चेत् ᮧथम ंसमᳶपतं िशरः ᮧप᳒ मुसलात् कथं भयम् ।  )11/46(  

15. क᭨पानलो वाᳯरकणैनᭅ शा᭥यः ᮧभᲳनो नैव पटैᳶनरो᭟यः ।  )27/51(  

16. क᭭य िशरःशूलिम᳥ ं᭭यात् ।  )28/56(  

17. कामिम᭠दᱧुᳰदतः कालातनुः पूणᭅता ंतु ᳰकम ुनायिम᭒छित ?  ) 4/6) 

18. ᳴क धीरो ᳞सनमुखेऽिप मोहमेित ?  )23/69(  
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19. ᳰकिमवाचरे᳖ यᳰद लोक उि᭜थतः ।  )19/8(  

20. ᳰकम᭥लिब᭠दिुभः कैि᳟᭒छीयᭅते ᭃीरसागरः ।  )25/29(  

21. कुलं तु दशे᭭य महावन᭭पतेवᭅदि᭠त मूलं ᮧिचतं यथाᮓमम ्।  )13/19(  

22. खलः ᭭वब᭠धूं᭭तु िखलीकरोित चेदिमᮢता याित स सोदरोऽिप सन् ।  )11/49(  

23. ᭏लौᳶवभाित गगने ᭭वयं ᱧचा यावदेित न िवभां खरांशुतः ।  )4/5(  

24. िचᮢा मायािवना ंगितः ।  )31/25(  

25. िच᭨लामुखाᲬेदिवतः कपोतो िवडालव᭍ᮢे पितत᭭ततः ᳰकम ्? ( 27/81(  

26. दढृᮯतानां िवकृितः कदािचᲯातािप नैका᭠ततयाऽ᭤युपेया ।  )10/5(  

27. धनदवैते खल ुखलेऽᮢ युग ेन ᳰदनᮢय ंᮧभवतीह जनः अधनः ।  )7/51(  

28. धीरो यथोᲦमनुपालयित ᮧय᳀ात् ।  )7/60(  

29. ᭟व᭭तं गृह ंसम᭠ुम᭨ुय नव᭭य ᭠य᭭यते िशला ।  )26/15(  

30. न दशᭅनं येन सदा िशरोᱧजः ᮧयोजनं तेन तुलोचनेन ᳰकम?् )16/20(  

31. न िनजधमᭅमुपे᭯ य िवरᲦता गृिहजन᭭य फलाय च क᭨पते ।  )5/11(  

32. न वा समाज ेसकलाः खलाः Ფिच᳖ साधुता ज᭠मकृताऽᮢ ित᳧ित ।  )11/50(  

33. न समीिहतं तु महता ंिवहतं िविहतं फल᭜यथ फल ंच लघ ु।  )7/37(  

34. न सषᭅपाः पीडनम᭠तरेण ᭜यजि᭠त तैलं खलभाव िस᳍ाः ।  )18/20(  

35. नैव कातरतया कᳯठनानां कमᭅणा ंभवित कोऽिप समािधः ।  )8/36(  

36. नैव भ᭭मिन ᱟते तु गुणः ᭭यात् ।  )8/50(  

37. नो᭜प᳒ते नाऽिप िवप᳒तेऽᮢ नारी ᭭वसौ᭎याय बᱟ᭭वᱨपा ।  )10/27(  

38. नोदा᭭ते िवपᳰद सुधीनᭅ चे᳍तौजाः ।  )13/55(  

39. परे᭬विप ᭭वीयित सᲯने जना असं᭭तुतेऽते ᭭वमतं िवत᭠वते ।  )11/49(  

40. परो िनजो वािप गुणᳶैनगृ᳭ते जन᭭य हतुेनᭅ िह तᮢ सं᭭तवः ।  )13/57(  

41. ᮧपथे ि᭭थत᭭तु िनजसᱬवबलात् िविहनि᭭त क᭛टकशतं पुरतः ।  )7/57(  

42. फलि᭠त य᳀ा इᳯरणेष ुजातु नो न चे᭠मही सूवᭅकᱺः ᮧसा᭟यते ।  )13/29(  

43. भूिममािलखित चे᳖खैजᭅनः ᭭या᭜ख,्तांगुिलरथाᭃता तु सा ।  )4/24(  
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44. भोगान् पुरोऽिप िनिहतान् िविवधान् िह ज᭠तुभुᭅ᭍᭜वाऽिप ता᳖ िववशः ᭭वदतेे 

कदािचत् ।  )1/24(  

45. म᭜ृᳩाचयात् समᳰुदतं कनकं ᭭वभासा नेᮢे जन᭭य कुᱧते बᱟ चाकच᭍यम ्।  )1/41(  

46. मौिᲦकािन सुलभािन मानवैर᭥बुधेनᭅ खल ुप᭨वलात् Ფिचत् ।  )4/26(  

47. यदा मनो नो न िह राᭃस ंिवना ि᭭थितः परᮢाऽ᭭य कथं नु कु᭜᭭यते ? ( 11/50(  

48. याᮢापथ ेमानव एित योगं न केन केनाथ िवयोगमेित ?  

