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CHAPTER VI 

A CRITICAL AND LITERARY STUDY 

OF THE EPIC 
 

In the first chapter, the characteistics of a Mahākāvya are given. Let us 

now apply these characteristics to the primary and subsidiary constituents 

of Bhīṣmacaritam and try to assess the epic. 

 

VI.I Rasa (Sentiment)  
Etymologically rasa means what is relished, tasted and enjoyed.117 

While giving the characteristics of Mahākāvya, Bhāmaha has said ‘ÓÖìS¿ 

Ö»Ôìð ÍöÉ»z ó’118 It means that in the Mahākāvya there should be unending 

situation of the sentiments. Even sage Vālmīki has too established the 

importance of the sentiment in the Mahākāvya in the following words: 

ÓÖìð Ùöaz½âÓ-»rÇ-ÚâÖ-Óî¨-ÐÒâÌ»ìð ó 

ÕäÓâãÊÐä ÓÖìÒçôkÈï »âvÒÑz óó119 

 

Since the art-construction of vibhāva and other factors is supposed 

to create rasa, it must be assumed to be present in it potentially. In this 

sense rasa is the emotional content of literary and dramatic art, which 

leads to relish. From the view-point of a reader or spectator rasa is actual 

relish or aesthetic enjoyment of a moving emotional experience. It is 

supposed to deal with the problem of beauty in arts, its relish or 

enjoyment, and the feelings or awareness of joy which accompanies an 

experience of beauty. The statement of Keats that ‘A thing of beauty is a 
                                                

117 …..ÓÖ åãÈ »ð ÍÊâÉôð ó écÒÈë-áâsÕâYtÕâÈz ó NS, VI (GOS ed. p. 288)  
118 KL, I.21 
119 Rāmāyaṇa, I.4.9, I.4.17, I.4.18, I.4.34 and I.4.35. 
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joy forever’ is indicative of the beauty inherent in art and of the pleasure 

it invariably gives. As the rasa theory in Sanskrit Poetics tackles the 

problem of the essence of dramatic and literary art and its relish, rasa has 

to be treated not only as a literary but also as an aesthetic concept or 

principle. 

 

Sanskrit theorists use the term kāvya not in the restricted sense of 

poetry but as a synonym for all literary forms, whether written in verse, 

prose or with a mixture of both as in drama. Kāvya thus means the whole 

field of literature, ‘the creative work of an accomplished poem’. In the 

same way, the term kavi denotes a literary artist, a poet or a dramatist. 

 

That a kavi or a literary artist is a creator, that he creates a world of 

men and women, incidents and happenings, which, convincing as it is, is 

yet free from the restrictive banalities of the world of living beings and 

from the inexorable laws of cause and effect, is an idea present with the 

Sanskrit theorists. A poet is often described therefore as superior to the 

God of creation.  

  

The creative role of a poet is linked with the idea that he creates 

‘beauty’ through his literary art. Word and sense are supposed to be 

inseparably blended like Śiva and Pārvatī. Ānandavardhana refers to the 

emotional, poetic outburst of Vālmīki at the death of a crane (kraunch 

bird) which led to the birth of Rāmāyaṇa. He asserts that beauty or 

loveliness (lāvaṇya) is present in poetic art as in a woman.  

  

The ideas that seem to be present almost since the beginning of 

poetic speculation connote an aesthetic attitude. Although the Sanskrit 

theorists have directed their efforts to seeking a definition of ‘poetry’, 

they appear to believe that the discovery of the essence of poetry is an 
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answer to the question of its beauty. In this regard, Viśvanātha rightly 

says that sentiment (rasa) is the soul of poetry,120 while Daṇḍin observes 

that the rhetorical establishments are only the means to enhance and not 

to create its beauty.121 

 

The Sanskrit theory of rasa has a very sound psychological base in 

the sense that the various characters that are presented in the Mahākāvya 

are actuated by varying feelings and emotions. These emotions generally 

remain dormant in the heart of a person and awakened and intensified by 

suitable ‘Ālambanas’ (Indirect causes) and ‘Uddīpanas’ (Excitants) 

respectively and then they are expressed in the form of corresponding 

‘Anubhāvas’; occasionally these are supported by various feelings which 

are invariably of a transitory character. The process of the awakening and 

manifestation of emotions is the same in ordinary life as well; however, 

in poetry the touch of the poetic genius transforms these emotions in such 

a wonderful manner that the sympathetic reader or the listener 

(Sahṛdaya) invariably experiences them as delightful. This emotional 

delight experienced by a ‘Sahṛdaya’ in poetry is technically known as 

‘rasa’.  

 

In other words, what are actual ‘causes’ in a real-life experience 

are called in art-creation vibhāva. The main stimulating cause is called 

ālambana-vibhāva, stimulant or determinant; and the environmental 

factors which act as additional causes are called uddīpana-vibhāva or 

excitant. Of the twofold ‘reactions’ which follow and accompany an 

emotional impact, the physical are called anubhāva; and the mental are 

called vyabhicāri-bhāva. A poetic construction of an emotional 

experience appears, thus, to be a combination of these causally related 

factors. So, Bharata says: 

                                                
120 ÕâkÒï ÓÖâtÑ»ï »âvÒÑz ó SD, I.4 
121 »âvÒ×íÐâ»ÓâÌz ËÑâôÌz-áÔï»âÓâÌz ó KL, II.1 
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Vibhāva-anubhāva-vyabhicāri-saṁyogād rasa niṣpattiḥ 

For the presentation of ‘rasa’, the basic material consists of ‘kāraṇa’ 

(cause), ‘kārya’ (effect) and ‘Sahakārī’ (concurrent-cause).122 In poetry 

these are technically referred to as ‘Vibhāvas’, ‘Anubhāvas’ and 

‘Sañcāri-bhāvas’. This change of terms is not just formal. In fact, the 

‘kāraṇa’, ‘kārya’ and ‘Sahakārī’ of worldly are given these technical 

forms in poetry because there they perform a specific function; in the 

poetry, the ‘Vibhāvas’, ‘Anubhāvas’ and ‘Sañcāri-bhāvas’ render the 

ordinary emotion (which is invariably of the nature of a mixed 

experience of pleasure and pain) into a purely delightful experience, 

namely ‘rasa’. It is to be borne in mind that even though the ‘Vibhāvas’ 

etc., in poetry occupy a specific importance, the fact remains that 

basically their role in the manifestation of sentiments is that of ‘kāraṇa’, 

‘kārya’ and ‘Sahakārī’ of ordinary life. 

 

Thus, the implication of what has been said above is that ‘rasa’ 

can be presented by a poet only by delineating his characters in a strictly 

realistic manner. The poet must clearly point out as to how a particular 

emotion is awakened in the heart of the particular character; how it is 

strengthened by various transitory feelings; and how it is expressed in the 

form of various activities. Unless all this basic material is duly furnished 

by the poet, a proper development of emotion is next to impossible. As a 

corollary of what has just been stated, it is clear that in the case of a 

composition where a poet is for any reason indifferent to the 

characterization and proper development of the plot, it would be utterly 

fruitless to make investigation in respect of ‘rasa’. It may sometimes 

happen that in a certain portion, a particular emotion may appear to 

dominate, in a detached form, and that also within its restricted sphere it 

might have ever been furnished with the necessary material as well in the 

                                                
122 »âÒô»âÓÇÖ:¿âãÓRÍâ áãÍ ãÚ Ôí»Èð ó 
  ÓÖíÊzÏíËë ãÕÐâÕâYâð »âÓÇânÒëÕ Èë ÑÈâð óó SD, III.14 
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form of its corresponding ‘Vibhāvas’, ‘Anubhāvas’ etc. Neverthless, the 

fact remains that when we try to determine the position of any particular 

sentiment as the predominating sentiment of the entire ‘prabandha’, we 

realise that, it does not prevail throughout the composition, for the poet 

has only presented detached pictures either having no inter-connection or 

having a casual mutual relationship. When a poet fails to conceive the all 

comprehensive dimensions of his characters and plot, he inevitably fails 

to present the ‘rasa’ as well.  

 

Now we shall show that the poet has been more anxious for 

displaying his skill and mastery in the employment of language and 

figures of speech. Naturally we cannot except in him the same excellence 

in the delineation of ‘rasa’. However, to satisfy the demands of the 

present study, we shall try to present have a factual analysis of the 

position with respect to ‘rasa’ as it achieves in this Mahākāvya. 

 

The theme of the epic poem Bhīṣmacaritam suggests that the 

Heroic (Vīra) is the principal (Aṅgī) sentiment of this poem. The 

Subsidiary (Aṅga) sentiments of this poem are Śṛṇgāra, Karuṇa, Raudra, 

Adbhuta and Śānta. The seed of the Heroic sentiment is described in 

different ways in the form of Yuddhavīra, Dharmavīra, Dānavīra, 

Satyavīra, Balavīra etc. Hence, the poet has successfully delineated the 

principal sentiment i.e. Heroic sentiment as well as others in the poem. 

 

Vīra Rasa (Heroic Sentiment) in the Bhīṣmacaritam: 

 

Devavrata (Bhīṣma) is ‘Āśraya’, Dāśarāja is ‘Ālambana’, and the 

two vows taken by Devavrata viz., to give up princehood and to remain 

beachlor forever are ‘Uddīpana-vibhāva’. Bhīṣma’s care for his younger 

step brothers viz., Citrāṅgada and Vicitravīrya, his abduction of three 
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daughters of Kāśī-Nareśa for the marriage of them with Vicitravīrya etc. 

are ‘Anubhāvas’. Fortitude (dhṛtiḥ), determination (matiḥ) etc. are the 

‘Sañcāri-bhāvas’. All these bhāvas combined together culminate into the 

Heroic sentiment in Bhīṣmacaritam. 

 

Yuddhavīra - Heroic Sentiment is employed in different forms in the 

poem by the poet. In XIV.2, the poet has very nicely described how 

Bhīṣma started fighting so zealously as a young man though being an old 

one against Pāṇḍava army as per his fame of fighting in war. Here the 

poet has nicely employed Yuddhavīra rasa in the following words: 

ãÍÈâÑÚí;ãÍ sÕÒ×í;ÌçRÍï ÍýâÊ×ôÒÊz ãÕ®ÑÑÊzÐçÈï sÕÑz ó 

ãÊÌë ãÊÌë ÍâNÅÕÖìnÒÌâ×ï ¿»âÓ Õö}í;ãÍ ÒçÕëÕ ÕäÓð óó BC, XIV.2 

The other examples of Yuddhavīra rasa are: 

éùëÁÌâï ÊâÈçãÑÕâÁçôÌâÒ ¿»âÓ ÐäwÑí ãÌÁÏâÇÕØâôÑz ó  

ÈtÍäãÅÈâð ÍâNÅÕÖìnÒÖï¾âð áÁâ åÕâÖ:ÁÔÕö*wÃÐäÈâð óó BC, XIV.43 

Êçð×âÖÌâYâð »çrÖìnÒÕäÓâð ÈÊâ½ÑÌz ÐäwÑÖçÓÜÇâÒ ó  

ã×¼*NÅÌï Èë ¿ ã»ÓäãÃÌï ¿ ãÕËâÈçÑìcÀnÌÖçãÐãÕôÒçøÑz óó BC, XIV.46 

ãÕvÒâË ÐäwÑí;ãÍ ã×¼*NÅÕÁõ ¿ÑèÑ×ëØâÑãÍ ÍâNÅÕâÌâÑz ó 

ã×¼*NÅÍâÈâÓÑÉâÁçôÌï ¿ ÍýÍäÅÒâÑâÖ ×ÓìÓÌë»ìð óó BC, XIV.48 

ÍâÉíô;ãÍ Èï ÈäxÇ×ÓìsÈÊâÌäï ãÕvÒâË ã¿cÀëÊ ËÌç@ ÈsÒ ó 

áÕëxÒ ÐäwÑð »çãÍÈï ¿ ÍâÉõ ¿®ë ÖÚØõ ÖãÑãÈï ÑçÑèØçôð óó BC, XIV.49 

ÈÈí ÚÈâ×â áãÍ »îÓÕâsÈÊâ ÍýâÇâÌz ÍçÓs™tÒ ÁÒâÒ ÒëãÈÓë ó 

ÍÓnÈç ÐäÑâÁôçÌ×îÒôÍâÕ»ë ÊgËâ áÐèÕnÌã¿Óï ÍÈaz½ÕÈz óó BC, XV.35  

 

Dharmavīra - The poet is found successful in the employment of 

Dharmavīra rasa also in the poem. In VII.58, the poet has vividly 

explained the grim situation of King Śāntanu against the conditions put 

by Dāśarāja, the father of Satyavatī for their marriage. King rejects the 

conditions put by Dāśarāja for their and decides to protect 
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Mānavadharma first. This reflects his sense of Dharmavīratā. 

ÜÇãÕÌâã××ÓäÓÖç¼âpÈÒë ÑÌçÁËÑôÕËï Ì »ÓímÒÚÑz ó 

ÑÑ ÑÈë ÌöÍËÑôã¿ÈâÌÔð ãÍýÒÈÑâãÕÓÚâÌÔÈí ÑÚâÌz óó BC, VII.58 

Even better use of this sentiment is found in IX.64. Here the poet has 

deliberately described how Bhīṣma promised Dāśarāja that he would 

never marry nor desire for any sexual pleasure from any lady. He 

committed such a difficult oath just for the sake of happiness of his father 

and assured him that he would never break the promise. This 

Dharmavīratā of Devavrata for his father exalted him from his father 

also. 

sÕÑäÊö×ï »âÑÖç¼ï tÒÁâmÒÚï ãÍÈçð Öç¼ï ÌSÒãÈ ÒsÒ ÖùÒâ ó 

ÑöØâ ÍýãÈÞâ ¿ ÐÕëãÊÒï ÒãÊ Ì ÈÊz ÐÕënÑë ÖçÔÐâ ×çÐâ ½ãÈð óó BC, IX.64 

 

Dānavīra - The poet is keen in using Dānavīra rasa too in the poem. In 

XI.15, he has described how Bhīṣma becomes so happy on seeing the 

face of just born yonger brother Citrāṅgada. He then decalers a grand 

ceremony in the city on this occasion and opens up royal property for the 

same.  

áâÖänÌ ÊëÕÕýÈÚØôÖäÑâ ãÌÁâÌçÁï ÕäxÒ ÖçÓmÒRÍÑz ó 

á»âÓÒÊz ÐvÒÑÚítÖÕï Öð, vÒÒâÒ »í×ï ãÕÕöÈï ¿»âÓ óó BC, XI.15 

The other examples of Dānavīra rasa are: 

áÉ ÏÚçãÕËÓtÌìð »íÑÔìS¿âãÍ ÕsÝìð ÖÍãÊ ÌöÍÈÌèÁsÈíØÒâÑâÖ Êâ×Ñz ó 

ÈÊÌç ÈÊÌçÑtÒâ ÖâÊÓï ÈsÒ »nÒâï ãÌÁÓÉÑãËÓípÒ Íý*sÉÈí;ÐèÊz ½öÚâÒ óó IX.85 

ËëÌè¾ôÃíDÌäËôÌ – ËânÒÓâ×äÌz ÐèÒâïãÖ ÕâÖâïãÖ ¿ Ñ*nÊÓâãÇ ó 

™ÈÞ¿ëÈâ ÌöÍãÈsÈÊâÌäï ÊÊî ÍýÖnÌsÖçÈã×Ü»ëBÒð óó BC, XI.25 

ÁâÒâÕÒsÒâÌÌÈí ãÕãÊtÕâ Íý¤âÊÌï ÈTÒãÑÊï ÑÚäÍð ó 

áÑnÒÈâtÑâÌÑÈäÕ ËnÒï ÊÊî ¿ ÈsÒì ÏÚçÑèlÒÚâÓÑz óó BC, XI.31 

 

Pāṇḍityavīra - The poet has used Pāṇḍityavīra rasa also in the poem. In 
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IV.28, the poet has delineated the strong desire of Bhīṣma to learn 

archery from Paraśurāma. It indicates Pāṇḍityavīra. 