᭭वां ᭭वां ᳰदश ंयाि᭠त परे ᮧकाम ंस एकल᳟ाितत ग᭥यभूिमन् ।।  )10/39(  

49.  यदीयवृिᱫᳶनतरामᱧ᭠तुदा कथं नु रोचेत तदीयभ᭜ृयता ।  )13/59(  

50. यादिृ᭒छकᳵ िवयुितयुᭅितवाᭅ धीरो िवᳰद᭜वेित न मु᳭ तीह ।  )13/59(  

51. यावᲯनः ᮧािणित मᲦुस᭑गोऽनु᳧ाय कतᭅ᳞िमयाᱫद᭠तम् ।  )10/41(  

52. ᳯरपᱡुि᭠द न य᭜ᮧक᭥पयेत् ᮧभुवा᭍य ंनिह तᱫु ग᭛यते ।  )32/47(  

53. लशुनं᭭वᳰदतं िविच᭠᭜य यद ्गदहाना ंिवदधीत तद ्ᮥुवाम ्।  

न िह कांिᭃतिसि᳍रागता कटुग᭠धेन तु दिूषतं मुखम् ।।  )32/39(  

54. वयसः ᭃणोऽथ च शुभोवसरो यᳰद ल᭑᭐यते न पुनरेित मुखम् ।  )7/45(  

55. िविधर᭠यथा तु यᳰद िच᭠तयते ᮧभवेद ्िवह᭠तुिमह को नु जनः ? )7/38(  

56. िवᮧषो िनपितता मᱧ᭭थल े᳴क िव᭞᭟यᳯुरगमाश ुशा᳇लम ्।  )4/23(  

57. िविभ᳖वणाᭅ᭠यिप काि᭠तमᱫया ᮯजि᭠त र᳀ािन समानसूᮢताम ्।  )16/25(  

58. वे᭫ मिन ᭭वके न कः सुि᭭थतमᮢ ित᳧ित ।  )11/47(  

59. ᳞ ाल᭭य वारणायैव धायᭅते ᳭᭑कुशः करे ।  )31/75(  

60. शिशका᭠तमुᲰवलमुपे᭯ य रिᲱतं भिजथािय ! काचशकल ंिवमोिहताः ।  )19/37(  

61. ᮰म एव वरं ᭭वय᭑कृतो न परेषामवल᭥ब आᳶतदः ।  )32/50(  

62. ᮰ुत न स᭜य ंबᱟधा िह िस᭞᭟यित ।  )11/52(  

63. ᳟ पचोऽिप चेत् समुचᳯरतं समाचरेद ् ि᳇जवगᭅतोऽिप भजते ᭭म मा᭠यताम ् । 

)19/39(  

64. संक᭨पिसि᳍मᭅहता ंपुरः᭭था ।  )10/12(  
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65. सदु᳒ मानां िह दढृᮯतानां न ह᭠यते जातु कृतोऽिभयोगः ।  )10/42(  

66. सफलेऽᳶथते न खल ुको मᳰुदतः ? )7/58(  

67. सबलः ᭭मरो िह नवयौवनगः ।  )7/19(  

68. समात िशव᭭य परमो िह िनिधः ।  )7/14(  

69. समयः पᳯरवतᭅते शरैरवनीखातमिप ᮧरोहित ।  )9/77(  

70. सपᭅ᳟᭒छयनगृह े,िनᮤा िनᱧपᮤतुा कुतो ल᭤या ।  )28/86(  

71. सवᭅनाश ेसित पुनᳶनमाᭅणमिप श᭭यते ।  )26/15(  

72. सवᱷ य᭭यां ᱨढमूला महा᭠तो धूलौ त᭭यां हीनदिृ᳥ नᭅ यᲦुा ।  )14/20(  

73. सा᮫ा᭔यवादी न पर᭭य हेतोः कुयाᭅत् कदािचत् समरं िनकामः ।  )27/80(  

74. सुगि᭠ध पु᭬ प ंक इवाᮢ वजᭅयेदᱧ᭠तुद ंवा न िह क᭛टकं ᭜यजेत् ।  )11/48(  

75. सुधीष ुस᭜य ंफलतीह भािषतम ्।  )30/67(  

76. सुलभं ह᭭तग ंकृ᭜वा शेषाथᱷ यतते सुधीः ।  )25/47(  

77. सेवाᮯतो न याित वामताम ्।  )26/54(  

78. ि᭭थतेषु क᳥े᭬ विप ल᭯यिस᳍य ेजनैरिमᮢे᭬ विप वास इ᭬यते ।  )11/51(  

79. ि᭭थ᭜या लोको बा᭟यते वेशभूषाचारदीना ं᭭वीकृतौ ᭠य᭍कृतौ वा ।  

80. ᮲वित चेत् कलशोऽधᭅिवपᳯूरतो न ᳰकम ुस᳒ उपैित स ᳯरᲦताम ्।  )5/21(  

81. ᭭ वत᭠ᮢता काममभीि᭡सता भवेत ि᭭थितᮧदोषा न तु कामचाᳯरणी ।  )30/53(  

82. ᭭ वय ंᮩुड᳖᭭भिस ना᭠यिच᭠ता ंकरोित ᳰकᲱᮩुडय᭜ेसाहायम ्।  )27/87(  

83. ᭭ वात᭠ᮢययोगेन समु᳖ ितᳶह ᭭वि᭭मन् सुिवᳫ᭥भिधय ंिवधᱫे ।  )6/34(  

84. सवृिᱫरेवाथ परेषु साधुतामसाधुता ंवा जनयेत् ᭍लमावहाम ्।  )11/48(  

85. िहत ंिह न ᭭वाथᭅपर᭭᭜ववᭃेते ।  )16/21(  

86. िह᭠द᭜ुव े,को नाि᭭थरे भुिमम᭒ृछेत् ? )14/41(  

87. िहर᭛मय᭒छदने स᭜य ंिपिहतं न ल᭯यते ।  )13/17(  

  The above mentioned Sūktis have increased the dignity of this 

epic. There is a specialty of Sūktis that they get imprinted in the 
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memory of the readers. The kind hearted reader uses these Sūktis from 

time to time. Therefore the popularity of the poet and epic related to 

this increases. From this point of view, the Lauhapuruṣāvdānam epic 

has become even more heart-warming.  

  The Kāvyaśastrakāra have used words like Prabṛtti, Mārga, 

Rīti, etc. for language style. For this, the word used by Ācārya 

Vāmana got more recognition. Generally, the poets have accepted 

these three customs, Vaidarbhī, Gauḍī and Paṇcālī. The 

Lauhapuruṣāvadānam is a successful epic from the point of view of 

language style. The composition style of this epic has given 

Shivaprasada Bharadvaja a distinctive personality. In this epic, the 

poet has used grammatical and pure Sanskrit language. The 

vocabulary of the poet is limitless. From the point of view of 

integration of qualities, in this epic, the language consisting of 

Mādhuja, Oja and Prasāda, all the qualities have been used, but the 

prominence is of Prasāda-guṇa. In this epic, most of the compounds  

are small. The poet has decorated the epic with many Sūktis that 

inaugurate the truths of life. These Sūktis have given a special 

personality to Bhardwaj’s poetry. The Lauhapuruṣāvadānam is a 

successful epic from the point of view of linguistic style. 

 

VI.8. Alaṅkāras (Figures of Speech) : 
 

  The word Alaṅkāra is derived by suffixing ghañ  with the root 

of kṛ. The etymology of the word Alaṅkāra is “अलंकरोित इित 

अलंकारः” and “अलंᳰᮓयते अनेन इित अलकंारः” According to this 

derivation, the ornaments are the beauty of the speech of the poets. 

Ācārya Daṇḍi while defining the ornamentation has written that the 
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beautifying religion of poetry is ornamentation. According to him the 

field of Alaṅkāras is so vast that they cannot be explained completely 

by counting them. Even today the imagination of poets keeps on 

creating new Alaṅkāras. 50  The use of figures of speech creates 

strangeness and wonder in the speech. 

  Bharatamuni started the Alaṅkāra tradition by describing only 

four figures of speech: Upamā, Rupaka, Dīpaka and Yamaka. 

Bhāmaha has described Śabdālaṅkāra lika Yama and Anuprāsa and 

36 Arthālaṅkāra in the Kavyālaṅkāra. Viśvanātha has placed the 

ornaments on the basis of word and meaning in these two classes, 

Śabdālaṅkāra and Arthālaṅkāra. In addition to the Alaṅkāra 

enumerated by the author of the poem, he has also enumerated 

Śabdālaṅkāra and 16 other Alaṅkāras in Arthālaṅkāra. 

 

 (i)  Anuprāsa : 
 

It has been told in Kavyaprakaśa that the similarity of 

characters is Anuprāsa.51 Similarity of letters means similarity of 

consonants even when vowels are similar. Anuprāsa is a miraculous 

plan of dishes suited to Rasa etc. without much disturbance. The 

Sadityadarpankāra Viśvanātha has described five differences of 

Anuprāsa such as Chekānuprāsa, Vṛtyānuprāsa, Śrutyānuprāsa, 

Antyānuprāsa and Lātānuprāsa. Sufficient use of all these 

distinctions of alliteration is seen in the Lauhapuruṣāvadānam epic. 

                                                           
50 का᳞शोभाकरान् धमᭅनल᭑करान् ᮧचᭃते ।  
ते चा᳒ािप िवक᭨᭡य᭠ते क᭭तान् का᭜ᳪयᱷन व᭯यित ।। 
51 वणᭅसा᭥यमनुᮧासः। 
᭭वरवैसादृ᭫ येऽिप ᳞Ჳनसदशृ᭜वं वणᭅसा᭥यम् ।  
रसा᳒नुगतः ᮧकृ᳥ो ᭠यासोऽनᮧुासः ।। Kāvyaprakāśa., IX.104 
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Shivaprasada Bharadvaja has used Chekānuprāsa Alaṅkāra at 

many places in his poetry. An example is as follows: 

 “अनु᳖तः ᭭वेन कथं ᭃमेत  

ᭃेमाय दशे᭭य सुिव᭭तृत᭭य॥ ” 

Apart from this, the poet has used this figure of speech at many 

places. I.13, I.17, I.18, I.29, II.7, II.18, II.29, II.30, II.43, II.45, V.123, 

VI.35, VI.37, XII.5, XII.10, XII.20, XIV.47, XVI.1, XXI.12, XXIII.5, 

XXIV.3, XXV.89 etc. 

Viśvanātha has clearly described the Vṛtyānuprāsa as the 

beautifully nature by the use of repeated word like ‘da’, ‘na’ and ‘va’ 

in the Sāhityadarpana.52 Shivaprasada has also used this Alaṅkāra in 

his poetry.  The following verses are examples of Vṛtyānuprāsa.  

  “ददुाᭅ᭠तदानववनीदहनाय द᭡ृयत्............ ।”53 

 There are applied many Alaṅkāras in the Mahākāvya i.e. I.11, 

I.21, I.26, I.29, II.14, II.20, II.24, II.26, II.27, II.31, II.44, II.57, II.58, 

II.73, III.25, III.61, III.72, III.74, X.30, XI.30, XIII.7, XIII.28 and 

XXXII.4. 

Viśvanātha says that the analogy of consonants that are 

pronounced in one place like palate, throat, mouth etc. is called 

Śrutyānuprāsa Alaṅkāra. 

In VIII.57 the poet has used the letters ञ ् and च् seven times 

each in VIII.57. 

“नाऽऽशां िवमᲱु पᳯरिषᲱिस ᳴क कपोलौ  

त᳙ेन वा᭬पपयसा ंधृितमᲱ दिेव । 

िच᭠ता ंᮧपᲱय न, ᳰकिᲱददुᲱय ᭭व ं 

                                                           
52 अनेक᭭यैकधासा᭥यमसकृद ्वा᭡यनेकधा । 
एक᭭य सकृद᭡येष वᱬृयनुᮧास उ᭒यते ॥ SD, X.4 
53 LauP., I.2 
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व᭍ᮢं च चᲱय मनः कथने मदीये ॥”54 

 The other verses of Śṛtyanuprāsa are I.1, I.16, I.20 etc.  

If there is a frequency of consonant with the first vowel is 

called Antyānuprāsa Alaṅkāra.55 

The Shivaprasada has deliberately used the letter ‘ā’ in V.31  of 

poem. 

“अिलकुलाविलकालकलालकां  

शिशकलावदरालवरािलकाम ्। 

िशशुकुर᭑ग तरि᭑गत लोचना ं 

पᳯरणयाय िचकाय सुबािलकाम् ॥”56 

  

The other examples are I.2, I.3, I.11, I.12, I.28, II.22, II.58, 

V.36, V.42, XXIII.23 and XXXII.72.  