Ù}âÑÊöwÃë;ãÍ ½çÓî ãÕÈnÕÌz ÖÕâôtÑÌâ Èï ¿ ãÖØëãÕØçð Öð ó 

ÈÊzÏâÇãÕYâï ÍýãÈ ÖâãÐÔâØ×z ¿»âÓ ÒâÝâï ÍýãÈ ÊãÜÇâ×âÑz óó BC, IV.28 

Another example is XVI.51 where Bhīṣma has asked Yudhiṣṭira to clear 

all the doubts having in the mind regarding the rule of the kingdom 

ethically and righteously. Hence, the poet has aptly used Pāṇḍityavīra 

rasa in following words: 

™wÇâÌç»mÍâ ÑãÒ ÕtÖ ! ÕÈôÈë ÈÊY Ñë »âãÍ Ì ÕëÊÌâ ÈÌî ó 

ÍýSÌâÌÈsÈâÈ ! ãÕËëãÚ ¿âã¼ÔâÌz ÖÑsÈÖïÖâÓãÚÈëcÀÒâãÍ ¿ óó BC, XVI.51  

 

Kṣamāvīra – The use of Kṣamāvīra rasa is also found in the poem. The 

poet has remained more successful in the employment of this sentiment, 

in my opinion. In XVI.47, Bhīṣma asks Yudhiṣṭira and other Pāṇḍavas 

not to mourn after him for this condition of him. It is the result of all his 

deeds. 

×ç¿ï Ì ã¿nÈâï Ì ãÕËù Ñt™Èë ÊùâsÍÊï gÔâãÌ™Èë Ì ÑâÌÖë ó 

×çÐâ×çÐâÌâï ãÌÁ»ÑôÇâï ÑÒâ ÎÔâãÌ ÔbËâãÌ Ì Ñë;Ý Öï×Òð óó  BC, XVI.47 

Another example of Kṣamāvīra rasa is: 

ÍSÒâmÒÚï tÕâÑÌ¾ï ÖÑnÈÈí ½âaz½ëÒ ! ã¿nÈâï tÒÁ Ñâï ãÕÔíkÒ ó 

Ôí»ânÈÓë tÕï ÐãÕÈâãÖ ÍèãÁÈí Ì ™wÇÕâkÒï ãÕÈÉï ÐãÕwÒãÈ óó BC, XX.38 

 

Satyavīra - The poet is found very keen in the use of Satyavīra rasa too 

in the poem. In XII.22, the poet has described how Bhīṣma is truthful and 

loyal to his vow in following words: 

ãÌ×â»Óí ÌâÑ ãÊÕâ»ÓâÒÈâï ãÊÕâ»Óí ÌâÑ ãÌ×â»ÓâÒÈâÑz ó 

Á½ã]ÍÒâôÖÑÕâpÌçÒâÊz ÕÓï Ì Ñë ÍýãÈÞâ [ÌöÈâ ÐãÕwÒãÈ óó BC, XII.22 

Another example of Satyavīra rasa is: 

ÖtÒÕÈä-ÍýsÈâÕï ÍýtÒâKÒtÍýÇÍÓâÒÇí ÐäwÑð ó 
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ÑÌ*sÕÌí ãÕÓÑ*nÈ ÍýÇÍÉÈí Ì ÑÚâãÕÍYãÍ óó BC, XIII.14 

 

Balavīra - In XV.44, the poet has aptly used Balavīra rasa in describing 

the terrible condition of Duryudhana by the awful attack of mace by 

beastly Bhīmasena in following words:  

ÐäÑëÌ ÐäÑëÌ ÏÔâÊz ÓÇë ™Èìð ½ÊâÍýÚâÓìð ÍãÕÍâÈÖ*nÌÐìð ó 

ÖÕâôãÇ ÑÑâôNÒãÍ ãÌnY»ÑôÇð, ÈÊâ ÏÐèÕçð ÖçÈÓâï ½ÈâÖçÕÈz óó BC, XV.44 

 

Śṛṇgāra Rasa (Erotic Sentiment) in the Bhīṣmacaritam:  

The ‘Sthāyī-bhāva’ of the ‘Śṛṇgāra’ (Erotic) is ‘Rati’ (love). The 

‘Ālambana-vibhāvas’ are the hero and heroine, here King Śāntanu and 

Satyavatī. The moon, sandal, the swarm of bees, youth, solitude, the 

songs of the cuckoo etc., are the ‘Uddīpana-vibhāvas’. The side-glances, 

twisting of the limbs, yawning, knitting of the brows etc., are the 

‘Anubhāvas’, shedding fright (Trāsa), sloth (Ālasya) and disgust 

(Jugupsā) and all other ‘Vyabhicāri-bhāvas’ are the ‘Sañcāri-bhāvas’ of 

this ‘rasa’. All the above factors combined together help to experience 

the Erotic sentiment. 

 

‘Śṛṇgāra rasa’ is realised as of two types – ‘Vipralambha’ and 

‘Sambhoga’ or the love in separation and love in union, respectively. 

‘Śṛṇgāra rasa’ with its both the varieties are found in Bhīṣmacaritam. 

We may point to X.29 as an illustration of the ‘Sambhoga- Śṛṇgāra’. 

áÌnÈÓï Èî ãÈÔÈNÅçÔâKÒï ÍÓsÍÓâãÔaz½ÌÑnÕÐèÈâÑz ó 

Èâï ÐâÕÐèãÑï ÖÑÈätÒ ÐèÒð ÍýâpÈâÕçÐî ÊçgËÁÔìkÒÐâÕÑz óó BC, X.29 

Here the ‘Sthāyī-bhāva’ is the love making of King Śāntanu and 

Satyavatī. ‘Ālambana-vibhāvas’ are King Śāntanu and Satyavatī. The 

embracing and kissing etc. are the ‘Anubhāvas’. Fright, happiness, pride 

etc., are the ‘Sañcāri-bhāvas’. Another example is: 
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ÓÖâãÈ×yÒëÌ Ì¼ÜÈâãÌ ÊnÈÜÈânÒâÈçÓÈâ™ÈâãÌ ó 

áÕËôÒnÐí½ÈöØï ®ÑëÇ Õë½ï ãÕÔâÖë ¿ ÈÒíÓ»âØçôð óó BC, X.34 

‘Vipralambha- Śṛṇgāra’ is too found in Bhīṣmacaritam. We may cite 

VIII.3 as an example of ‘Vipralambha- Śṛṇgāra’.  

ÑnÊï ÑnÊï ÓÖãÈ ÁÔÊë ãÕYçÊâ*SÔwÃÊëÚë  

ÁâÒâ×ènÒâï ÓÁãÌÖÑÒë sÕäÒ×yÒâï ãÕÔíkÒ ó  

ÓâÁâ ¼ëÊï ÕÚãÈ ãÕËçÓí ÑnÑÉâÒù¿ëÈâð  

ÕâÓï ÕâÓï ÕýÁãÈ ¿ ÈÊâ ÈnÑÌí Êâ×»nÒâÑz óó BC, VIII.3 

Here the ‘Sthāyī-bhāva’ is ‘Rati’.  ‘Ālambana-vibhāva’ is 

Satyavatī; ‘Uddīpana-vibhāvas’ are lightning and dark clouds; 

‘Anubhāvas’ are tormentation and agitation of mind etc., and ‘Sañcāri-

vibhāvas’ are worry (Cintā) and memory (Smṛti). The other examples 

are:  

»ânÈâ*SÔwÃâãÌÕ ¿ ×ãÒÈânÕärËâ*SÔwÃÊëÚâÌz  

ÕâÃäÕöÜâÌÉ ÌÓÍÈëS¿ÜçØä #ëãÜØâÈâÑz ó 

ÈtÖïÒí½ï ÈÑãÈrã¿Óï sÕï ãÕÒí½ï ¿ §wÃzÕâ  

ã¼nÌë ÊèÌë ÓãÈãÕÓãÚÈë ¿âÙçÍèÇëô áÐèÈâÑz óó BC, VIII.15 and  

ÕÒí;ËôÐâ½ëÌ Öç¼sÒ Ðíã½Ìíð  

ÓÉâaz½ÌâmÌíÓãÍ Òíã½ÌíãÊôÕâ ó 

××ïÖ ÐâgÒâãÌ ÖÊâ ãÕÒíã½Ìä  

ÖÑçcÀzÕÖnÈä ÌÒÌë ãÌÑälÒ Öâ óó BC, IX.14  

The Erotic sentiment is delineated by our poet with greater success. 

 

Karuṇa Rasa (Pathetic Sentiment) in the Bhīṣmacaritam: 

The ‘Sthāyī-bhāva’ of ‘Karuṇa’ is grief (Śoka). It assumes the 

form of the ‘Karuṇa’ sentiment when manifested by means of its 

‘Vibhāvas’, ‘Anubhāvas’ and the ‘Vyabhicāri-bhāvas’. The ‘Ālambana- 

vibhāvas’ of the ‘Karuṇa’ sentiment are the deceased kinsmen, the lost 

object or the victims of calamity. Its ‘Anubhāvas’ are tears, fainting, 
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lamentation etc., and the ‘Vyabhicāri-bhāvas’ of this sentiment are 

sorrow, trembling and fear etc. For an instance, we may cite XII.32 as 

follows: 

ãÍýÒâÌçÁâ»*sÑ»ÑötÒçÕäÜÇâÈz ÏÐèÕ ÐäwÑí ÏÈ ÊèÈÑâÌÖð ó 

áÔazGÒÑâÔícÒ ãÕËëS¿ Õâ*:ÀÈï ×ÕsÒ Öïs»âÓÑÖâÕ»âÓÒÈz óó BC, XII.32 
Here the ‘Sthāyī-bhāva’ of ‘Karuṇa’ is grief (Śoka) of Bhīṣma and 

and its ‘Uddīpana-vibhāva’ is the death of his younger brother 

Citrāṅgada who is its ‘Ālambana- vibhāva’. Its ‘Anubhāva’ is an 

accidental death of his younger brother and its ‘Sañcāri-bhāva’ is the 

feeling of unhappiness. Another example is XV.50 as follows: 

ÈÈð ™ÈâÐècÀÕÊâÚÖï*s®Òâ ÓÇë ÑöÈâÌâÑçÐÍÜÒíãËÌâÑz ó 

ÖmÏ*nËÌäÌâï rãÊÈëÌ ÒíãØÈâï ÈÝtÒ§SÒï »rÇï ÈÊâÐÕÈz óó BC, XV.50 
Here the ‘Sthāyī-bhāva’ of ‘Karuṇa’ is grief (Śoka) of females 

whose husbands have lost their lives in the great battle between Kauravas 

and Pāṇḍavas. Its ‘Uddīpana-vibhāvas’ are the death of different soldiers 

and their dead bodies put on the fire pyre in a battle. The lamentations of 

females and their making of the atmosphere more merciful are its 

‘Ālambana-vibhāvas’. Its ‘Anubhāva’ is the cruel death of soldiers in the 

battle. Its ‘Sañcāri-bhāvas’ are sorrow, pain and lamentations. 

 

Raudra Rasa (Sentiment of Resentment) in the Bhīṣmacaritam: 

We find the usage of ‘Raudra Rasa’ too in Bhīṣmacaritam. The 

‘Sthāyī-bhāva’ of ‘Raudra’ is anger. It assumes the form of the ‘Raudra’ 

sentiment when manifested by means of its ‘Vibhāvas’, ‘Anubhāvas’ and 

the ‘Vyabhicāri-bhāvas’. The ‘Ālambana-vibhāvas’ of the ‘Raudra’ 

sentiment are anger, provocative actions, insult, lies, assaults, harsh 

words, oppression and envy. Its ‘Anubhāvas’ are dynamic energy, panic, 

resentment, rashness, violence, pride, sweat, trembling, horripilation, 

stuttering etc. and the ‘Vyabhicāri-bhāvas’ of this sentiment are beating, 
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splitting, crushing, ripping open, breaking, brandishing of weapons etc. 

For an instance, we may cite IX.57 as follows: 

åÊï Õ¿sÈsÒ ãÌ×mÒ ÈtÜÇï Ñç¼ï »çÑâÓsÒ »ÄíÓÈâÑ½âÈz ó 

ÐýçÕî ãÈÓS¿äÌ½ãÈï ÈÉâËÓð Íý»mÍÌï ÌëÝÒç½ï ¿ ÓkÈÈâÑz óó BC, IX.57 

Here the ‘Sthāyī-bhāva’ of ‘Raudra’ is anger and its ‘Uddīpana-

vibhāva’ is harsh words of Dāśarāja and its ‘Ālambana-vibhāva’ is 

provocative speech of a fisherman. Its ‘Anubhāva’ is trembling of lips 

and its ‘Sañcāri-bhāva’ is horripilation. Another example is XIII.58 as 

follows: 

Êçð×âÖÌsÒ rãËÓï ÍâÈçï, ÐazkÈçï ÊçÒíôËÌÁaz¾ë ó  

ÐäÑS¿®ë ÐäÑâï »íÍârÇÌÒÌð ÍýãÈÞâÑz óó BC, XIII.58 

Here the ‘Sthāyī-bhāva’ of ‘Raudra’ is anger. Its ‘Uddīpana-

vibhāvas’ are insult of Draupadī in the assembly hall amongst all by 

snatcing or pulling her by her hair and Duryodhana’s order to sit on his 

thigh. Its ‘Ālambana-vibhāvas’ are insult, assaults and oppression. Its 

‘Anubhāva’ is taking oath of killing enemies. Its ‘Sañcāri-bhāvas’ is 

trembling. 

 

Adbhuta Rasa (Sentiment of Wonder) in the Bhīṣmacaritam: 

We find the usage of ‘Adbhuta’ too in Bhīṣmacaritam. The 

‘Sthāyī-bhāva’ of ‘Adbhuta’ is wonder. It assumes the form of the 

‘Adbhuta’ sentiment when manifested by means of its ‘Vibhāvas’, 

‘Anubhāvas’ and the ‘Vyabhicāri-bhāvas’. The ‘Ālambana- vibhāvas’ of 

the ‘Adbhuta’ sentiment are seeing heavenly beings, gaining one’s 

desired object going to a temple, garden or a meeting place etc. It’s 

‘Anubhāvas’ are a magical event or meeting with a surprise and the 

‘Vyabhicāri-bhāvas’ of this sentiment are surprise, fear (pure), a sense of 

incongruity etc. For an instance, we may cite XX.54 as follows: 

Ù}âÍèÕõ ÈÊÌç ãÌ*¼Ôâ ÏânËÕâð ×ânÈã¿ùâð  
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sÑâÓï sÑâÓï ¿ ÑÌãÖ ½çÇâïsÈsÒ ÐkÈâÒÑâÌâð 

ÖÕëô ÕïSÒâ áÉ ¿ Öç_Êí ËÑôÓâÁëÌ ÒçkÈâð  

ÈtÖïs»âÓï ãÕÐÕÖãÚÈï ×âsÝ×ìlÒâÑ»âØçôð óó BC, XX.54  

Here the ‘Sthāyī-bhāva’ of ‘Adbhuta’ is Bhīṣma Pitāmaha’s death. 

Its ‘Uddīpana-vibhāvas’ are seeing them on the bed of arrows and 

thinking of him again and again. Its ‘Ālambana-vibhāvas’ are 

remembering his good qualities and virtues.  

 

Śānta Rasa (Sentiment of Quietitude) in the Bhīṣmacaritam: 

We find the usage of ‘Śānta rasa’ too in Bhīṣmacaritam. The 

‘Sthāyī-bhāva’ of ‘Śānta’ is right knowledge (sama). It assumes the form 

of the ‘Śānta’ sentiment when manifested by means of its ‘Vibhāvas’, 

‘Anubhāvas’ and the ‘Vyabhicāri-bhāvas’. The ‘Ālambana-vibhāvas’ of 

the ‘Śānta’ sentiment are knowledge of the truth, detachment, purity of 

mind etc. Its ‘Anubhāvas’ are the state of highest happiness through 

yama, niyama, ahiṁā (non-violence), satya (truth), āsteya (absence of 

desire to steal), brahmacarya (celebacy), aparigraha (non-posession), 

upāsanā (devotion) etc and the ‘Vyabhicāri-bhāvas’ of this sentiment are 

disgust with the world (nirveda), rememberence, firmness of mind, purity 

in all the four stages of life (āśrama), rigidity, horripilation etc. For an 

instance, we may cite XII.1 as follows: 

×Ììð ×Ììð ×ânÈÌçã¿ùÕöùÒí ãÌÕöãùÑâÍçãÕôØÒâÌçËâÕÌâÈz ó 

±Èë ÚÓëÓãaz¾ýÖÓíÁÖïÙÒâÈz Öç¼ï Ì »*sÑnÌãÍ ÑnÒÈësÑ Öð óó BC, XII.1 

Here the ‘Sthāyī-bhāva’ of ‘Śānta’ is true knowledge of the world 

and its ‘Uddīpana-vibhāva’ is sense of detachment from worldly affairs, 

sensual pleasures etc. and its ‘Ālambana- vibhāva’ detachment. Its 

‘Anubhāva’ is the state of highest happiness and its ‘Sañcāri-bhāva’ is 

non-posession. Another example is XVI.34 as follows: 

Êçð¼ï Ì ÑíÚí Ì Ì ÊìnÒÐâÕÌâ Ì ½ÕôÐâÕí;pÒÌçÐèÒÈë ÑÒâ ó 
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»íÍí Ì »sÒâãÍ ™Èë;ÌçÐèÒÈë Úë ™wÇ ! ÖÕôÝ Öç¼âãÌ »âÑÒë óó BC, XVI.34 

In this epic our poet has described emotions through various incidents. 