If there is frequency of both the word and the meaning only 

when the meaning is different, then it is Laṭānuprāsa Alaṅkāra.57 

In II.46 the poet has used the word चᮓ dynamically in 

Lāṭānuprāsa as follows: 

“िन᭜य ंᮧवतᭅयामास चᮓं चᮓधरा गृह े। 

सूᮢकृत् सूᮢ कृ᭒ᮙे᳧ा िव᮰म᭭य ᭃणे᭬ विप ॥”58 

The other verses of Lāṭānuprāsa Alaṅkāra are I.4, I.18, II.28, 

VII.7, VIII.22, X.40, XVII.22, XXIII.23, XXIV.8, XXXII.72 etc. 

 

                                                           
54 LauP.,VIII.57 
55 ᳞Ჳनं चे᳒थाव᭭थं सहा᳒ेन ᭭वरेण तु । 
आव᭜यᭅतेऽ᭠᭜ययो᭔य᭜वाद᭠᭜यानुᮧास एव तत् ॥ SD, X.6 
56 Laup., V.31 
57 श᭣दाथᭅयोः पौनᱧ᭍᭜यं भेद ेता᭜पयᭅमाᮢतः ।  
लाटानुᮧास इ᭜यᲦुो ।। SD., X.8 
58 LauP., II.46 
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(ii) Yamaka (Chime) : 
 

  The frequency of a group of vowel-consonants with different 

meaning in the same order is called Yamaka Alaṅkāra. 59 

Shivaprasada Bharadvaj has made many experiments of Yamaka 

Alaṅkāra in his epic. The Yamaka figure of speech is used in the 

following verse.    

  “य᭭यामुदारिधषणो िधषणो नु मूतᲃ  

  यौग᭠धरायण इित ᮧिथतािभधानः । 

 कौᳯट᭨य इ᭜यितयशा᳟णका᭜मजः स  

 ᮰ीव᭨लभ᳟ ᳰकल मि᭠ᮢवराबभूवुः ॥”60 

 

(iii) Upamā (Simile) : 
 

  Where in a sentence there is an analogy without invalidity, 

there is Upamā. 61  The poet Shivaprasada Bharadvaja has used 

Upmālaṅkāra the most in comparison to other Alaṅkāras among 

Arthālaṅkāras in the Lauhpuruṣāvadānam. The poet uses Upamā in 

both the quarters nicely as follows: 

“राजकᳱयवरपाठशािलकामीियवान् िधषणधीरधीरसौ । 

᳒ोिततोऽभवदथानव᳒या िव᳒या िवधᳯुरवाकᭅ रि᭫मिभः ॥”62 

The use of Upamā is visible in both the first half and second 

half of the above verse. In the first half, Vallabhbhai’s intelligence has 

been compared to that of Bṛhaspati. In the latter, Vallabhbhai, 

                                                           
59  स᭜यथᱷ पृथगथाᭅयाः ᭭वर᳞Ჳनसंहतेः । 
ᮓमेण तेनैवावृिᱫयᭅमकं िविनग᳒ते ।। SD., X.10 
60 LauP., I.19 
61 सा᭥यं वा᭒यमवैध᭥यᭅ वा᭍य᭍ैय उपमा ᳇योः । SD., X.17 
62 LauP., IV.3 
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illuminated by Anvadya Vidyā, has been compared to the moon 

illuminated by the rays of the sun. 

Again the poet has used  many Upamālaṅkāras in his epic 

which are mentioned in the following. 

 II.13, II.14, II.20, II.26, II.53, II.57, III.15, III.37, III.45, III.46, 

III.47, III.49, IV.3, IV.18, V.12, V.48, V.104, V.107, VI.2, VI.6, 

VI.22, VI.27-28, VII.9, VIII.16, VIII.20, VIII.23, VIII.25, VIII.26, 

VIII.27, VIII.48, IX.4, IX.46, IX.50, X.49, X.62, XI.1, XI.2, XI.11, 

XI.11, XI.28, XI.34, XI.66, XII.59, XXII.103, XIII.3, XIII.10, 

XIV.48, XIV.51, XV.1, XV.28, XV.30, XV.42, XV.91, XV.92, 

XVII.27, XVII.49, XVIII.2, XVIII.4, XVIII.5, XIX.19, XX.56, 

XX.70, XX.84, XXI.21, XXIII.34, XXIII.54, XXIV.3, XXIV.7, 

XXIV.35, XXIV.91, XXIV.106, XXIV.113, XXIV.114, XXIV.143, 

XXV.99, XXV.103, XXV.120, XXV.124, XXV.125, XXV.154, 

XXVI.7, XXVI.20, XXVII.4, XXVIII.29, XXVIII.74, XXVIII.91, 

XXVIII.102, XXX.29, XXX.45, XXXI.2, XXXI.7, XXXI.8, 

XXXI.15, XXXI.43, XXXI.44, XXXI.58, XXXI.109, XXXI.110, 

XXXI.136, XXXI.151, XXXI.155, XXXI.157, XXXII.4, XXXII.11, 

XXXII.13, XXXII.21, XXXII.68, XXXII.94, XXXII.99 etc. 

 

(iv)  Rūpaka (Metaphor) : 
 

  Where there is an allegation of Upamāna in a Upameya 

without negation, there is a Rūpaka figure of speech. 63  Rūpaka 

figures have been used at many places in the poem. The magnificence 

of metaphorical ornamentation is visible in the following verse.  

  “बा᭨याᲬ मᲬेतिस यो भवि᳊  

  ᮧ᭔वािलतः सᱬवमयः ᮧदीपः । 
                                                           

63 सदशृानुभा᳇᭭तु᭭मृित ᭭मरणम᭒ुयते । SD., X.39 
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 त᭭य ᮧकाशेन िनᳰद᳥मागᭅ- 

 ᭭तमः ᮧकषᱷऽिप न मोहमेिम ॥”64 

Upameya is comparable in the first half of the above verse. 
Pradīpa has been accused of morale. That is why, it is called Rūpaka 

Alaṅkāra. In spite of so many figures of speech, the use of Rūpaka 

figures of speech is most effective in the present poem. The use of 

Rūpaka figures of speech is visible at many places in the present epic 

like  I.1, I.8, I.16, II.16, III.62, V.3, V.13, VI.21, VII.26, X.46, X.47, 

X.54, XI.6, XI.27, XIV.49, XV.31, XV.36, XVIII.65, XIX.2, XXI.34, 

XXIII.48, XXIV.132, XXV.100, XXVII.20, XXVII.31, XXVIII.38, 

XXXI.17, XXXI.23, XXXI.51, XXXI.89, XXXII.6, XXXII.10 etc. 