We find the following examples of different Bhāvas. 

 

1. Harṣa123- The example is XI.14.  

×çÐë ÑçÚèÈëô ÌÓÍâÔ½ëÚë ÈëÁ*sÕÌï ÍçÝÑÖèÈ ÓâÞä ó 

áÑnÊÑâÌnÊÑÕâÍ ÐèÍð ÖÕôÝ ÑíÊÍýÖÓí ÏÐèÕ óó BC, XI.14 

Here we can observe the happiness arose in the mind of King 

Śāntanu and the people of Hastināpura on knowing that Satyavatī has 

given birth to a bright boy child. The sense of happiness is relished here 

nicely. 

 

2. Vrīḍā124- The example is VII.50. 

ÌöÍãÈÕâkÒÈÓ*az½ÈÑâÌÖâ ÖÍãÊ ÖtÒÕÈä ÌÈÔí¿Ìâ ó 

ãÕ»¿ÕâÁôÑç¼ä ÚãÖÈâËÓâ ÌÓÍãÈï ÖÑçÕâ¿ ÕÍçËôÌâ óó BC, VII.50 

Here we can clearly observe that Satyavatī has become so happy 

on listening to the proposal made by the King Śāntanu for marriage. Her 

mind has beome extremely happy, her face bloomed like that of a lotus, 

her lips became reddened and her eyes bent down at this juncture. This 

shows Satyavatī’s sense of Vrīḍā. 

 

3. Glāni125- The example is XVI.25. 

Òí Ñë ËÌçÕëôÊÑ×ëØÑâÍôÒÈz ÖÑsÈãÊvÒâsÝãÌãËï ¿ Òí;ÊÊâÈz ó 

ÈëÌìÕ ÖâËõ ½çrÇâ ÍýÈâãÍÌâ Úâ ÚnÈ Òç}ï ™ÈÕâÌÚï ®çËâ óó BC, XVI.25 

Here we can see how Devavrata Bhīṣma feels guilt in the mind for 

fighting angrily against his teacher Paraśurāma who has completely 

taught him the science of archery and who has given him the tresure of 

                                                
123 ÚØô*stÕwÃâÕâpÈëÑôÌðÍýÖâÊí;Ùç½Êz½ÊâãÊ»Óð óó SD, III.165 
124 ËâwÃ¥âôÐâÕí ÕýäÅâ ÕÊÌâÌÑÌâãÊ™Êz ÊçÓâ¿âÓâÈz óó Ibid, III.165 
125 ÓtÒâÒâÖÑÌsÈâÍÜç*tÍÍâÖâãÊÖïÐÕâ ó 
   gÔâãÌãÌôwÍýâÇÈâ »mÍ»âÒâôÌçtÖâÚÈâãÊ™Èz óó  Ibid, III.170 
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divine weapons. Thus the sense of Glāni is very nicely depicted in the 

above example. 

 

4. Dainya126- The example is XVI.16. 

ãËkÈï ÌÓï Òí ÑãÚÔâï Ì ÓÜãÈ ÐètÕâ ÖÑÉíô;ãÍ ÈÃsÉÈâ*sÉÈð ó 

ÑÒâãÍ Úâ ÚnÈ »ÊnÌÖëãÕÌâ ÈÊâãÁôÈâ ãË>ÓÇäÒÍâÝÈâ óó BC, XVI.16 

Here we can easily observe that how Devavrata Bhīṣma feels 

regresion in the mind for not helping (though being capable) lady 

Draupadī at the time of need. She was insulted by Duryodhana and 

Duḥśāsana in the royal court and he did not stop them from doing so. 

Thus the sense of Dainya can be seen in Devavrta Bhīṣma. 

 

5. Cintā127- The example is XIII.12.  

ÐÓÈ»çÔï ã¿ÓRÆï Úâ, ÑÑ ÚëÈíÓËçÌâ ãÌÑjÁãÈ ó 

ãÕãËÌâ »ëÌ ãÕËëÒâ ÍýÐí ! ÓÜâsÒ ÍãÈÕï×sÒ óó BC, XIII.12 

Here we can see that Satyavatī has become so tensed on passing 

away of his second son also. She feels very sad on the death of his both 

the sons because then how will she continue the lineage of her husband 

King Śāntanu and she feels herself as the cause of this situation. Here the 

deep sense of Cintā can be seen in Satyavatī. 

 

6. Garva128- The example is XII.40. 

» #Ø ËnÕä »çÈ #Ø áâ½Èí Ì ÑnÒÈë;sÑâÌ*¼ÔâïsÈöÇâÒ Òð ó 

ÖÑç*tÉÈí ÒâÕÊÐèÊÒï DÕãÌð Ö ÈâÕÊëÕâÍÁÚâÓ ÐèÍÁâð óó BC, XII.40 

Here we can see Devavrata Bhīṣma’s pride for his strength. The 

kings assembled in the royal court of Kāśī Nareśa discuss how mighty 

                                                
126 Êî½ôtÒâYìÓÌîÁsÒï ÊìnÒï ÑãÔÌÈâãÊ™Èz óó Ibid, III.145 
127 DÒâÌï ã¿nÈâ ãÚÈâÌâpÈëð ×ènÒÈâSÕâÖÈâÍ™Èz óó Ibid, III.171   
128 ½Õíô ÑÊð ÍýÐâÕÙäãÕYâÖt»çÔÈâãÊÁð ó 
   áÕÞâÖãÕÔâÖâï½Ê×ôÌâãÕÌÒâãÊ™Èz óó Ibid, III.154 
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and powerful Bhīṣma is. The sense of Garva is expressed here in the 

mighty personality of King Devavrata Bhīṣma. 

 

7. Vyādhi129- The example is VIII.9. 

ÕöãùÑèôÆâ »Ó¿ÓÇÒíÕâôã¿ ÁâÈð ÍýÑâÊí  

Õë½tÒâ½í ãÕØÑÖÑÒS×ânÈÌísÈã]Òí½ë ó  

ÖÕõ ¿ìÈ*nÑãÔÈÑ»ÓíùâÌÕï ÈsÒ ÊëÚë  

»âÑâËäÌï Á½ãÈ ãÌÒÈï ¼ëÊÒnÈä*n¨ÒâãÇ óó BC, VIII.9 

Here we can see the merciful condition of King Śāntanu on 

separation fron his beloved Satyavatī. His body loses its charm, it’s 

routine and thus becomes weak. Thus the sense of Vyādhi is expressed in 

the painful condition of King Śāntanu. 

 

8. Trāsa130- The example is XIII.59. 

rrÕçsÈÊâ ÕâÒÖâð Ðö×Ñã×Õâð ã×ÕâS¿âãÍ ÕÕâã×Óë ó 

ËâÈôÓâwÃ÷ÖÊÌëØç ÙçtÕâ ÈÝâÖ ËöÈÓâwÃ÷ð óó BC, XIII.59 

Here we can observe how Dhṛtarāṣṭra gets irritated as well as 

frightened on listening to the strange and inauspicious crying of crows 

and jackals at the residence of his sons. The sense of Trāsa due to 

irritation and fear can be seen in Dhṛtarāṣṭra 

 

9. Autsukya131- The example is VI.20. 

ÈÈí ã]ÈäÒë;ÚãÌ Ú*sÈÌâÍçÓä ÖçÖ*jÁÈâÐèc¿ ÑçÊâ*nÕÈâ ÈÉâ ó 

»çÑâÓÑâÔí»ãÒÈçï ÖÑçtÖç»â ÏÐî ÈÊâ ÕâÖ»Ö*jÁ»â ÒÉâ óó BC, VI.20 

Here we can observe the curiosity arose in the minds of people to 

see Devavrata coming to Hastināpura. They all have got so eager to see 

                                                
129 vÒâãËjÕôÓâãÊÕâôÈâYìÐèôÑäcÀít»mÍÌâãÊ™Èz ó Ibid, III.164 
130 ãÌ¾âôÈãÕYçÊçl»âYìsÝâÖð »mÍâãÊ»âÓ»ð óó Ibid, III.164 
131 åwÃâÌÕâpÈëÓîtÖçkÒï »âÔÜëÍâÖãÚwÇçÈâ ó 
   ã¿ùÈâÍtÕÓâsÕëÊÊä¾ôãÌðSÕãÖÈâãÊ™Èz óó Ibid, III.159 
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the prince Devavrata and hence the deep sense of eagerness is depicted in 

the present example. 

 

10. Asūyā132- The example is XIII.46. 

ÍâNÅÕâÌâï ÕìÐÕï §wÃzÕâ ÈÝ ÊçÊâÕ ÊçÒíôËÌð ó 

ÍýÏíãËÈë;ãÍ ×»çãÌÌâ ÌíÍ××âÑ ÈÊäwÒâôÌÔð óó BC, XIII.46 

Here we can see the jealousy arose in the mind of Durodhana on 

seeing the progress and prosperity made by Pāṇḍavas by building such a 

nice castle in a forest. The deep sense of jealousy in the mind of 

Durodhana is seen. 

 

11. Nirveda133- The example is XII.4. 

ÜÇâÒ ÓëÑë Ì ÑÌí ÑÚäÍÈëð ÖçÈëØç ÊâÓëØç ãÕÔâÖÕsÈçØç ó 

ãÊÌë ãÊÌë ÈsÒ ãÕÓâ½ÐâÕÌâ ÈÊäÒã¿ùë ÍýÖÖâÓ ÖÕôÈð óó BC, XII.4 

Here we can observe the sense of detachment arose in the mind of 

King Śāntanu from his beloved wife Satyavatī, his sons and not even in 

the worldly objects. This is because of his old age and it indicates his 

time for death. Thus the sense of Nirveda is depicted in the present 

example.    

 

12. Rati- The example is IV.50. 

áÌnÒÐâÕëÌ ÖÑâ½ÈstÕâï ½ãÈÑôÊäÒâ ÌãÚ »âã¿ÊnÒâ ó 

™tÕâ ™Íâï ÍâÄÒ ¿âÍÕëÊï ™ÈÞÈâï ¿ëÈãÖ ËâÓãÒwÒë óó BC, IV.50 

 

13. Rasābhāsa- The example is IX.81. 

ÖçÈâ ¿ ÐètÕâ ÈÕ Ô*jÁÈâsmÒÚï ÈÈí;ÉôÒë Öö*wÃ»Óï ãÍÈâÑÚÑz ó 

»ÊâpÒÖî ÒjÁÌÌânÈÓëwÕãÍ tÕÊäÒÍçÝäï ãÕÊËâÈç ÌìÕ ÑâÑz óó BC, IX.81 

                                                
132 áÖèÒânÒ½çÇËäôÌâÑî}tÒâÊÖãÚwÇçÈâ ó 
   ÊíØíÊz¾íØÐýèãÕÐëÊâÕÞâ®íËë*az½ÈâãÊ™Èz óó Ibid, III.166  
133 È^ÕÞâÌâÍÊäwÒâôÊëãÌôÕëôÊð sÕâÕÑâÌÌÑz ó 
    ÊìnÒã¿nÈâÙçãÌðSÕâÖÕìÕNÒíôcÀzÕãÖÈâãÊ™Èz óó Ibid, III.142 



 230 

 
 
 
 

Here we can see the sense of anger and shame strongly arose in the 

mind of Satyavatī for her father. She blames her father by telling him that 

she will pray Lord Brahmā not to give (her) birth as his daughter in the 

next birth. Here the sense of anger and shame is depicted in the form of 

Rasābhāsa. 

 

14. Bhāvaśānti- The example is XX.41. 

Ùä™wÇÕâkÒâãÌ ãÌ×mÒ Ö ÕýÈä ã¿nÈâÔÈâBÒí ÏãÚÓâ×ç ãÌ½ôÈð ó 

ÖèÒôsÒ ÖâÚâyÒÑÕâpÒ ÑâÌÕð ÍýÐâÈ»âÔë ÈÑÖí ãÏÐëãÈ ã»Ñz ? óó BC, XX.41 

Here we can see the sense of peace arose in the mind of Bhīṣma 

after listening to the valuable advice advocated by Lord Kṛṣṇa. Before 

this he was very much tensed and worried. After listening to the valuable 

suggestions advocated by Lord Kṛṣṇa his mind becomes calm and serene. 

Thus the sense of peace and calm is depicted in the present example.   

 

15. Bhāvodaya - The example is IX.57. 

åÊï Õ¿sÈsÒ ãÌ×mÒ ÈtÜÇï Ñç¼ï »çÑâÓsÒ »ÄíÓÈâÑ½âÈz ó 

ÐýçÕî ãÈÓS¿äÌ½ãÈï ÈÉâËÓð Íý»mÍÌï ÌëÝÒç½ï ¿ ÓkùÈâÑz óó BC, IX.57 

Here we can see the face of Devavrata becoming hard on listening 

to the harsh words of Dāśarāja, the father of Satyavatī. His lips started 

shivering and eyes became red in tension. Thus the emotions arose in the 

mind of Devavrata and in this way the sense of Bhāvodaya has depicted 

in the above example. 

 

16. Bhāvasandhi - The example is V.51 

Ì ÚâÈç»âÑí ½çrÍâÊÕâãÓÁï ãÍÈçS¿ ÍâÊâbÁãÕÔí»ÌítÖç»ð ó 

ÌÓën¨ÍçÝsÒ ÈÊâ ÖÊâ×Òä ÑÌíãÑãÔnÊí ã]ãÕËï vÒã¿nÈÒÈz óó BC, V.51 

Here we can see the sense of dilemma arose in the mind of 

Devavrata because of two options for him. The one to stay in the service 
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of his teacher (of archery) Paraśurāma and the other to meet his father 

King Śāntanu after a long. In this way he falls in dilemma.  

 

VI.II Language and Style  
Literature is writing which expresses and communicates thoughts, 

feelings and attitudes towards life.134 In other words Literature, 

fundamentally, is the expression of life through the medium of language. 

Human impulses give birth to various expressions which in the written 

form become literature. Literature has two essential elements, firstly 

there should be a subject of human interest and secondly the mode of 

presentation which gives aesthetic pleasure. An artistic composition can 

never be complete only with the existence of subject-matter. The 

presentation of subject-matter is essential and without this the subject-

matter can never give aesthetic pleasure to the readers. This mode of 

presentation is partly, technically, known as language and style. Thus 

without proper language and style, the birth literature can not be 

conceived. It is only it is only with language and style that a poet can 

give us that aesthetic pleasure which is expected from an artistic 

composition. Therefore language and style play an important role in a 

composition. It is only through the finesse of language and style that a 

poet modifies, fashions, and arranges the subject-matter in accordance 

with the principle of order, symmetry, beauty an effectiveness so as to 

enable us to attain that delight which is the primary object of any artistic 

creation. 

 

It has already been mentioned in the section on ‘Characteristics of 

a Mahākāvya’ that the Sanskrit Ācāryas have referred to the 

characteristics of language and style very vaguely. They are of the view 

that the diction and style should be highly polished and ornamented.135 

                                                
134 Rees, R. J., English Literature, p.20 
135 ÖâÔï»âÓÑz ó KL, 1.19 
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Thus, it is chiefly dependent on the personal merits of the poet to form 

his own style or to make changes in the traditional style of his period 

according to his taste and predilection. Tradition believes that the Kāvya-

style began with Vālmīki’s Rāmāyaṇa, as it is considered the “Ādi-

kāvya’. Vālmīki, in his epic has employed a style which consists of 

simple, spontaneous and natural language. This tradition continued more 

or less upto the time of poet Kālidāsa. Kālidāsa, running on the same 

track of Kāvya-style started by Vālmīki, refined his language a little but 

he was very conscious about the spontaneity, simplicity and sweetness of 

language and he seldom crossed this limit so as to lose the excellence of 

language.136 With this refinement which they injected into the veins of 

Sanskrit Kāvya-style, the poets like Bhāravi,137 Māgha,138 and others 

showed more and more marked leaning towards affection in their verbal 

expressions. It is from this period onwards that the Kāvya-style started 

taking the form of artificiality and complexity. During post-Kālidāsian, 

period there started a new trend viz., of ‘Śleṣa-bandhas’ and ‘Śāstrīya-

kāvyas’. The primary object of these poets, obviously, was to make a 

display of their mastery over language. Hari Narayan naturally traverses 

the same beaten track. His language is highly polished and profusely 

ornamented with figures of speech. He has commendable command over 

languages and can give floral description and fanciful imaginative 

portrayal according to the taste of his own period. 

 

Hari Narayan’s language and style may be studied under the following 

heads: 

(I) Guṇas (Qualities) 

                                                
136 Kālidāsa in canto IX of Raghuvaṁśa, also deliberately, employs ‘Yamaka’ in every 
verse, which is an indication of the fact that the tendency to employ mannerism in 
poetry was slowly emerging in the field of SanSKBrit poetry, but it was under a slow 
process and was restricted in Kālidāsian period. 
137 vide. canto XV of Kirātārjunīyam of Bhāravi in which he has used Yamakas 
frequently. 
138 vide. cantos VI and XIX of Śiśupālavadha of Māgha in which he has frequently used 
different types of Yamakas and Citrabandhas. 
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(II) Rītis (Dictions) 

(III) Alaṅkāras (Figures of Speech) 

(IV) Doṣas (Poetic Defects)  

(V) Narration 

(VI) Varṇanam (Descriptions) 

(VII) Chandas (Metres) 

(VIII) Miscellaneous aspects 

 

(I) Guṇas (Qualities) 
 

In Sāhityadarpaṇa, it is said: »âvÒsÒ ×bÊâÉîô ×ÓäÓÑz ÓÖâãÊS¿âtÑâ, ½çÇâð 

×îÒâôãÊÕÈz, ÊíØâð »âÇtÕâãÊÕÈz, ÓäÈÒí;ÒÕÖïsÉâÌãÕ×ëØÕÈz, áÔï»âÓâð 

»Ã»»çNÅÔâãÊÕÈz ó139 It means that ½çÇâð ×îÒâôãÊÕÈz.....ÊëÚ]âÓëÇëÕ ×bÊâÉô]âÓëÇ 

ÈsÒìÕ »âvÒsÒâtÑÐèÈï ÓÖÑçt»ØôÒnÈð »âvÒsÒít»Øô»â åtÒçcÒnÈë ó åÚ ÒYãÍ ½çÇâÌâï 

ÓÖËÑôtÕï ÈÉâãÍ ½çÇ×bÊí;Ý ½çÇâãÐvÒ:Á»×bÊâÉôÒírÍ¿ÒôÈë ó áÈS¿ 

½çÇâãÐvÒ:Á»âð ×bÊâ ÓÖsÒít»Øô»âð åtÒçkÈï ÐÕÈäãÈ Íýâ½ëÕíkÈÑz ó140 

 

Before Viśvanātha also, it has been the tradition already 

established by the predecessors that there were three guṇas viz., 

mādhurya, ojas and prasāda. Sage Bharata in his ‘Nāṭyaśāstra’ after 

explaining the blemishes mentions the guṇas: 

 

The number and the names of the guṇas of Bharata as also the 

substance of some of them were adopted in tradition by his followers. 

With regard to the number of guṇas, we meet with, from very early 

period, two opposite tendencies. Bharata and Daṇḍin define and discuss 

ten guṇas.141 But after them, while on one hand, Bhāmaha reduces their 

                                                
139 SD, First Pariccheda 
140 Ibid, First Pariccheda 
141   SÔëØð ÍýÖâÊð ÖÑÈâ ÖÑâãËð ÑâËçÒôÑíÁð ÍÊÖî»çÑâÒôÑz ó 
    áÉôsÒ ¿ vÒ*kÈrÊâÓÈâ ¿ »â*nÈS¿ »âvÒâÉô½çÇâ Ê×ìÈë óó NS, XVII.69 
    »âvÒ×íÐâ»ÓâÌz ËÑâôÌÔaz»âÓâÌz Íý¿ÜÈë ó KD, II.1 
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number to three, on the other, Vāmana virtually increases their number to 

twenty142. The tendency to increase the number is well exhibited in a 

writer like Bhoja who enumerates as many as seventy-two guṇas in three 

groups each formed of twenty-four of them. His first group belongs to the 

word and second to the sense, while defects changing into excellences in 

particular conditions constitute the third group called vaiśeṣika or 

specific guṇas.143 The Agni-Purāṇa enumerates eighteen guṇas, six each 

of word and sense and six referring to both of them.144 Kuntaka also gives 

the same number of guṇas, but on an entirely different basis. On the basis 

of the natural disposition of a poet (kavisvabhāva), he considers literary 

diction to be delicate (sukumāra), ornate (vicitra) or middle (madhyama), 

each having six characteristics technically called guṇas.145 As a matter of 

fact, the drift towards increasing the number forms no originality or 

speciality. Bhoja and the author of Agni-Purāṇa have, in fact, made a 

mess of the subject, while Vāmana too cannot be credited with success in 

this respect.146 

 

The dhvani theorists as also the later rhetoricians in general 

recognise only the three guṇas viz., mādhurya, ojas and prasāda. While 

some of them accommodate other excellences either as part of the said 

three guṇas or as negative forms of certain defects, or even as poetic 

figures. It may be noted that Mammaṭa includes Vāmana’s verbal guṇas 

like śleṣa, samādhi, udāratā and prasāda in his ojas, verbal mādhurya in 

his mādhurya, verbal arthavyakti in his prasāda, ideal arthavyakti and 

ideal kānti in his svabhāvokti figure, while he takes the verbal guṇas like 

saukumārya and kānti as negations of the defects, kaṣṭatva and 

                                                                                                                                       
    SÔëØð ÍýÖâÊð ÖÑÈâ ÑâËçÒõ Öç»çÑâÓÈâ ó 
    áÉôvÒ*kÈrÊâÓtÕÑíÁð »â*nÈÖÑâËÒð ó 
    åãÈ ÕìÊÐôÑâ½ôsÒ ÍýâÇâ Ê×½çÇâð sÑöÈâð óó KD, I.41-41 
142 KLSV, III.1.1-10, III.2.1-15  
143 ŚP, IX (Josyer ed., II, pp.341 ff.) 
144 Agni-purāṇa, 346.4-25 
145 VJ, I.30-50 
146 De, S. K., History of Sanskrit Poetics, II, pp. 95-96 
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grāmyatva, the ideal guṇas, ojas, prasāda, mādhurya, saukumārya and 

udāratā as negative forms of the defects, apuṣṭārtha, adhikapadatva, 

anavikṛtatva, amaṅgalarūpa, aślīlatva and grāmyatva respectively as 

also the ideal samatā as the absence of the fault vaiṣamya. Again, it is 

interesting to note that he regards the verbal samatā as a defect rather 

than an excellence, while he rejects outright the ideal guṇas, ojas, śleṣa 

and samādhi. Thus he refutes almost all the older guṇas along with their 

conceptions and sets out the three guṇas, ojas, prasāda and mādhurya 

with new meanings.147 Hemacandra, Viśvanātha and others follow him.148 

These theorists explain guṇas as the characteristics of rasa, indicative of 

different states of mind. On the basis of three attitudes of the mind viz., 

fluidity (druti), glaringness (dīpti) and expansion (vyāpti) in the process 

of the realization of rasa, the guṇas, mādhurya, oja and prasāda are 

found in their respective order.149 Since the guṇas are generally regarded 

as the attributes of word and sense, they are also treated on the basis of 

the peculiar arrangement of syllables as also that of words.150 Hence, 

mādhurya (sweetness), oja (grander) and prasāda (elegance) are 

recognized by all rhetoricians.151  

 

(1) Mādhurya Guṇa (Sweetness) – According to Mammaṭa, the cause 

melting emotions in the mind, present in the erotic sentiment, and the 

form of joy is known as Sweetness.152 Viśvanātha also defined it.153 

Sweetness is the elegance consisting of (i) alliteration technically called 

śrutyanuprāsa which is the grouping of similar sounds belonging to the 

                                                
147 KP, VIII. k. 68, 72 
148 SD, Eight Pariccheda For a detailed history of guṇas, see V. Raghavan : 
Śṛṅgāraprakāśa, pp. 249-351. 
149 KP, VIII. k. 68-71; SD, VIII.2-8; DL and Locana, II. 8-10 
150 KP, VIII. k. 73 ff. 
151 ÑâËçÒôÑíÁí;É ÍýÖâÊ åãÈ Èë ãÝËâ ó SD, VIII.1 
152 áâ¤âÊ»tÕï ÑâËçÒõ Ùöaz½âÓë ¨çãÈ»âÓÇÑz ó KP, VIII. 68 
153 ã¿ù¨ÕäÐâÕÑÒí ¤âÊí ÑâËçÒôÑçcÒÈë ó  
   ÖmÐí½ë »rÇë ãÕÍýÔmÐë ×ânÈë;ãË»ï ®ÑâÈz óó SD, VIII.2 
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same place of articulation, and (ii) absence of vulgarity.154 The verbal and 

ideal forms of sweetness have been called vāg-rasa and vastu-rasa155 

respectively. In Bharata, it is sweetness where a sentence heard or 

repeated many times does not bore or disgust.156 According to Bhāmaha, 

the mādhurya of kāvya consists in (i) its being pleasing to the ear and in 

(ii) the use of a smaller number of compounds, while Vāmana calls it, as 

a verbal guṇa, the distinctness of words due to absence of long 

compounds and, as an ideal guṇa, the strikingness of utterance 

(uktivaicitrya).157 Our poet has used mādhurya guṇa in different 

sentiments as follows: 

(i) Mādhurya guṇa in ‘Saṁbhoga’ Śṛṅgāra rasa – In X.38, the poet has 

very appropriately made the use of mādhurya guṇa in ‘Saṁbhoga’ 

Śṛṅgāra rasa while describing the kissing and the loving biting of King 

Śāntanu to Satyvatī. 

ÓíÑâ:¿ÍèÕõ ÓãÈÊäÍ»ìS¿ ÊnÈÜÈìÓnÒãÕËìÓÌë»ìð ó 

ánÒâãÌ ¿âaz½âãÌ ãÌÁãÍýÒâÒâð ãÕÐèØÒâÑâÖ ÓÖëÌ ÐèÍð óó BC, X.38 

(ii) Mādhurya guṇa in ‘Karuṇa’ rasa – Hari Narayan has deliberately 

used mādhurya guṇa in ‘Karuṇa’ rasa in his poem. For instance, in I.50 

the poet has described how King Śāntanu fell in the deep sea of sorrows 

after knowing that his wife Gaṅgā is then no more. During that time there 

flew air of hindrance in royal family. 

áÌçÐèÒ ãÊÕaz½Èâï ãÍýÒâï  »rÇâbËâÕÍÈnÌöÍí;Õ×ð ó 

ÐÕÌë ÔÚÓä ãÕÍãùÁâ ÍãÓÈí vÒâÍÊrnÈçÊâ ÈÊâ óó BC, I.50 

The other examples are XII.11, XIV.55, XV.50, etc. 

 

                                                
154 ½çÇâtÑâ ó KL I. 51-68 
155 KL I. 51. The term rasa here bears distinct sense which is different from that given 
to it by the rasa school or even by Daṇḍin at another occasion (KL II. 292). It may be 
noted here that Ratnaśrī ( a commentator on KL) explains rasāvaha (KL I. 52) as:  ÓÖÑz 
áâÕÚãÈ ÙçãÈÖçÐ½ÈâÑz áâÈÌíÈäãÈ ó  Bhoja, however, probably due to misunderstanding, cites 
Daṇḍin’s I.63 (kanye etc.) in the context of rasa exposition. 
156 NS, XVII. 102 
157 KL II. 1; KLSV, III. 1. 20, III.2.10 
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(iii) Mādhurya guṇa in ‘Vipralambha’ Śṛṅgāra rasa – The poet seems 

to be very keen in using mādhurya guṇa in ‘Vipralambha’ Śṛṅgāra rasa. 

For instance, in VIII.7 the poet has aptly described how that beautiful 

breeze pleasing to all has become unpleasant to the mind of King Śāntanu 

in the absence of beloved. 

ÖâÒmÍýâÈãÌôÁ½öÚÕÌä - »ëÈ»ä½nËÓmÒí  

Ôí»ë _YsÖç*¼È»ÓÇìð ÖâÊÓï ÖëvÒÑâÌð ó 

ÕâÈâÌäÈí ÑËçÍÑÊÌí Ñ:Áç»âÊmÏ½nËð  

»ânÈâÐâÕë ÌÓÍãÈ™Èë ãÌmÏ½nËâÒÈësÑ óó BC, VIII.7 

The other examples are VII.9, VII.10, VII.11, VII.12, VII.13, VII.14, 

VII.15, etc.  

 

(iv) Mādhurya guṇa in ‘Śānta’ rasa – There are found many instances 

of mādhurya guṇa in ‘Śānta’ rasa in the poem of Hari Narayan. For 

instance, in XVI.35 the poet has nicely depicted the inner voice of 

Bhīṣma in following words: 

Ö^ÕsÒ ËâÓâ ÑãÒ ÒâãÈ ÑçKÒÈâï  

ÐÕ*nÈ ¿âaz½âãÌ Ô¾èãÌ ÖÕôÈð ó 

ÑÌð *sÉÓï È^ÕÑç¼ä ¿ Ñë ÑãÈð  

ÖïÁâÒÈë ÖmÍýãÈ ™wÇ ! Èë ÌÑð óó BC, XVI.35 

The other examples are I.4, XII.6, XVI.34, XVI.36, XIX.24, etc. 

 

(2) Oja Guṇa (Grandeur) – Oja is the force effected by the presence or 

profusion of compounds (samāsabhūyastva) which is regarded as the 

soul of prose.158 Mammaṭa and Viśvanātha conceive oja as the 

glaringness (dīptatva) which causes expansion of heart and which 

consists in abundant use of compounds, and verbosity.159 Our poet has 

used oja guṇa in different sentiments as follows: 

                                                
158 áíÁð ÖÑâÖÐèÒstÕÑëÈÊz ½YsÒ ÁäãÕÈÑz ó KL, I.80 
159 KP, VIII. k. 69, 75;  
áíÁ*S¿ùsÒ ãÕsÈâÓRÍï ÊäpÈtÕÑçcÒÈë ó 
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(i) Oja guṇa in ‘Vīra’ rasa – Hari Narayan has deliberately used oja 

guṇa in ‘Vīra’ rasa in his poem. For instance, in XIV.46 the poet has 

described how Duḥśāsana and others came in front of Arjuna to protect 

Bhīṣma from his attack in following words: 

Êçð×âÖÌâYâð »çrÖìnÒÕäÓâð 

ÈÊâ½ÑÌz ÐäwÑÖçÓÜÇâÒ ó 

ã×¼*NÅÌï Èë ¿ ã»ÓäãÃÌï ¿  

ãÕËâÈçÑìcÀnÌÖçãÐãÕôÒçkÈÑz óó BC, XIV.46  

The other examples are XII.40, XIII.32, XIV.8, XV.36, XV.42, etc. 

  

(ii) Oja guṇa in ‘Bībhatsa’ rasa – In XV.43, the poet has very 

appropriately made the use of oja guṇa in ‘Bībhatsa’ rasa while 

describing the terrific battle between Bhīma and Duryodhana, in which 

Bhīma broke the thighs of Duryodhana very cruelly to fulfil his oath. 