 

(v) Utprekṣā (Poetic fancy) : 
 

  Where a presented thing is expected to be a non-presented 

thing there is Utprekṣālaṅkāra.65 Shivaprasada has used maximum 

Utprekṣālaṅkāra  after Upmā and Arthantaranya figures. The verse 

runs as follows: 

“मुमोच बा᭬पा᭥ब ुिनब᳍स᭠तित  

ᮧग᭨भवा᭜स᭨यिनिधदृᭅशोयुगात् । 

गᱧुः ᮧहषᲃ नु तद᭑गस᭑गजो  

ममौ न िचᱫेगिलतोऽ᮲कैतवात् ॥”66 

There are many examples are there in the 

Lauhapuruṣāvadānam like I.12, I.19, II.43, III.58, V.89, V.108, 

V.121, V.123, IX.19, IX.20, IX.24, IX.25, IX.30, IX.62, IX.92, IX.94, 

IX.95, IX.97, IX.100, X.66, XI.13, XI.14, XI.21, XI.60, XII.17, 
                                                           

64  LauP., X.47 
65 स᭥भावनमथो᭜ᮧेᭃा ᮧकृत᭭य परा᭜मना । SD., X.57 
66 LauP., XIII.44 
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XII.18, XII.19, XII.22, XII.44, XIII.6, XIII.8, XIII.14, XIII.44, 

XIII.47, XV.22, XVII.12, XVII.30, XVIII.6, XX.1, XX.39, XX.62, 

XX.78, XXI.48, XXIII.41, XXIII.47, XXIII.50, XXIII.51, XXIV.138, 

XXV.80, XXVII.12, XXVIII.1, XXXII.89, XXXII.92, XXXII.98 etc. 

 

(vi) Arthāntaranyāsa (Corroboration) : 
  

  Dr. Shivaprasada Bharadvaja has used the highest number of 

figure of speech in this work after Upamā is Arthāntaranyāsa. 

Shivaprasada has made the maximum use of Arthāntaranyāsa after 

Upmālaṅkāra. For example, in the following verse, the use of 

Arthāntaranyāsa figures of speech is visible. 

 

 

 “स संिवधा ंता ंिवहता ंगृह᭭य  

 ᭭व᭨पेन कालेन चकार सु᭭ थाम ्। 

 दढृᮯतानां िवकृितः कदािच- 

 Ჯातािप नैका᭠ततयाऽ᭤युपेया ॥”67 

The poet has described in the first line of the verse that how 

Sardara Vallabhbhai Patel has managed the unorganised scenario of 

his home after the sad demise of his wife. The same matter has been 

supported in the second line of the verse with the characteristics of a 

noble person.  

The other examples are I.24, III.43, IV.26, V.10-11, V.21, 

VI.34, VII.13, VII.14, VII.17, VII.19, VII.37, VII.38, VII.45, VII.51, 

VII.57, VII.58, VII.60, VIII.36, VIII.50, IX.50, IX.70, IX.77, X.2, 

X.5, X.8, X.12, X.38, X.41, X.42, XI.46, XI.47, XI.48, XI.49, XI.50, 

                                                           
67 LauP., X.5 
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XI.51, XI.52, XIII.19, XIII.29, XIII.57, XIII.59, XIV.12, XIV.41, 

XVI.21, XIX.8, XIX.39, XXIII.28, XXIII.55, XXIII.69, XXV.47, 

XXVI.15, XXVI.54, XXVII.80, XXX.5, XXX.67, XXXI.25, 

XXXII.47, XXXII.50 etc. 

 

(vii) Kāvyaliṅga (Poetical Cause) : 
 

  Where the meaning of the sentence or the substance is for 

someone's purpose, there is Kāvyaliṅga Alaṅkāra.68 The following is 

an example of Kāvyaliṅga Alaṅkāra.  

  “धनं ᮧित᳧ा च वर᭭तराणा ं 

  दशेेऽᮢ दृ᳥  ेसलुभे िवशषेात् ।  

  ततो िवदशेान् स िययासुरासी- 

  दथᭅ᭭य कृ᭒ᮙेण कृतोऽ᭠तरायः ॥”69 

The meaning of the sentence said in the first half of this verse is 

for Vallabhbhai’s desire to go abroad. Hence, it is mentioned 

Kāvyaliṅga Alaṅkāra here. The other examples are II.64, IV.18, 

V.122 etc. 
 

(viii) Sahokti (Connected Description) : 
  

  Where one word is the reader of two meanings due to the 

power of co-semantics, there is a Sahokti Alaṅkāra.70 

For illustration we may refer to the Lauhapuruṣāvadānam.  

“लघ ुचौषजनेन कि᭨पता ं 

                                                           
68 हतेोवाᭅ᭍यपदाथᭅ᭜वे का᳞िल᭑गं िनग᳒ते । SD., X.81 
69 LauP., VI.30 
70 सहाथᭅ᭭य बलादकंे यᮢ ᭭या᳇ाचकं ᳇योः ।  
सा सहोिᲦमूᭅलभूताितशयोिᲦयᭅदा भवेत् ।। SD., X.72 
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पᳯरद᭫यᭅ ᭃणदीि᳙मुि᭒ᮙताम ्। 

ᮧशशाम शनैः स भारत 

िᭃितदीपो जनताशया सह ॥”71 

The other examples of ‘Sahokti’ are XII.84, XII.85, XXI.17, 

XXIII.35, XXVII.9, XXVII.10, XXXI.80, XXXI.154, XXXI.158, 

XXXI.159, XXXII.69 etc.  