éùëãÁÈsÒâÉ ÏÐèÕ Öaz½Óí  

ÐäÑëÌ ÖâËõ ÐÒÊâÒ»í ÌöÇâÑz ó 

ÒÑâÒÑâÌð ÍýÇÍâÔÌëcÀÒâ  

Áaz¾ë ¿ ÐäÑí;ÐÌ½â×ç ÈsÒ Èë óó BC, XV.43 

 

(iii) Oja guṇa in ‘Raudra’ rasa – The poet has deliberately used oja 

guṇa in ‘Raudra’ rasa. For instance, in IX.37 the poet has described how 

extremely Satyavatī challenged her father to offer her in the hands of 

King Śāntanu in following words: 

ãÕÚâÒ »âÍôNÒÍÇï ãÌÓÉô»ï  

ÍýÒcÀ Ñâï ×ânÈÌÕë ÊÒâÔÕë ó 

Ì ¿ëùÊâ ÈâÈ ! ãÕÔí»ãÒwÒãÖ  

ãÊÌìsÈç »ìãS¿Èz sÕÖçÈâï Ì ÁäãÕÈâÑz óó BC, IX.37 

 
                                                                                                                                       

ÕäÓÏäÐtÖÓî ë̈Øç ®ÑëÇâãËkÒÑsÒ Èç óó SD, VIII. 4-5 
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(3) Prasāda Guṇa (Elegance) – Bhāmaha describes prasāda as 

comprehension of the sense even by the womenfolk and children.160 

Vāmana’s prasāda as a verbal excellence is the laxity of structure and as 

an ideal guṇa; it is clearness of meaning brought about by the avoidance 

of superfluity.161 The later rhetoricians define it as that which causes the 

sense to pervade the mind instantaneously and spread like fire in dry 

fuel.162 In other words that sentence in which the comprehension of the 

meaning is easy and which conveys a well known meaning is called a 

sentence endowed with prasāda guṇa. This quality appeared in the 

melodious and lucid verses, and only by hearing meaning comes to the 

mind. Mādhurya and oja may be related to prasāda but prasāda is 

separate from both the guṇas. Our poet has used prasāda guṇa in 

different sentiments as follows: 

 

(i) Prasāda guṇa in ‘Saṁbhoga’ Śṛṅgāra rasa – In X.37, the poet has 

very appropriately made the use of prasāda guṇa in ‘Saṁbhoga’ 

Śṛṅgāra-rasa while describing the kissing and the lovely biting of 

different parts of Satyavatī by King Śāntanu as follows: 

ÑãÇÍýÕâÔëÌ »ÍíÔÑDÒï  

½èÆëÌ ¿îwÄï ÓÊÌÜÈëÌ ó 

½ýäÕâï ÑÌíÞâÑÉ ãÏnÊçÌâmÌâ  

¼NÅâÐý»ëÇ sÈÌ»çmÐÊë×Ñz óó BC, X.37 

 

(ii) Prasāda guṇa in ‘Vipralambha’ Śṛṅgāra rasa – The poet seems to 

be very keen in using prasāda guṇa in ‘Vipralambha’ Śṛṅgāra rasa. For 

instance, in IX.13 the poet has aptly described how Satyavatī do not like 

the sweet cooing of the cuckoos, the beautiful dance of peacock and 
                                                

160 KL, II. 3 
161 KLSV of Vāmana, III. 1. 6, 2.3 
162 DL and Locana II. 10; KP, VIII. 70, 71, 76;  
ã¿ùï vÒâpÌíãÈ Òð ãÜÍýï ×çw»ënËÌãÑÕâÌÔð óó SD, VIII.7 
Ö ÍýÖâÊð ÖÑsÈëØç ÓÖëØç Ó¿ÌâÖç ¿ ó 
×bÊâsÈ]¥:Á»â áÉôÏíË»âð ÙçãÈÑâÝÈð óó SD, VIII. 8 
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charming sound of all birds in separation from her lover (King Śāntanu) 

as a patient do not like even tasty food. 

ãÍ»sÒ ½äÈï ÐýÑÓsÒ ½ç*:ÁÈï  

ÑÒèÓÌötÒï ¼½ÕönÊ»èãÁÈÑz ó 

ÈÊâ Ì ÈsÒì rr¿ë ÑÌâ½ãÍ  

jÕÓâãÐÐèÈâÒ ÒÉâ ÖçÐíÁÌÑz óó BC, IX.13 

  

(iii) Prasāda guṇa in ‘Karuṇa’ rasa – We find an appropriate usage of 

prasāda guṇa in ‘Karuṇa’ rasa in his poem. For instance, in XV.50 the 

poet has described how the atmosphere has become merciful on account 

of the lament of women whose relatives have passed away in the fierce 

battle and whose bodies were burnt into fire. 

ÈÈð ™ÈâÐècÀÕÊâÚÖï*s®Òâ  

ÓÇë ÑöÈâÌâÑçÐÍÜÒíãËÌâÑz ó 

ÖmÏ*nËÌäÌâï rãÊÈëÌ ÒíãØÈâï  

ÈÝtÒ§SÒï »rÇï ÈÊâÐÕÈz óó BC, XV.50 

 

(iv) Prasāda guṇa in ‘Raudra’ rasa – We find the usage of prasāda 

guṇa in ‘Raudra’ rasa. For instance, in XIII.58 the poet has described 

how Bhīma has become extremely angry and thus his eyes have become 

so red, and who took an oath to kill Duryodhana and Duḥśāsana, on 

account of insulting Draupadī in the royal court by them. 

Êçð×âÖÌsÒ rãËÓï ÍâÈçï, ÐazkÈçï ÊçÒíôËÌÁaz¾ë ó 

ÐäÑS¿®ë ÐäÑâï »íÍârÇÌÒÌð ÍýãÈÞâÑz óó BC, XIII.58 

  

(v) Prasāda guṇa in ‘Vīra’ rasa – Our poet Hari Narayan has 

deliberately used prasāda guṇa in ‘Vīra’ rasa in his poem. For instance, 

in VI.6 the poet has deliberately described how King Śāntanu has given 

out a chain from his neck as a token prize to a spy on account of knowing 
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from him that Devavrata has departed for the kingdom after learning 

fully the science of archery from the famous teacher Paraśurāma. 

ãÌÕëÊãÒÝë ×çÐÖè¿ÌâãÑÑâÑz  

áÖäãÑÈâÌnÊÊ×âÑÕâpÌçÕÌz ó 

ÑÚäÍãÈ½çôpÈ¿ÓâÒ ÈtÜÇï  

ÖÖâËçÕâÊï ãÌÁÚâÓÑâÍôÒÈz óó BC, VI.6   

  

(vi) Prasāda guṇa in ‘Śānta’ rasa – We find the usage of prasāda guṇa 

in ‘Śānta’ rasa. For instance, in XVI.34 the poet has described how 

Bhīṣmapitāmaha has become calm being free from all types of sorrows, 

infatuation, arrogance etc. on the bed of arrows. 

Êçð¼ï Ì ÑíÚí Ì Ì ÊìnÒÐâÕÌâ  

Ì ½ÕôÐâÕí;pÒÌçÐèÒÈë ÑÒâ ó 

»íÍí Ì »sÒâãÍ ™Èë;ÌçÐèÒÈë  

Úë ™wÇ ! ÖÕôÝ Öç¼âãÌ »âÑÒë óó BC, XVI.34 

 

(II) Rītis (Dictions) 
The definition of the concept of Rīti was given for the first time by 

Vāmana and who described it as a peculiar arrangement of words.163 In 

other words of Viśvanātha, the Rīti assists the realization of sentiment, 

just as the structure of body assists the soul.164 According to Vāmana, 

‘Rīti’165 is the soul of property.166 It is the essence of language which 

cannot be separated from it in any case. After him, Ānandavardhana 

defined Rīti as a well-formed sequence of words which is a concise form 

of Vāmana’s definition. As he was a rasa theorist, he regarded it as a 

                                                
163 ãÕã×wÃÍÊÓ¿Ìâ ÓäãÈð ó KLSV, I.2.7 
164 ÍÊÖï¾ÃÌâ ÓäãÈÓaz½ÖïsÉâãÕ×ëØÕÈz ó éÍ»Ýäô ÓÖâÊäÌâÑz ......ó SD, IX.1 
165 ãÕ×ëØí ½çÇâtÑâ ó KLSV, I.2.8 
Ritī may be simply defined as the mode of arranging words in a manner which tends to 
develop the sentiment or sentiments prevailing in a piece of composition. 
166 ÓäãÈÓâtÑâ »âvÒsÒ ó KLSV, I.2.6 
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means of adding charm to the poetic sentiment,167 while Vāmana’s Rīti 

was evidently independent of rasa. Viśvanātha practically followed 

Ānandavardhana, while Rājaśekhara and Bhoja patronised the earlier 

view of Vāmana.168 Kuntaka, the well-known propounder of the vakrokti 

theory, made an original contribution to the Rīti School. He gave 

importance to the poet’s svabhāva (personal disposition) and described 

and classified it on the basis thereof.169 Before Vāmana, Bhāmaha, 

Bāṇabhṭṭa, Daṇḍin; and after Vāmana, Rudraṭa, Bhojarāja, Veda Vyāsa, 

Bahurūpa Miśra, Śinga Bhūpāla, Acyutarāya, Govinda, Mammaṭa, etc. 

have also defined Rīti.170 About the types of the ‘Rīti’ there are many 

views of the Ācāryas but the minimum number is three which is accepted 

by most of the Ācāryas.  They are the ‘Vaidarbhī’, the ‘Gauḍī’ and the 

‘Pāñcālī’. ‘Vaidarbhī’ or gay style is an elegant mode of expression 

(Lalitātmikā) consisting of an arrangement of syllables which are sweet 

in sound.171 Mostly it is devoid of compounded words and thus of easy 

comprehension.172 As far as ‘Guṇas’173 are concerned, whatever is the 

view with regard to the contribution of ‘Guṇas’ to ‘Rīti’ this much is 

                                                
167 DL, III. 5-6 and vṛtti 
168 SD, IX. 1 
    KM, III (22-5) 
169 VJ, I. 24 ff. (29,43,52) 
170 Bhāmaha, KL, I.30-35 
Bāṇabhaṭṭa, Harṣacaritam, I.7-8 
Daṇḍin, KD, I.40, 42-103 
Rudraṭa, KL, II.5 
Bhojarāja, SKB, II.33 
Veda Vyāsa, Agnimahāpurāṇam, 340.4 
Bahurūpa Miśra, Daśarūpakadīpikā, part I, pp. 71-74 
Śinga Bhūpāla, Rasārṇavasudhākara, I.228, 240 
Acyuta Śarmā, Sāhityasāra, pp.340-341 
Govinda, Kāvyapradīpa,  
Mammaṭa, KP, 

The first two letters of the five classes and the sibilants (×z, Ø,z Öz) are called surds or 
hard consonants. The rest are called sonants or soft consonants. Vide . Kale M. R. ‘A 
Higher SanSKBrit Grammar’, pp. 6 
172 ÑâËçÒôvÒ:Á»ìÕôÇìô Ó¿Ìâ ÔãÔÈâ*tÑ»â ó 
   áÕöãùÓlÍÕöãùÕâô ÕìÊÐäõ ÓäãÈãÓwÒÈë óó SD, IX. 2-3. 
173 There are different views regarding the number of guṇas. Some rhetoricians say that 
there are ten guṇas; some say twenty and some say three.  According to Rīti School, 
there are ten Śabda-Guṇas and ten Artha-Guṇas. But, the three Guṇas viz., Prasāda 
(elegance), Mādhurya (sweetness) and Oja (grandeur) are recognised by all the 
rhetoricians. 
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certain that ‘Prasāda’ and ‘Mādhurya’ are the two conspicuous merits of 

the ‘Vaidarbhī’ style. It may be noted that this style goes well with the 

‘Śṛṅgāra’, ‘Hāsya’ and ‘Karuṇa’ sentiments and it is particularly suited 

to all other tender feelings. In wide contrast to the former, there is the 

second one, the ‘Gauḍī Rīti’ which may be termed as the bombastic style. 

It is a strong mode of expression and consists of hard consonants with 

stiff dipthongs. It is profusely chequered with compounds which are very 

often unusually long.174 So far as ‘Guṇas’ are concerned, the ‘Oja’ 

mainly holds it sway over this style. It is verbose and full of alliterations. 

It is a very suitable vehicle of suggestion for the Raudra (Furious) and 

the Vīra (Heroic) sentiments. The ‘Pāñcālī Rīti’ is a via-media between 

the two opposite Rītis viz., the ‘Vaidarbhī’ and the ‘Gauḍī’.175 It admits 

partly the characteristics of both the Rīti and hence is an agreeable 

combination of hard and soft consonants, and such dipthongs as are not 

onerous and a few compounds here and there which are mostly simple 

ones. Thus the theorists of the post-dhvani period regard Rīti as an 

external element in accordance with their new conception that 

distinguished the body from the soul which position in poetry they are 

accorded to the suggestion of rasa. 

 

As regards the ‘Rīti’ (diction) of Bhīṣmacaritam is concerned, it is 

necessary to remember that the diction of ‘Rīti’ changes according to the 

subject-matter, characterization and descriptions in a Mahākāvya. If a 

love-scene is to be described, the language is of necessity, simple, 

spontaneous and sweet but on the other hand, in the descriptions of the 

battle-scenes, language becomes harsh, complicated and terse. A 

Mahākāvya can achieve the greatest height of artistic composition only if 

                                                
174 áíÁð Íý»â×»ìÕôÇìôÏônË áâÅmÏÓð ÍçÌð ó  
   ÖÑâÖÏÚçÔâ ½îÅä ó SD, IX. 3-4. 
Dipthongs are – #, #ë, áí, áî 
175 ÕÇìôð ×ëØìð ÍçÌ]ôÒíð ó ÖÑsÈÍ:¿ØÍÊíð  
   ÏnËð Íâ:¿ãÔ»â ÑÈâ ó SD, IX. 4 
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a proper ‘Rīti’ is employed at the proper place. Thus, multiplicity of 

‘Rītis’ in an artistic composition is inevitable and same is the case with 

the ‘Rīti’ of Hari Narayan. He is a double-stylist personality and uses 

both Rītis (viz. Vaidarbhī and Gauḍī) according to the suitability of the 

context. 

 

1. Vaidarbhī Rīti - An impressive use of the ‘Vaidarbhī Rīti’ is found in 

XVI.36 of Bhīṣmacaritam which we cite here for illustration: 

ÐÕnÈç ÖÕëô Öç*¼Ìí;Ý ÐèÈÔë  

ÐÕnÈç ÖÕâôS¿ ãÌÓâÑÒâð ÍýÁâð ó 

ÐÕnÈç ÖÕëô ¿ ãÌÓâÚÕâ ÌöÍâð  

åtÒëÕ Úë ™wÇ ! ÔØâãÑ ÖâmÍýÈÑz óó BC, XVI.36 
The use of compound in this verse has been avoided only. This 

description is couched in a simple, sweet and spontaneous language and 

so can be classed under the category ‘Vaidarbhī Rīti’. We may cite 

another verse IX.16 where our poet very appropriately uses the 

‘Vaidarbhī Rīti’ as follows: 

ÒÊâ »Êâ Öâ ½½ÌëÜÇâ ãÌã×  

ãÕÔíkÒ Ñë¾ëÌ ÖÑï ¿ ãÕYçÈÑz ó 

ãÕÔâãÖÌäï ¿n¨ÑÖâ ¿ ¿*n¨»âï  

ã¿ÓâÒ ã¿ùë ã¿ã¼Êë ãÍýÒcÒçÈâ óó BC, IX.16 

How beautifully Hari Narayan has delineated in it the ‘karuṇa’ 

rasa which has the flavour of words i.e. Mādhurya guṇa ; our poet has 

composed this verse with the arrangement of the maximum possible 

sweet-sounding syllabus such as ‘va’, ‘ma’, ‘ga’, ‘na’, ‘ya’, ‘da’, ‘la’ etc. 

and has tried to avoid the harsh syllabus like ‘kha’, ‘ca’, ‘ta’, ‘tha’ etc. 

This verse is also free from long and complicated compounds; only 

simple and short compounds like ‘gaganekṣaṇā’ and ‘priyacyutā’ have 

been used. The words of the verse are easy of comprehension and as such 
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consist of the ‘Prasāda guṇa’ which entitles it to be classed under 

Vaidarbhī style.   

 
2. Gauḍī Rīti - Side by side with the ‘Vaidarbhī Rīti’; Hari Narayan has 

also used the ‘Gauḍī Rīti’ according to the situation and has employed it 

with the same mastery as he has shown in the use of ‘Vaidarbhī Rīti’. 

Here XV.15 is a good example of ‘Gauḍī Rīti’ as follows:  
×sÝâsÝ-ãÕYâÏÔ-×îÒô×âãÔÌâ  

»ÇëôÌ ãÕ®mÒ ãÊÌ]Òï ÓÇë ó 

ãÕ*cÀnÌ×äØëôÇ ËÌ:ÁÒëØçÇâ  

YçÔí»ÒâÝâ ãÕãÚÈâ ÍýÈâãÍÌâ óó BC, XV.15 

In this verse the description of Karṇa is portrayed by our poet in a 

bombastic language with complicated and lengthy compounds consisting 

of harsh syllables. It is verbose and frequent repetition of syllables ‘śa’, 

‘tra’ and ‘dya’ occurs in it forming alliteration. This vigorous portrayal 

of Karṇa qualifies in it the ‘Oja guṇa’ also. So it can be cited as a striking 

illustration of our poet’s successful use of this style. The heroic rasa in 

the description of war and valour of Karṇa are all couched in the ‘Gauḍī 

Rīti’. 

 

3. Pāñcālī Rīti - Bhoja has also defined it.176 It admits partially the 

characteristics of both the Rītis (viz. Vaidarbhī and Gauḍī) and hence it is 

an agreeable combination of hard and soft consonants, and such 

diphthongs as are not onerous and a few compounds here and there, 

which are mostly simple ones. Here IX.37 is a good example of ‘Pāñcālī 

Rīti’ as follows: 

ãÕÚâÒ »âÍôNÒÍÇï ãÌÓÉô»ï  

ÍýÒcÀ Ñâï ×ânÈÌÕë ÊÒâÔÕë ó 

Ì ¿ëùÊâ ÈâÈ ! ãÕÔí»ãÒwÒãÖ  
                                                

176 ÖÑsÈ Í:¿ØÍÊâÐíÁð »â*nÈÖÑ*nÕÈâÑz ó 
    ÑËçÓâï Öç»çÑâÓâ ¿ Íâ:¿âÔäï »ÕÒí ãÕÊçð óó 
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ãÊÌìsÈç »ì*S¿Èz sÕÖçÈâï Ì ÁäãÕÈâÑz óó BC, IX.37  

Here the poet has described how extremely angry Satyavatī 

challenged her father to offer her in the hands of King Śāntanu in above 

words. The poet has deliberately used oja guṇa in ‘Raudra’ rasa. How 

furious Styavatī has become on his father for his demands from the king 

is well portrayed in ‘Pāñcālī Rīti’. Our poet has composed this verse with 

the arrangement of the sweet-sounding syllabus such as ‘va’, ‘na’, ‘ya’, 

‘da’, ‘la’ etc. as well as the harsh syllabus like ‘ka’, ‘ca’, ‘cha’ ‘ta’, ‘tha’ 

etc. The poet has made the use of compounds like ‘kārpaṇyapaṇam’ and 

‘svasutām’. Here the sweet combination of both the Rītis (viz. Vaidarbhī 

and Gauḍī) is found. Thus the style of the poet is lucid, suitable to rasa, 

melodious and beautiful. The readers can easily understand this quality. 

After the study of the poem we can find suitable use of this quality.  

 

(III) Alaṅkāras (Figures of Speech) 
The researcher observes that it is the word which turns sound into 

speech, brings about change of meaning in speech, and the phrases and 

expressions that embellish our thoughts. If these thoughts are expressed 

properly i.e. with aucitya as Kṣemendra says, they generate sentiment, 

which as Viśvanātha has aptly described, is the soul of poetry – ÕâkÒï 

ÓÖâtÑ»ï »âvÒÑz.177 The words cannot be considered to be creative of 

figures when used simply and naturally. It is only when they transcend 

their natural meaning and invest themselves with a meaning accorded to 

them by poetic usage i.e. when they turn into a figure. Then they receive 

a meaning different from the usual. When a word or sentence conveys 

not the mateial meaning but another owing to the transposition it has 

undergone, there arises the change which Aristotle calls tropoi. With the 

help of the inflexion of the voice – the hypocrisis of the Greek 

rhetoricians and the ‘kāku’ of ‘alaṅkārikas’ like Rudraṭa and Mammaṭa 

                                                
177 SD, p. 19 
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etc. – we can articulate a word or a sentence in such a way as to make it 

convey an idea different from what it is normally expected to convey.178 

Thus to signify and suggest a meaning other than the normal is to create a 

figure. 

 

One should not forget that there was a time when the alaṅkāras 

were taught to be the essence of poetry and they were indispensable to a 

good poem. Bhāmaha clearly makes the use of the word ‘ÖâÔaz»âÓï’ while 

giving the characteristics if an epic.179 The face of a lady, though 

beautiful, does not look attractive without the employment of proper 

ornaments, said Bhāmaha.180 Vāmana also laid great stress on the utility 

of alaṅkāras by asserting boldly that a poem is to be accepted for its 

embellishment.181 Mammaṭa paid great importance to the alaṅkāra by 

incorporating them in his definition of poetry.182 We find the mention of 

the usage of alaṅkāra in the poetry from different poeticians like 

Daṇḍin183, Veda Vyāsa184, Kuntaka185, Bhoja186, Hemacandrācārya187 and 

Jaydeva188 etc. 

 

Alaṅkāra is identified with beauty itself, not as instruments of 

beauty. Therefore the good poets have applied their minds in framing 

their verses in such an embellished form from which will make the verse 

beautiful. Though generally viewed as outer trappings, the alaṅkāras are 

                                                
178 Keith, A. B., A History of Sanskrit Literature, p.348 
179 KL, I.19 
180  RÍ»âãÊÓÔaz»âÓsÈÉân¥ìÏôÚçËíãÊÈð ó 
    Ì »ânÈÑãÍ ãÌÐèôØï ãÕÐâãÈ ÕãÌÈâÌÌÑz óó KL, I. 13 
181 ÖînÊÒôÑÔï»âÓð ó KLSV, 3.2.14  
   ÈÊãÈ×ÒÚëÈÕstÕÔï»âÓâð óó Ibid, 3.1.2. 
182 ÈÊÊíØî ×bÊâÉîô Ö½çÇâÕÌÔï™Èä ÍçÌð kÕâãÍ ó KP, I.4 
    ÖÕôÝ ÖâÔï»âÓî kÕã¿ùç sÎçÃâÔï»âÓãÕÓÚëãÍ Ì »âvÒtÕÚâãÌð ó  Vṛtti of KP, I.4 
183 »âvÒ×íÐâ»ÓâÌz ËÑâôÌÔï»âÓâÌz Íý¿xÒÈë ó KD, II.1 
184 »âvÒï sÎçÓÊÔï»âÓÑz ó Agnimahāpurāṇam, 337.7 
185 ÒÝâÔï»âÓÕ½îô;Öî ÖÕíô;pÒnÈÐôãÕwÒãÈ ó VJ, I.20 
186 »âvÒÑÔï»âÓìÓÔï™ÈÑz ó SKB, I.2 
187 ÖâÔï»âÓî ×bÊâÉîô ó Kāvyānuśāsana, p. 19 
188 ÖâÔï»âÓÓÖâÌë»ÕöãùÕâô>âvÒÌâÐâ»z ó Candrāloka, I.7 
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natural to the Sanskrit poetry. It is, however, their judicious use, which 

makes the poem beautiful.  

 

Similarly, the chief peculiarity of our poet Hari Narayan’s style is 

his language saturated with various figures of speech. He has great 

fondness for use of alaṅkāras. Through the study of a Mahākāvya, it 

seems that his great command over language would have gone waste, had 

he not used his skill in figurative writing. It is only through this language 

ornamented with alaṅkāras that our poet has been able to display his 

imaginative power. His Mahākāvya is full of alaṅkāras; he has shown his 

mastery over alaṅkāras in the descriptions of sacrifice, rājadharma, 

battles etc. where gauḍī rīti is most appropriate. The entire 

Bhīṣmacaritam is full of different alaṅkāras not less than 42 which 

shows his great mastery over language. It seems that the chief aim of our 

poet in writing this Mahākāvya was to display this craftsmanship in the 

use of alaṅkāras. 

 

As mentioned above the study of the Bhīṣmacaritam reveals that 

the poet is a master of versification and choice expression. As a student 

of literary criticism I shall not fail to discern in his verses a large number 

of alaṅkāras, both of sound (śabda) and sense (artha). All the figures 

occurring in this work have been identified and arranged. Their 

definitions have been supplied from the works of poetics like 

Kāvyaprakāśa of Mammaṭa and Sāhityadarpaṇa of Viśvanātha. Their 

references are indicated. Although the examples of alaṅkāras used in 

Bhīṣmacaritam are many yet to give the reader an appreciable idea of the 

poet’s mastery in this field I give here a few selected ones by way of 

illustration. I shall deal with the Śabdālaṅkāras first and then with the 

Arthālaṅkāras: 
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Śabdālaṅkāras 

 

1. Anuprāsa (Alliteration) – Śabdālaṅkāras such as Anuprāsa and 

Yamaka are the favourite figures of speech of our poet. It requires too 

much space even to note all the examples of these alaṅkāras as they are 

so numerous. However a few beautiful examples of these are cited here. 

Alliteration consists in the similarity of letters as defined in 

Kāvyaprkāśa.189 Viśvanātha defines it as the repetition of the same 

letters, though their vowels differ, constitutes Anuprāsa in his 

Sāhityadarpaṇa.190  In II.26 of the Bhīṣmacaritam our poet has nicely 

represented the request of King Śāntanu to the teachers for training his 

son in all arts by the repeated use of  words ‘ta’ ‘sa’ ‘ya’ as well as that 

of ‘te’ (e) in Chekānuprāsa191 as follows: 

ÌöÍ»çÑâÓ™Èë ÒÊÍëxÒÈë  

ÒÊçã¿Èï ÁÌÈâãÚÈÚëÈÕë ó 

ÈÊã¼Ôï ½çÇÁâÈÑÒï ã××çð  

ÖçÑÌÖâ ÖçÑÌâð ÍãÓã×xÒÈâÑz óó BC, II.26 

The other examples of Chekānuprāsa are I.1, I.7, II.1, II.12, IV.16, 

IV.40, VI.49, VI.51, VII.55, VIII.3, X.30, XI.14, XII.22, XV.17, XVI.32, 

XVII.44, XVIII.35, XX.6, XX.42, and XX.51.  

 

In IV.35 the poet has deliberately described the beauty of nature by 

the repeated use of word ‘pa’ as well as that of the vowel ‘ai’ (Third 

Case Plural forms) in the first quarter in Vṛtyānuprāsa192 as follows: 

ÍçwÍìð ÍÓâ½ìð ÍãÈÈìS¿ ÍÝìð  

                                                
189 ÕÇôÖâmÒÑÌçÍýâÖð ó KP, IX.79 
190 áÌçÍýâÖð ×bÊÖâmÒï ÕìØmÒë;ãÍ sÕÓsÒ ÒÈz ó SD, X.3 
191 Àë»Õöãù½Èí ã]Ëâ ó KP, IX.79 
   Àë»í vÒ:ÁÌÖï¾sÒ Ö™tÖâmÒÑÌë»Ëâ ó SD, X.3 
192 áÌë»sÒì»ËâÖâmÒÑÖ™Êz ÕâpÒÌë»Ëâ ó 
   #»sÒ Ö™ÊpÒëØ Õö̂ ÒÌçÍýâÖ écÒÈë óó SD, X.4 
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ÑÚä ÏÐî ÈÝ »çÉâÕöÈëÕ ó 

ÖÕôÝ ÀâÒâÈÍÖï½Ñí;ãÍ  

×äÈíwÑÊíØâÌz ×ÑÒâ:¿»âÓ óó BC, IV.35 

The other examples of the same alaṅkāra in the Mahākāvya are 

I.12, II.11, III.14, IV.21, V.35, VI.22, IX.79, XII.17, XIII.49, XV.9, 

XVII.25, XVIII.25, XIX.45, XX.5, and XX.43. 

 

In XVII.47 the poet has accurately depicted to be cautious of 

danger by the use of word ‘rā’ in ÓâjÒsÒ and ÓâÁâ of 2nd quarter in 

Śṛtyanuprāsa193 as follows: 

áaz½âãÌ ÓâÁÌz ! Íý™ÈäsÈÉâã¼Ôâð  

ÓâjÒsÒ ÓâÁâ ÍãÓ×íËÒëtÖÊâ ó 

Ì ÊèØÇï ÈÝ ÖÚëÈ ÊèÓ§»z  

ãÀ¨ëÇ ÌîÑôjÁãÈ ÌâÝ Öï×Òð óó BC, XVII.47 

The other examples of the same Figure of speech are I.2, II.8, 

II.14, III.34, IV.5, V.18, VI.22, VII.3, VIII.29, IX.66, X.37, XII.41, 

XIII.33, XIV.45, XV.10, XVII.47, XIX.3, XX.35 and XX.50.  

 

In VI.44 the poet has deliberately described the welcome of 

Devavrata made by the females of Hastiāpura by the use of ‘ā’ vowel in 

the words ÑçÊâaz½Ìâð and ÑâÒânÈãÑÕâÑÓâaz½Ìâð in the end of the third and 

fourth quarters in Antyānuprāsa194 as follows: 

ÑÌíÚÓsvââ½È½äÈÍèÕô»ï  

ÖçÑìS¿ ÔâÁìS¿ ÖÔí¿ÌítÍÔìð ó 

áÕâã»ÓnÓâÁÖçÈï ÑçÊâaz½Ìâð  

ÁÒnÈÑâÒânÈãÑÕâÑÓâaz½Ìâð óó BC, VI.44 

                                                
193 éc¿âÒôtÕâYÊë»Ý sÉâÌë ÈâÔçÓÊâãÊ»ë ó 
   ÖâdSÒï vÒ:ÁÌsÒìÕ ÙçtÒÌçÍýâÖ écÒÈë óó SD, X.5 
194 vÒ:ÁÌï ¿ëYÉâÕsÉï ÖÚâYëÌ sÕÓëÇ Èç ó 
    áâÕtÒôÈë;ntÒÒíjÒtÕâÊntÒâÌçÍýâÖð #Õ ÈÈz óó SD, X.6 
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The other examples of the same Figure of speech are I.31, II.20, 

VI.38, VII.50, IX.36, IX.56, X.32, XII.30, XIII.19, XV.23, XV.24, 

XVI.38, XVIII.29, XIX.31, and XX.26. How well our poet has used here 

the ‘Anuprāsa’ alaṅkāra. Another beautiful example of Anuprāsa is X.30 

of Bhīṣmacaritam where in the King Śāntanu and Satyavatī are engaged 

in their sexual play by the use of different techniques; 

  êRÍ½èÚï Á¾ÌíÍ½èÚï sÈÌíÍ½èÚï ¿ ÔÔâãÃ»âï ¿ ó BC, X.30 

Here the repetition of the letter ‘gūha’ at the end of the words in 1st 

and 2nd quarter as well as that of ‘ca’ is quite note-worthy. 

 

2. Yamaka (Chime) - Unlike the different types of ‘Anuprāsa’ we do not 

find the frequent illustrations of ‘Yamaka’195 in Bhīṣmacaritam. However 

Hari Narayan has also shown his skill in the use of this type of alaṅkāra. 

There are many beautiful examples of this application like I.12, II.36, 

V.35, VII.14, IX.42, XVI.26 and XVI.47 in his poem. One of them is 

cited below: 

ÊÒâãÉôÌsÈnÑãÚÔâÁÌsÒ ¿  

ÁÌsÒ ÊäÌsÒ ¿ ÍäãÅÈsÒ ¿ ó 

ÖÊâ ÖÊâ¿âÓÍÓâÒÇsÒ ¿  

tÕÒâ ÖçÓÜâ ãÌÒÈï »ÓëãÔÑâ óó BC, V.41 

 

3. Punarūktavadābhāsa – Unlike ‘Anuprāsa’ and ‘Yamaka’ we do not 

find frequent illustrations of Punarūktavadābhāsa196 in this Mahākāvya; 

however the poet has shown his skill in the use of this type of alaṅkāra. 

In V.7 of Bhīṣmacaritam, the poet has aptly made the use of words 

ÍýÔÒâãÌÔâ and áãÈÐäØÇ in similar sense. 

ãÌÍâÈÒntÒí;ãÓ½ÁâSÕÖìãÌ»âÌz  

                                                
195áÉëô ÖtÒÉôãÐnÌâÌâï ÕÇâôÌâï Öâ ÍçÌð ÙçãÈð ÒÑ»Ñz ó KP, after 9.82, page no. 324 
  áâÕöãùô ÕÇôÖaz¾âÈ½í¿Óâï ÒÑ»ï ãÕÊçð ó KD, I.61 
196 áâÍâÈÈí ÒÊÉôsÒ ÍîÌrktÒâÕÐâÖÌÑz ó 
   ÍçÌrkÈÕÊâÐâÖð Ö ãÐnÌâ»âÓ×bÊ½ð óó SD, X.3 
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ÍýÕâ*nÈ Â:Ââð ÍýÔÒâãÌÔâ åÕ ó 

ÒÊäÒÒí½ëÌ ÓÇë;ãÈÐäØÇï  

ÖÑäÓÇâsÝï ÈÊÊânÑçãÌÑçôÊâ óó BC, V.7 

The other examples are IV.40 and IX.31. 

 

Arthālaṅkāras 

 

Hari Narayan Dikshit is an expert in the use of ‘Arthālaṅkāras’ 

also. He has resorted to various ‘Arthālaṅkāras’ in his poem, which 

shows his mastery in the employment of the figures of sense. Among the 

various ‘Sadṛśya-mūlaka Arthālaṅkāras’ such as ‘Upamā’, ‘Utprekṣā’, 

‘Rūpaka’ and others, the favourite of our poet are the ‘Upamā’ and 

‘Rūpaka’. The frequent use of these Arthālaṅkāras is a typical feature of 

Kāvya-style.  