 

(ix) Vinokti : 
 

  The poet has made to use of Vinokti72 alaṅkāra in his poem. 

He has  narrated the situation of courts, in the absence of the officers 

to, have become motionless in the Lauhapuruṣāvadānam,. 

 

बिह᭬कृता वा᭍चणप᭑ुगवै᭭ तु  

᭠यायालयाः ᭭व े᳞वहारक᭨प े। 

िवना च द᭛डािधकृतैः  ᮧभूतै  

दनैᭅि᭠दने न ᮧभवो बभूवुः ॥”73 

 

(x) Atiśayokti (Hyperbole) : 
 

  When the business is proved there are used Atiśayokti 

Alaṅkāra. 74  The poet has narrated the hard works done for the 

upliftment of own country with the highest peak of mountain as 

under: 

“अिततु᭑गिमम ंमहािगᳳर िनजस᭑क᭨पजमाᱧᱧ ᭃतः । 

                                                           
71 LauP., XXXII.69 
72 िवनोिᲦयᭅि᳇ना᭠येन नासा᭟व᭠यदसाधु वा । SD, X.73 
73 LauP., XVIII.40 
74 िस᳍᭜वेऽ᭟यवसाय᭭याितशयोᲦᳶनग᳒ते । SD., X.64 
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अवल᭥बनयि᳥का तु हा मम भᲨा किमहा᮰य ं᮰य े॥”75  

The other examples are I.2, II.3, II.53, IV.27, IX.8, IX.75, 

X.48, X.50, XX.15-16, XX.94, XXI.35, XXI.42, XXIII.72, 

XXIV.119, XXIV.122, XXV.24, XXV.31, XXV.131, XXV.149, 

XXVII.30, XXVII.58, XXVIII.95, XXXI.130, XXXII.77, XXXII.101 

etc. 

 

(xi) Viśeṣokti (Peculiar Allegation) : 
 

  Where there is a description of the non-existence of the result 

despite the cause, there is Viśeṣokti Alaṅkāra.76 This Alaṅkāra has 

been successfully used by Dr. Shivaprasada Bharadvaja.  

 “᳞ाधᱧेपािधर᭠तः सतत ंतुदित ᭭म वेदना त᭭य । 

  आिध᭭तु नैव ल᭯यः संᮓामन् त᭠मुखे जातु ॥”77 

The other examples are II.9, V.27, VIII.19, IX.10, IX.46, 

IX.49, IX.98, XI.18, XVII.79, XXI.32, XXIII.4, XXIII.29, XXV.151, 

XXVIII.2 etc. 

 

(xii) Smaraṇa (Reminiscence) : 
 

  Memory of an object from a similar experience describes the 

memory of an object, then it is called Smaraṇālaṅkāra. 78 In the 

following verse, the use of Smaaraṇālaṅkāra is visible in 

Shivaprasada’s poetry.   “᭭मृताऽिप का᭠ता यᳰद वी᭯य िचᮢे  

  ᭭व᳘ेऽथवा बालमखु᭒छवौ वा ।  

                                                           
75 LauP., IX.75 
76 सित हतेौ फलाभावो िवशषेोिᲦः । SD.,  X.88 
77 LauP., XXVIII.2 
78 सदशृानुभवा᳇᭭तु᭭मृितः ᭭मरणम᭒ुयते । SD., X.39 
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  आल᭥बयि᳥ᳶगᳯरश᭑ृगग᭭य  

  त᭭या᭟वनीन᭭य सदा बभूव ॥”79 

The shape of the children’s face matches the shape of the mother’s 

face. Therefore, looking at the faces of children is a Smaraṇālaṅkāra. 

Due to the description of remembering Vallabhbhai's mother on 

seeing the faces of his children, there is a Smaraṇālaṅkāra. 

 

(xiii) Sandeha (Doubtful) : 
 

  Where there is doubt about any other thing in the Upameya, 

there is Samdeha Alaṅkāra. For this Alaṅkāra, doubt must arise from 

the genius of the poet.80  

“युगा᭠तकाले ᮧितसंᱡतं जग 

ि᳖वे᭫ य कुᭃौ ᭭विपतीित यः ᮰ुतः ।  

 स एव िव᭬णुनᭅ ᳰकमेष संहरन्  

 युग ं᭭वत᭠वां िविनधाय वतᭅते ॥”81 

The Upameya is the ocean in the above verse. Seeing the 

vastness of the sea, the poet doubts that is this ocean somewhere or is 

it Vishnu. It is heard in relation to this that at the time of holocaust, 

he sleeps by putting the whole creation in his stomach. In this way, 

seeing the sea in the heart of the poet, there is a doubt of Viṣṇu, who 

has destroyed the whole world and put it in his stomach. Other 

examples of Sandeha Alaṅkāra are XI.23 and XI.24. 

 

 

                                                           
79 LauP., X.3 
80 संदहेः ᮧकृतेऽ᭠य᭭य संशयः ᮧितभोि᭜थतः । SD.,X.51 
81 LauP., XI.22 
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(xiv) Dīpaka (Illuminator) : 
 

  Where there is a relationship between the unpresentable and 

the presented objects, or there is only one factor in many actions, 

there is Dīpaka Alaṅkāra.82 The following verse is an example of 

Dīpaka Alaṅkāra.  

  “तटेषु िव᮰ा᭥यित खा᳒-संᮕह ं 

 करोित ग᭠तंु च पुनः ᮧवतᭅते । 

  ᳰदवािनश ंचाटित य᭭᭜वरायुतः  

  ᭭वय ंनु पोतः स बभूव यािᮢकः ॥”83 

The other examples are III.59, III.71, VII.4, VII.5, VII.6, 

VIII.11, IX.53, IX.54, IX.56, XI.60, XXIX.56 etc. 

 

(xv) Vyatireka (Dissimilitude) : 
 

  Where Upameya exceeds Upamāna or Upameya should 

describe the inferiority of the Upamāna. There is Vyatireka 

Anaṅkāra.84 The poet has depicted the sense of exegerration in his 

poem. 