 

4. Upamā (Simile) – The poet’s use of ‘Upamā’197 is perfect and 

appropriate in his poem. In XIV.42 of this poem, he uses Upamā and 

compares the victory with the swing as follows: 

ÜÇë ÕýÁnÈä ãÊã× »îÓÕâÇâï  

ÜÇë ¿ ÒânÈä ãÊã× ÍâNÅÕâÌâÑz ó 

áâ™wÒÑâÇíÐÒÖìãÌ»ìð Öâ  

ÊíÔëÕ ÐâãÈsÑ ÓÇë ÁÒÙäð óó BC, XIV.42 

Here the poet has perfectly used the ‘Upamā’ alaṅkāra.  

 

(a) By the use of ‘Luptopamā’198 in VI.2, the poet has compared the 

strength of Devavrata with the Vaḍavānala fire as follows: 

Á½tÍýãÖ}âjÁÑÊ*gÌÁâÈ»âÊz  

áÕâpÈãÊvÒâsÝãÌãËÐôÕtÖçÈð ó 

                                                
197 ÖâËmÒôÑçÍÑâ ÐëÊë ó KP, X.87, p. 349 
   ÖâmÒï ÕâcÒÑÕìËmÒõ ÕâkÒìkÒ éÍÑâ ]Òíð óó SD, X.14 
198 ÔçpÈâ ÖâÑânÒËÑâôÊëÓë»sÒ ÒãÊ Õâ ]Òíð ó Ibid, X.17 
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ã]ØÊzÏÔâbËî ÕÅÕâÌÔíÍÑð  

ÍýÐí ! ÖÑâÒâsÒãÈ Í:¿ØìãÊôÌìð óó BC, VI.2  

 

(b) In XI.11, the poet has made a beautiful use of ‘Pūrṇopamā’199 by 

comparing Satyavatī with the fire of sacrifice as follows: 

ÓÜâãÕËâÌìãÕôãÕËìÓÑí¾ìð  

ÖïÓãÜÈâ ÖMãÌ ÕÈôÑâÌâ ó 

ÓÓâÁ ÓâÞä Ñ¼ÕëãÊ»âÒâï  

Öïs»âÓÍèÈâ*gÌã×¼ëÕ ÐèÒð óó BC, XI.11 

 

(c) We may cite XI.5 of the Bhīṣmacaritam as an example of 

‘Mālopamā’200 in which the poet compares pregnant Satyavatī with that 

of Pārvatī, with that of earth as well as that of water pot carrying water in 

it. Hence, the poet has very beautifully compared the attractive and 

pregnant Satyavatī with Pārvatī, earth and pot. 

éÑëÕ »çÜî ÊËÈä »çÑâÓï  

ËÓëÕ Õï×âaz»çÓËâãÓÇä Öâ ó 

¾ÃäÕ ¿âBÒnÈÓÔäÌÓtÌâ  

ÕnYâ ÑÌíÞâ ¿ ÏÐèÕ _Yâ óó BC, XI.5 

The other examples of the same Figure of speech are: VIII.11, 

XI.10 and XVI.39. 

 

(d) Hari Narayan projects a very enchanting simile ‘Prativastūpamā’201 

in XIV.24 by comparing the death with that of old clothes. Bīṣma tells 

Yudhiṣṭhira that now he has become old and the time has come for him to 

leave that mortal body as a person casts off worn out clothes and puts on 

                                                
199 Öâ ÍèÇâô ÒãÊ ÖâÑânÒËÑô áîÍmÒÕâã¿ ¿ ó 
   éÍÑëÒï ¿íÍÑâÌï ÐÕë]âcÒÑz åÒï ÍçÌð óó Ibid, X.15 
200 ÑâÔíÍÑâ ÒÊë»sÒíÍÑâÌï ÏÚç §SÒÈë ó Ibid, X.26 
201 ÒÝ ½mÒÖâmÒÒíÕâôkÒÒíð #»í;ãÍ ÖâÑânÒð ËÑôð ÍöÉ»z ãÌãÊôSÒÈë Öâ ÍýãÈÕsÈèÍÑâ ó Ibid, p. 165 
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new clothes. This he tells to Yudhiṣṭhira when he comes to him for the 

help in the battle. 

ÍýÈäÜÈë Ñâï ¿ ã¿ÓëÇ ÑötÒçð  

ÈâÈ ! ÍýÖnÌí ÐãÕÈâ*sÑ ÑötÕâ ó 

ãÚtÕâ ÍçÓâÇï ÌÕÑâÊÊâÌí  

ÕsÝï ÒÉâ _wÒãÈ ÑâÌÕâtÑâ óó BC, XIV.24  

The other examples are II.46, IV.6, IV.32, IV.44, V.14, V.23, 

V.25, VI.20, XII.2, XIII.55, XVI.30, etc. 

 

5. Rūpaka (Metaphor) – Like ‘Upamā’ our poet has also used 

‘Rūpaka’202, frequently in Bhīṣmacaritam. For illustration we may refer 

to II.49.  

ÍýãÈãÊÌï ÌöÍÍçÝ½çÇâï×çÑâÌz  

ÍýãÈãÌ×ï ¿ ÈÊäÒÒ×S××ä ó 

ÍýãÈãÊ×ï ×ç×çÐë ÁÌÈâÍÚâ  

ÍýãÈÍçÓï ÁÌÈâ_ÊÒâaz½Ìë óó BC, II.49 

Here our poet metaphorically represents Devavrata as the rising 

Sun in the hearts of people as well as like the Moon of the night 

removing the worries of people. For another example of ‘Rūpaka’, V.52 

of the Bhīṣmacaritam is cited.  

½çr¿ÓÇÍÓâ½ï ËâÓãÒtÕâ ÔÔâÃë  

ÌÒÌ»ÑÔÒíð ÖnËâÓÒnÌÙçãÏnÊèÌz ó 

ãÌÁ-ÁÌ»-ãÊ§Üâ-Ùöaz¼Ôâ-Ï}¿ëÈâð  

»ÉÑãÍ ½çrÍâSÕâôtÍý*sÉÈí ÓâÁÖèÌçð óó BC, V.52 

Here in this verse very intelligently our poet has used the phrase 

‘ãÌÁ-ÁÌ»-ãÊ§Üâ-Ùöaz¼Ôâ-Ï}¿ëÈâð’. Another apt use of ‘Rūpaka’ is found 

in XVII.44 in which the society is represented as the chariot in which 

                                                
202 RÍ»ï RãÍÈâÓíÍâã]ØÒë ãÌÓÍ{Õë ó Ibid, X.28 
   È¨èÍ»ÐëÊí Ò éÍÑâÌíÍÑëÒÒíð ó KP, X.93, p. 369 
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men and women are the two wheels of the chariot without which a 

chariot cannot run. It follows as: 

ÖÑâÁRÍsÒ ÓÉsÒ ËâÕÌë  

ÌâÓäÌÓâ»âÓ-ÓÉâaz½-ÒçgÑ»Ñz ó 

áÍëxÒÈë, ÈëÌ ÈÊäÒÖâÓãÉð  

ÌâÓäãÕ»âÖë;ãÍ ÐÕëtÍýÒtÌÕâÌz óó BC, XVII.44 

The other examples of ‘Rūpaka’ are II.17, II.28, II.29, V.35, VI.2, 

VI.4, VI.27, VII.18, XII.3, XII.57, XIII.8, XV.26, XV.49, XVII.2, 

XVII.6, XVIII.20, XVIII.31, XIX.20, XIX.36, etc. There are some 

examples of ‘Sāṅga Rūpaka’203 too. For illustration we may refer to 

IV.37. 

ÍçwÍâÌÌâð »íÑÔÍÝÕsÝâð  

ÎÔsÈÌâ Ðöaz½»¿â ÔÈâS¿ ó 

ÌÑýä™ÈâsÈÝ ÖÑäÓÇëÌ  

ÌëÑç½öôÚë Èï ÍãÓ¿âãÓ»âÕÈz óó BC, IV.37 

Here the poet has represented the creepers as beautiful as the 

harem maids.  The other examples are II.28, II.29, II.30, XIII.8, etc. 

 

6. Utprekṣā (Poetic fancy) – Similarly, a beautiful application of 

‘Utprekṣā’204 is found in VI.38 of Bhīṣmacaritam, where the poet has 

shown a world of his own poetic-fancy and imagery by describing the 

females of the city who are eager to see the arrival of prince Devavrata as 

celestial ladies of the heaven. This example is full of inexhaustible and 

high soaring imagination and matchless command over language. The 

verse runs as follows: 

áÑèS¿ Èâ ÚmÒô½Èâ ÌÓâaz½Ìâð  

»çÑâÓÑâÔí»ãÒÈçï ËÓâÌÌâð ó 

ãÊÕí;ÕÈäÇâô åÕ ãÌÁôÌâaz½Ìâð  

                                                
203  ÙîÈâ áâÉâôS¿ Èë Ò*sÑnÌë»Êë×ãÕÕãÈô ÈÈz Öâaz½ÑëÈÈz ó Ibid, X.94, p. 371 
204 ÖïÐâÕÌÑÉítÍýëÜâ Íý™ÈsÒ ÖÑëÌ ÒÈz ó Ibid, X.92, p. 366 
   Íý™ÈsÒ ÍÓâtÑÌâ ÖmÐâÕÌâ étÍýëÜâ ó SD, p. 141 
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ÍýÈäÒÑâÌâ áÐÕnÕÓâaz½Ìâð óó BC, VI.38 

The other examples of ‘Utprekṣā’ are IV.30, IV.31, VI.5, VI.37, 

VIII.15, IX.39, XIV.40, XV.7, XV.21, etc.  

 

7. Arthāntaranyāsa (Corroboration) – An effective use of it is found at 

various places in this poem of Hari Narayan. Some of his 

‘Arthāntaranyāsa’205 having the beauty of idea and depth of meaning 

have become proverbial sayings. A few of such examples are given here. 

An effective portrayal of ‘Arthāntaranyāsa’ is seen in II.24 of the 

Bhīṣmacaritam. 

½çr™ÍâÑãË½mÒ ÁÅí ÁÌí  

ÐÁãÈ Í*NÅÈÈâï ÌãÚ Öï×Òð ó 

åãÈ ãÕ¿âÒô ÐÕtÖç ãÌÁï ÖçÈï  

Ö»ÔÍâÄÌ»âÑÌÒâ ÊÊë óó BC, II.24 

Here the poet has nicely described the wish of Śāntanu that his son 

will be educated under the auspices of good teachers as even a fool 

becomes a scholar in the company of a ‘Guru’. The beauty lies in the 

idea given by HariNarayan that a demand should be made only to that 

person who will accept it and is capable of fulfilling it. 

 

Again, the poet comes out with an illustration of company of a 

‘Guru’. In V.27 the poet says that Devavrata becomes successful in 

achieving the desired art of archery under the training of Paraśurāma as it 

is said that a student having faith in his teacher never fails in his 

endeavour. 

½çÓíãÌôÊë×ë ×ÓÑnÝÖâËÌâï  

¿»âÓ ½az½âÈÌÒí ãÊÕâãÌ×Ñz ó 

                                                
205 ÖâÑânÒï Õâ ãÕ×ëØí Õâ ÈÊnÒëÌ ÖÑTÒôÈë ó 
   Òùç ÖíÉâônÈÓnÒâÖð ÖâËmÒôëÇëÈÓëÇ Õâ óó KP, X.109, p. 406 
   »âÒõ ¿ »âÓÇëÌëÊï »âÒëôÇ ¿ ÖÑTÒôÈë ó 
   ÖâËmÒôëÇëÈÓëÇâÉâônÈÓnÒâÖí;wÃËâ ÈÈð óó SD, X.62 
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áÕâÍ ãÖ*}ï Ö ¿ ÈÝ Õâ*:ÀÈâï  

Ì Òâ*nÈ ÑíÚï ½çrÐkÈÖâË»âð óó BC, V.27 

The other examples are I.38, II.6, II.22, II.36, VII.59, VIII.9, 

IX.38, IX.55, XIII.14, XV.11, XV.47, XVI.16, etc. 

 

8. Kāvyaliṅga (Poetical Cause) – Hari Narayan, being learned in the 

Śāstras like Mīmāṁsā, Nyāya etc., has used ‘Kāvyaliṅga alaṅkāra’206 

also in Bhīṣmacaritam. For an apt use of ‘Kāvyaliṅga alaṅkāra’ we may 

cite VIII.34 wherein Devavrata talks to himself that if he renounces his 

right to the thrown of prince hood his father will get his beloved lady in 

marriage and motherless he will get a mother as well popularity and 

spiritual enhancement. For instance, 

ÈâÈð ÍýäÈí ÐÕãÈ ÑãÒ Èâï ÕlÔÐâï ÍýâpÒ ÍtÌäï   

ÑâÈâ ¿ì»â ÐÕãÈ ÖçÔÐâ ÑâÈöÚäÌsÒ Ñë;ãÍ ó 

Ôí»ë »äãùôÐôÕãÈ ãÕÍçÔâ ÁâÒÈë ËÑôÔâÐð  

ÖÕõ ãÖ}ï ÑÑ ÐÕãÈ ¿ëÊz ÒîÕÓâjÒï tÒÁâãÑ óó BC, VIII.34 

Since the basis of strikingness in statements here is the cause and 

effect relationship based on the principle of ‘Nyāya’, this alaṅkāra is 

Kāvyaliṅga here. Another example of ‘Kāvyaliṅga’ is XVIII.4. 

ÌèÌï ÖÑsÈìÓãÍ ÍèÕôÁnÑãÌ  

™ÈâãÌ ÍçNÒâãÌ ÏÚèãÌ ÈìÁôÌìð ó 

_YâÝ ÐâÒâô ÌöÍãÈS¿ ËÑôãÕÊz  

Ì ÔBÒÈë ÍçNÒÎÔï ãÕÌâ ÁÌìð óó BC, XVIII.4 

 

9. Sahokti (Connected Description) – In addition, many other alaṅkāras 

such as ‘Sahokti’, ‘Svabhāvokti’, ‘Lokokti’, ‘Atiśayokti’, etc., are also 

employed by our poet in Bhīṣmacaritam. The figure of speech named 

‘Sahokti’207 has been successfully used by Hari Narayan. For illustration 

                                                
206 ÚëÈíÕâôkÒÍÊâÉôtÕë »âvÒãÔaz½ï ãÌ½YÈë ó SD, X.63 
207 ÖÚâÉôsÒ ÏÔâÊë»ï ÒÝ sÒâ]â¿»ï ]Òíð ó 
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we may refer to II.45 of Bhīṣmacaritam. In this the poet refers to the 

holistic and intellectual development of Devavrata during his training 

under expert teachers. 

ÌöÍÖçÈí;ãÍ ÖÊâ ½çrÐ*kÈÑâÌz  

ãÕÌÒÍèÕô»ÑëÕ ÍÄnÌÖî ó 

ÈÌçÐÒâ ÖÑÑëÕ ½çÇâÐÒâ  

ÍýãÈãÊÌï ÏÚç×ä¾ýÑÕËôÈ óó BC, II.45 

The other examples of ‘Sahokti’ are XII.26 and XVIII.23.  

 

10. Svabhāvokti (Natural Description) – There is an example of 

‘Svabhāvokti’208 also in Bhīṣmacaritam. With the help of this figure of 

speech, the poet gives a true picture of persons and places. In VI.50 the 

poet describes the welcome garland, prepared to welcome Devavrata, 

looks naturally beautiful because of Vedic chanting, musical sounds, 

flowers, attractive garlands made up of pearls and flowers hanged on it 

and more by the presence of King Śāntanu. 

±¿âï ÓÕì_ôYÖçÕâYÕâÊÌìð  

ÍýÖèÌÑçkÈâÑãÇÓmÒÊâÑãÐð ó 

ÑÌíÚÓï sÕâ½È½äÈ½çã:ÁÈï  

ÓÓâÁ Èc×ânÈÌçÖùÒâ Ðö×Ñz óó BC, VI.50 

 

11. Vinokti – The poet has made a wonderful use of ‘Vinokti’209 alaṅkāra 

in this epic. In XV.2 of Bhīṣmacaritam, he has aptly narrated the 

situation of Kaurava army, in the battle of Mahābhārata on the fall of the 

commander-in-chief Bhīṣma, is like an army which cannot reach to its 

goal of victory in the absence of commander-in-chief as well as a boat 

which does not reach to its destination without a boat-man. 