  “मास᭛ृयिनᳶजतिवकािसिशरीषमाला 

   बाला रणे खलबलो᳎लन ेकरालाः । 

 कोपाितरेककिलतापरनेᮢभाला  

 यᮢाऽभवन् ᳯरपुगणे भृतक᭨पकालाः ॥”85 

 The other examples are I.18, II.19, V.95, IX.65 etc.  

                                                           
82 अᮧ᭭तुतᮧ᭭तुतयोदᱮपकं तु िनग᳒ते । 
अथ कारकमेकं ᭭यागनकेासु ᳰᮓयासु चते् । SD., X.67 
83 LauP., X.3 
84 आिध᭍यमुपमेय᭭योपमाना᳗युनताथवा । ᳞ितरेकः । SD., X.71 
85 LauP., I.12 
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(xvi) Kāraṇamālā (The Garland of Causes) : 
 

  Where the first thing is made for the next thing, then there is a 

Kāraṇamālā Alaṅkāra.86 The poet has aptly depicted the series of the 

games to the shortness of physical body, the shortness of physical 

body to the fitness, the fitness to the complete physical structure. 

  ᮓᳱडनेन लघुतां तनुः ᭭पृशेत्  

  ᭭व᭭थतां च लघुता ᮧय᭒छित । 

 ᭭व᭭थतैव खल ुपुि᳥कारण ं 

 ᮓᳱडनं तᳰदह सवᭅलाभदम् ॥87 

The other examples are VI.7, X.55, XII.30-31, XIX.69 etc. 

 

(xvii) Saṁṣṛṭi (Collocation of Figures) : 
   

  If the Śabdālaṅkāra and Arthālaṅkāra are mutually neutral, 

then there is a Saṁśṛti Alaṅkāra.88 In I.8, the poet has presented how 

the river flowing from the mountains increases the productivity of the 

land resulting in prosperity. 

  “चᲱᱫर᭑गपᳯरᳯरि᭑गतपािणयोगै- 

  रादाय यौतुकिमवोवᭅरकं मृदा᭎यम ्। 

नानाधराधरकुलाचलस᭥ᮧवᱫृा  

यां तपᭅयि᭠त शतशः सᳯरतः सर᭠᭜यः ॥”89 

 

                                                           
86 परं परं ᮧित यदा पूवᭅपूवᭅ᭭य हतेुना । 
तदा कारणमाला ᭭यात् ..... SD., X.99 
87 LauP., VI.7 

88 िमथोऽनरेᭃयैतषेां ि᭭थितः ससंृि᳥ᱧ᭒यते । SD., X.127 
89 LauP., I.8 
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(xviii) Saṅkara (Commixture) : 

   In the Lauhapuruṣāvadānam, the poet has mentioned the 

Saṁkara Alaṅkāra. 

उᱫालतालिशखरोि᭒ᮙतशीकराणा ं 

᳞ाजेन िव᭭फुᳯरतरि᭫मचयᮧकषᱺः । 

िह᭨लोललोलकरस᭥भृतर᳀पूग-ै 

रचᭅि᭠त यां जलि᮰यां िनधयोऽ᭣धयोऽिप ॥90 

 

(xix) Ullekha (Representation) : 
 

  The ‘Ullekha’ 91  alaṅkāra is found in the poem of Dr. 

Shivaprasada Bharadvaja. The poet has made the ‘Ullekha’ alaṅkāra 

in XXV.108 in presenting the completion of Satyāgraha for salt 

resulting in the benefits of the two parties in totally different manner.  

  “अ᭠तम् आ᭠दोलन᭭यैकः साफ᭨य ंमेन आ᭜मनः । 

 इतरो मेषय᳍ुनेावकाश ंशिᲦसंᮕह े॥”92 

 

(XX) Arthāpatti (Presumption or Necessary Conclusion)  : 
 

  The poet has applied Arthāpatti93 alaṅkāra at two places in 

the epic. For instance, in XVIII.37 the poet has described how the 

British rulers were tormenting Indian people like wild wolves. The 

Britishers were so strict with Indian people that they were not allowed 

even to sneeze even without their permission as under: 

  “वृकाशयै गᲆरजनैजᭅनानां  
                                                           

90 Ibid, I.9 
91 Ფिचद ्भेदाद ्ᮕिहतृणां िवषयाणां तथा Ფिचत् । 
एक᭭यानेकधो᭨लेखो यः स उ᭨लेख उ᭒यते ॥ SD, X.53 
92 LauP., XXV.108 
93 द᭛डापिूपकया᭠याथाᭅगमोऽथाᭅपिᱫᳯर᭬यते । SD, X.108 
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  ᱡता बला᳖ागᳯरकािधकाराः । 

 यथा ᭃुतेऽिप ᮧबभूव लोको 

 िनजे᭒छया नैव कुतो िवहतुᭅम ्॥”94 

The other example of it is XXII.20. 

 

(xxi) Aprastutapraśṁsā (Indirect Description) : 
 

  The Aprastutapraśṁsālaṅkāra95  has presented by the poet in 

his poem. The poet has very tactfully showed the solution of the 

nation India by parting Pakistan as under: 

  “त᭭माि᳍तं िवभाजनमेवािन᳥ ंतु यदिप दशे᭭य । 

अ᭑ग ंिह सपᭅद᳥ ंिछ᳖ं िश᳥᭭य िहतकृ᭜᭭यात् ॥”96 

The other examples are V.22, V.23, VII.34, XVI.20, XXVII.51, 

XXVII.81, XXVII.87, XXVIII. 9, XXVIII.56, XXVIII.86, XXXI.31, 

XXXI.75, XXXII.39 etc. 

 

(xxii) Parikara (Insinuation) : 
   

   The  Parikara alaṅkāra97 has used by the poet in his 

poem. The poet has nicely described the significant traits of human 

being like might, intelligence and learning by the grace of God. 

  “᳴क मानवो रचियतुः परमा सुसृि᳥- 

  युᭅᲦो बलेन च िधया च सुिव᳒या च । 

 दृ᭬ ᭗वा गले िनपिततं परदा᭭यपाश ं 
                                                           

94 Lau., XVIII.37 
95 Ფिचि᳇शेषः सामा᭠यात् सामा᭠यं वा िवशेषतः ।  
कायाᭅि᳖िमᱫं कायᲈ च हतेोरथ समात् समम ्॥ 
अᮧ᭭तुता᭜ᮧ᭭तुतं चे᳄᭥यते ................... । 
अᮧ᭭तुत ᮧशंसा ᭭यात् । SD, X.77 
96 LauP., XXVIII.100 
97 उᲦैᳶवशषेणैः सािभᮧायैः पᳯरकरो मतः । SD, X.75 
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 मोदते िप᭛डपरमो ᱡᳰद नोि᳇जेत ?”98 

 

(xxiii) Virodha (Contradiction) : 
 

  The poet has made to use Virodha alaṅkāra99 in the poem. 

The poet has depicted the actions of god, who is birthless, in the 

physical human form as under: 

  “ᮓᳱडनेन लघुतां तनुः ᭭पृशेत्  

  ᭭व᭭थतां च लघुता ᮧय᭒छित । 

 ᭭व᭭थतैव खल ुपुि᳥कारण ं 

 ᮓᳱडनं तᳰदह सवᭅलाभदम् ॥”100 

The other examples are I.5, I.11, I.20, I.33, II.25, II.44, II.67, 

IX.1, X.47, XI.5, XII.20, XII.21, XIV.26, XVIII.60, XXV.31, 

XXV.36, XXV.68, XVII.11, XXX.18, XXX.19 etc. 

 

(xxiv) Dṛṣṭānta (Exemplification) :  
 

  ‘Dṛṣṭānta’101 alaṅkāra are found by us from this poem. The 

poet has aptly compared the relation between Sardara Vallabhbhai 

Patel and Mahatma Gandhi with that of the Sun and the Moon.  

  यावदाप निह गाि᭠धसि᳖ᳲध  

  तावदा᭜मबलिनᳶमतायितः । 

 ᭏लौᳶवभाित गगने ᭭वयं ᱧचा  

 यावदिेत न िवभां खरांशुतः ॥102 

                                                           
98 LauP., I.26 
99 जाित᳟तुᳶभजाᭅ᭜या᳒ैगुᭅणो गुणाᳰदिभिᳫिभः ।  
ᳰᮓयाᳰᮓयाᮤ᳞ा᭤या ंयद ्ᮤ᳞ ंᮤ᳞ेण वा िमथः ॥ 
िवᱧ᳍िमव भासेत िवरोधोऽसौ । SD, X.89 
100 Lau., VI.7 
101 दृ᳥ ा᭠त᭭तु सधमᭅ᭭य व᭭तुनः ᮧितिब᭥बनम ्। SD, X.69 
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The other examples are IV.23 and XI.49. 

 

(xxv) Nidarśanā (Illustration) : 
 

  We have collected some ‘Nidarśanā’103  alaṅkāra from the 

Lauhapuruṣāvadānam. The poet has aptly presented this figure of 

speech in XIX.37. Here the matter of accepting the other’s culture by 

renouncing own culture has been discussed. 

  िनजसं᭭कृᳲत ᳰकमनपे᭯ य ब᭠धवः  

  परजीवनीयसरᳲण समाि᮰ता । 

 शिशका᭠तमुᲰवलमुपे᭯ य रिᲳतं  

 भजथािय ! काचशकलं िवमोिहताः ॥104 

The other example of it is XXV.29. 

 

(xxvi) Udātta (Exalted) : 
 

  Udātta alaṅkāra105 has applied by Shivaprasada in his poem. 

The poet has exalted the status of our patriotic leaders who have 

sacrificed their lives for the freedom of our country from the hands of 

the Britishers. It is really a wonderful description. 

  ᭜य᭍᭜वा गृहािण सुरस᳑समृि᳍भािᲳ  

  ᭠य᭍कृ᭜य यौवतमुदारगुणानुरिᲳ । 

 ᭭वात᭠᯦यय᭄बिलवᳰेदषु जीवनं ᭭व ं 

                                                                                                                                                                                     
102 LauP., IV.5 
103 संभव᭠व᭭तुस᭥ब᭠धोऽस᭥भव᭠वािप कुᮢिचत् । 
यᮢ िब᭥बानुिब᭥ब᭜वं बोधयेत ्सा िनदशᭅना ॥ SD, X.70 
104 LauP., XIX.37 
105 लोकाितशयस᭥पिᱫवणᭅनोदाᱫम᭒ुयते ।  
य᳇ािप ᮧ᭭तुत᭭या᭑गं महतां चᳯरतं भवते् । SD, X.123 
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 यैः साहसेन तु ᱟतं सहसा सहासैः ॥106 

The other examples are I.34 and I.35. 

 

 (xxvii) Ananvaya : 

  Other Alaṁkāra is Ananvaya107. The poet has also applied this 

Alaṅkāra in the poem. The poet has described the mother and the 

father as the upamāna and upameya respectively. 

  हतभा᭏यिमद ंिशश᳇ुय ं 

  िशशुताया ंरिहतं यद᭥बया । 

 जननी जननी िपता िपता न  

 तयोरि᭭त समानता Ფिचत् ॥108 

  Shivaprasada Bharadvaja has made grand use of 

Śabdālaṅkāra and Arthālaṅkāra in the epic Lauhapuruṣāvadānam. 

Anupāsa, Yamaka, Vakrokti and Śleṣa have been used very gracefully 

in the metaphors.  

 

  In this epic, the miraculous use of more than Śabdālaṅkāra 

and Arthālaṅkāra in a verse is visible at many places in poetry. All 

these Alaṅkāras have come spontaneously in his poetry. With the 

inclusion of these Alaṅkāras, there has been an increase in the beauty 

and excellence in the language. 

     

    ********************* 

 

 

                                                           
106 LauP, I.29 
107 उपमानोपमेय᭜वमेक᭭यैव ᭜वन᭠वयः । SD, X.37 
108 LauP., IX.81 