                                                                                                                                       
   Öâ ÖÚí*kÈÑèôÔÐèÈâãÈ×Òí*kÈÒôÊâ ÐÕëÈz óó SD, X.55 
   Öâ ÖÚí*kÈð ÖÚâÉôsÒ ÏÔâÊë»ï ã]Õâ¿»Ñz ó KP, X.112 
208 sÕÐâÕí*kÈsÈç ãÅmÐâÊëð sÕã®ÒâRÍÕÇôÌÑz ó KP, X.111 
209 ãÕÌí*kÈð Öâ ãÕÌânÒëÌ ÒÝânÒð ÖnÌ ÌëÈÓð ó KP, X.113 
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¿ÑèÌô ¿âpÌíãÈ ãÕÌâ ¿ÑèÍãÈï  

ÔxÒï ÓÇë ÌîãÓÕ ÌâãÕ»ï ãÕÌâ ó 

åãÈ ÍýÁâÌÌz »çr»âÌÌâÌÔð  

»ÇôsÒ Õâ¿â ™ÈÕâãÌÊï ÈÊâ óó BC, XV.2 

The other examples are VII.14, XVIII.13, XVIII.14, XVIII.15, etc. 

 

12. Atiśayokti (Hyperbole) – There is an example of ‘Atiśayokti’210 also 

in Bhīṣmacaritam. With the help of this figure of speech, the poet gives 

us an account of Hyperbole. In XII.40, the poet has narrated the 

exaggeration in the discussion made by the kings present in the assembly 

of Kāśī Nareśa on the strength of Bhīṣma. 

» #Ø ËnÕä »çÈ #Ø áâ½Èí 

Ì ÑnÒÈë;sÑâÌã¼ÔâïsÈöÇâÒ Òð ó 

ÖÑç*tÉÈí ÒâÕÊÐèÊÒï DÕãÌð  

Ö ÈâÕÊëÕâÍÁÚâÓ ÐèÍÁâð óó BC, XII.40 

 

13. Viśeṣokti (Peculiar Allegation) – The figure of speech named 

‘Viśeṣokti’211 has been successfully used by Hari Narayan. For illustration 

we may refer to VII.18 of Bhīṣmacaritam. In this the poet refers to the 

agitation arose in the mind of King Śāntanu though surrounded by the 

natural beauty of creepers. 

ÏÚçãÕËâð »çÖçÑsÈÏ»sÈÌâð 

ÚãÓÈÍÝÑÌíÚÓ×âãÃ»âð ó 

ÑÔÒÕâÈ¿Ôâ ÕÌÕärËí;ãÍ  

ÊÊãÈsÑ Ì ×ânÈÌÕë ÑçÊÑz óó BC, VII.18 

 

                                                
210 ãÌ½äÒâôDÒÕÖâÌï Èç Íý™ÈsÒ ÍÓëÇ ÒÈz ó 
   ÍýsÈçÈsÒ ÒÊnÒtÕï ÒYÉíôkÈî ¿ »lÍÌÑz óó 
   »âÒô»âÓÇÒíÒôS¿ ÍîÕãÍÒôãÕÍÒôÒð ó 
   ãÕÞëÒâãÈ×Òí*kÈð Öâ óó KP, X.100 & X.101 
211 ãÕ×Øí*kÈÓ¼NÅëØç »âÓÇëØç ÎÔâÕ¿ð óó KP, X.108 
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 14. Smaraṇa (Reminiscence) – An effective use of ‘Smaraṇa’212 is 

found at various places in this poem of Hari Narayan. Some of his best 

uses of the alaṅkāra are there in the poem. For illustration, in II.18 the 

poet has nicely depicted the reminiscence of Kārtikeya, the son of Lord 

Śiva, in the mind of Devavrata Bhīṣma when he watches the dance of 

peacocks. 

½öÚÑÒèÓ½Çí ãÌÁÌÈôÌìð ÌöÍ»çÑâÓÑÌí;ÓÑÒÊz ÒÊâ ó 

ã×ÕÖçÈsÑÓÇï ãÕÊËë ÌÕï ÑãÈÑÈâï ãÚ ÑÈî Ö ÖçÈsÈÊâ óó BC, II.18 

The other examples are VII.23, VIII.3, VIII.10, IX.12, etc. 

 

15. Samuccaya (Concatenation) – A beautiful application of 

‘Samuccaya’213 is found in IV.41 of Bhīṣmacaritam, where the poet has 

shown a world of his own poetic description. Devavrata, while going in 

search of a guru Paraśurāma, observes the beauty of nature in the form of 

a beautiful dance of a peacock, sweet cooing of cuckoos etc. which 

entertained him also.   

ÑÒèÓÌötÒï ÍÓÍçwÃ½äÈï Ðöaz½âÕÔä-½ç:ÁÌ-ÖpÈÈnÝä ó 

ãÕÌíÊÒâÑâÖçÓÑçï »çÑâÓï ÕÌë;ãÍ ÖîKÒï ÔÐÈë Öç¿ëÈâð óó BC, IV.41 

The other examples are IX.12, XV.16 and XVII.50. 

 

16. Sandeha (Doubtful) – There is an example of ‘Sandeha’214 also in 

Bhīṣmacaritam. With the help of this figure of speech, the poet has aptly 

presented doubt in X.25. 

ãÍÈçð ™Èë ÕãÁôÈ»âÑÐí½ð ÖçÈS¿ ÍçÝâÒ ãÍÈâ ãÕÍçNÒð ó 

ÕâcÒsÈÒíËônÒÈÓsÈÊâ »í ãÕ¿âÓÑèÆâ ÏÚÕí;Ý ÁâÈâð óó BC, X.25 

 

                                                
212 ÒÉâÌçÐÕÑÉôsÒ dwÃë ÈtÖd×ë sÑöãÈð sÑÓÇÑz ó Ibid, X.132 
   Ö§×âÌçÐÕâ]sÈçsÑöãÈð sÑÓÇÑçcÒÈë óó SD, X.27 
213 È*tÖ*}ÚëÈâÕë»*sÑÌz ÒÝânÒùt»Óï ÐÕëÈz ÖÑçc¿ÒíÖî ó KP, X.116 
214 ÖÖïÊëÚsÈç ÐëÊíkÈî ÈÊÌçkÈî ¿ Öï×Òð óó Ibid, X.92 
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17. Dīpaka (Illuminator) – The poet has made a wonderful use of 

‘Dīpaka’215 alaṅkāra in this epic. In II.19 of Bhīṣmacaritam, he has aptly 

narrated the childhood of Devavrata, never crying like other children nor 

showing obstinacy and many times playing with the royal swans. 

ÐÕÌÍâãÔÈÚïÖ½ÇëÌ Öð, ÏÚçãÕËï ÓÑÈë sÑ ÒÊâ »Êâ ó 

Ì rãÊÈï Ì ÚÄï ¿ ¿»âÓ Öð, ÍãÓÁÌâÌ*¼ÔânÖÑÈíØÒÈz óó BC, II.19 

The other examples are II.5, III.23, XV.32, XVIII.44, XVIII.45, 

etc. 

 

18. Vyatireka (Dissimilitude) – An effective use of ‘Vyatireka’216 is 

found at various places in this poem of Hari Narayan. Some of his best 

uses of the alaṅkāra are there in the poem. For illustration, in III.46 the 

poet has nicely depicted the sense of wisdom by telling that a person 

should never trust on backbiters. 

»ÇëôÁÍëØç ãÕSÕâÖí Ì »âÒôssÕÑãÈï ãÕÌâ ó 

ÖÍâô áâ×äãÕØâ ékÈâ #Èë ãÁHâãÕØâ ÑÈâð óó BC, III.46 

The other examples are II.15, VI.46, X.42, etc. 

 

19. Kāraṇamālā (The garland of causes) – There is an example of 

‘Kāraṇamālā’217 also in Bhīṣmacaritam. With the help of this figure of 

speech, the poet has aptly presented the garland of causes in XV.22. Here 

the poet has aptly depicted the series of actions like victory is destined to 

fate, fate to righteousness and righteousness to noble conduct. 

ÊìÕâÌç½sÈâÈ ! ÑÈí ÓÇë ÁÒð, ÊìÕï ¿ ËÑâôÌç½ÑëÕ ÑnÒÈë ó 

ËÑôð ÖÊâ¿âÓÕ×S¿ »TÒÈë Ö ÖëãÕÈí;Ôï ÌöÍ ! ÍâNÅçÁnÑãÐð óó BC, XV.22 

 

                                                
215 Ö™ÊzÕöãùsÈç ËÑôsÒ Íý™ÈâÍý™ÈâtÑÌâÑz ó 
   ÖìÕ ã®ÒâÖç ÏÚzÕäØç »âÓ»sÒëãÈ ÊäÍ»Ñz óó Ibid, X.103 
216 éÍÑâÌâYÊnÒsÒ vÒãÈÓë»ð Ö #Õ Öð óó Ibid, X.105 
217 ÒÉíùÓï ¿ëÈz ÍèÕôsÒ ÍèÕôsÒâÉôsÒ ÚëÈçÈâ ÈÊâ »âÓÇÑâÔâ sÒâÈz óó Ibid, X.120 
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20. Samādhi (Convenience) – There is an example of ‘Samādhi’218 also 

in Bhīṣmacaritam. With the help of this figure of speech, the poet has 

aptly presented Convenience in IX.39. Here the poet has aptly depicted 

Devavrata approaching Daśarāja for asking the hand of his daughter for 

the convenience of his father as his father falls in love with Satyavatī.   

ãÕËëãÕôËâÌï ÍãÓÍâÔÒ*nÌÕ ãÕÕâÊÑëÈï ¿ ÖÑâÍÒ*nÌÕ ó 

ãÍÈçð Öç¼âÒâtÑÖç¼ï tÒÁnÌÖî ÌöÍâtÑÁsÈÝ ÖÑâ½ÈsÈÊâ óó BC, IX.39 

 

21. Saṁṣṛṭi (Collocation of Figures) – An effective use of ‘Saṁṣṛṭi’219 is 

found at various places in this poem of Hari Narayan. Some of his best 

uses of the alaṅkāra are there in the poem. For illustration, in IV.31 the 

poet has nicely depicted the river flowing with clean water as if 

welcoming Devavrata. 

ÖýíÈíÕÚì»â ÈÊçÍtÒ»âÒâÑz áâÖäÊz ÕÚnÈä ÖçÁÔâ ÖçÓmÒâ ó 

ãÕÚaz½ÑâÌâï »Ô»èÁÌìð Öâ ÍýtÒçÊzÕýÁnÈäÕ ÏÐî »çÑâÓÑz óó BC, IV.31 

The other examples are XIV.56 and XV.35. 

 

22. Vikalpa (Alternative) – The poet has made the use of ‘Vikalpa’220 

alaṅkāra in his poem. In X.6 the poet has deliberately described the 

agony of King Śāntanu as a result of sacrificing the life of Bhīṣma for the 

happiness of his father. Śāntanu finds it difficult to accept.  

Ì ¿ët»ãÓwÒâãÑ Õ¿stÕÊäÒï Õï×sÈÊâ ÌïxÒãÈ ÑâÑ»äÌðó 

#»Ý Õ*{S¿ ÍÓÝ ÕâãËôð, ãÕÑèÆÐâÕï ½ãÑÈstÕÒâÚÑz óó BC, X.6 

 

23. Saṅkara (Commixture) – In Bhīṣmacaritam, ‘Saṅkara’221 alaṅkāra is 

found in VII.28 wherein the poet has used two words viz., éãÊÈÕäã¿»Óâ 

and ÈÃãÕÚazÑÌâÊÕ¿âð which are like ornaments of river Yamunā here.  

                                                
218 ÖÑâãËð Öç»Óï  »âÒõ »âÓÇânÈÓÒí½Èð óó Ibid, X.125 
219 ÖëwÃâ ÖïÖö*wÃÓëÈëØâï ÐëÊëÌ ÒãÊÚ *sÉãÈð óó Ibid, X.139 
220 ãÕ»lÍsÈçlÒÏÔÒíãÕôÓíËS¿âÈçÓäÒçÈð óó Ibid, X.84 
221 áãÕÙâ*nÈÁçØâÑâtÑnÒaz½â*az½tÕï Èç Öaz»Óð óó Ibid, X.140 
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éãÊÈÕäã¿»Óâ ÒÑçÌâÌÊä ÈÃãÕÚaz½ÑÌâÊÕ¿âð ×çÐâ ó 

  ÖÊ»ÓíãÊÕ ×ânÈÌçÑâ½Èï ÐÕãÈ »çÝ ÖÈâï Ì ÖÑâÊÓð ¬ óó BC, VII.28 

 

24. Anyonya (Reciprocal) – I found many examples of ‘Anyonya’222 

alaṅkāra during my study of Bhīṣmacaritam. Some of his best uses of 

this alaṅkāra are there in the poem. For illustration, in III.31 the poet has 

made a commendable use of Anyonya alaṅkāra by incorporating that one 

should follow truth because truth resides in God and God resides in truth. 

ÖtÒsÒâ¿ÓÇï ÍèÈï ÞëÒÑäSÕÓÐ*kÈÕÈz ó 

ãÌÕÖÈäSÕÓë ÖtÒï ÖtÒë ãÌÕÖÈäSÕÓð óó BC, III.31 

The other examples are I.25, V.26, VI.19, X.45, XV.9, XVII.12, etc. 

 

25. Ekāvalī (Necklace) – Some examples of ‘Ekāvalī’223 alaṅkāra are 

found in the poem. In IV.38, the poet has affirmed the existence of 

branches on the trees, the flowers on the branches, the fruits in the 

flowers and the taste in the fruits in a succeeding manner. 

×â¼âãÕÚäÌí ÌãÚ »í;ãÍ ÕöÜí Ì »âãÍ ×â¼â »çÖçÑìãÕôÚäÌâ ó 

ÖçÑï Ì ã»*:¿tÎÔÚäÌÑâÖäÈz ÎÔï Ì ã»*:¿Êz ÓÖÚäÌÑâÖäÈz óó BC, IV.38 

The other examples are VI.47 and VI.48.  

 

26. Ullekha (Representation) - An effective use of ‘Ullekha’ alaṅkāra is 

found at one place in this poem of Hari Narayan. Here in IX.40, the poet 

has accurately made the use of ‘Ullekha’ alaṅkāra in presenting 

Devavrata by two persons in totally different manner. When Devavrata 

approaches  Śāntanu, he looks him like an enemy while Satyavatī looks 

upon him like a son. 

ÊÊ×ô Èï ÖtÒÕÈä ÖçÈíÍÑï ãÕÍÜÈçlÒï ¿ ÊÊ×ô ÑäÌÚâ ó 

ÁÌsÕÐâÕí ãÚ ÍÊâÉôãÌÇôÒë ÑÚ^ÕÍèÇâõ ãÕÊËâãÈ ÐèãÑ»âÑz óó BC, IX.40 

                                                
222 ã®ÒÒâ Èç ÍÓsÍÓÑz ÕsÈçÌíÁôÌÌënÒínÒÑz óó Ibid, X.120 
223 sÉâpÒÈëÍí[Èë ÕâãÍ ÒÉâÍèÕõ ÍÓï ÍÓÑz ó 
    ãÕ×ëØÇÈÒâ ÒÝ ÕsÈç Öì»âÕÔä ã]Ëâ óó Ibid, X.131 
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27. Bhāvika (Vision) – In the poem, the poet has deliberately used 

‘Bhāvika’224 alaṅkāra. For illustration, in IX.43 the poet has described 

how Satyavatī looks on the arrival of Bhīṣma at her place as the present 

has showered grace on her by his footsteps and wishes that the future will 

also grace accordingly. 

åÊï ¿ ËnÒï ½öÚÑY ÑâÑ»ï ÍÈ*nÈ Ò*sÑÌz ÐÕÊãaz¾ýÓëÇÕð ó 

ÐãÕwÒ»âÔí;ãÍ ¿ ÕÈôÑâÌÕÈz ÍýÈäÒÈë ½îÓÕÕËôÌí ÑÑ óó BC, IX.43 

The other example is XIV.35. 

 

28. Tadguṇa (Borrower) – There is an example of ‘Tadguṇa’225 also in 

Bhīṣmacaritam. With the help of this figure of speech, the poet has aptly 

presented the sense of borrowing in V.28. Here the poet has aptly 

depicted how Devavrata acquired the skill and strength of a true warrior 

from his teacher Paraśurāma like that a lamp acquires from another lamp. 

ÈÊëÕ ÈëÁí ãÓÍçËìyÒôÌâ×»ï ÈÊëÕ ¿íÁíô;ãÓãÕÌâ×ÌtÕÓÑz ó 

Á½âÑ ã×wÒí;ãÍ ½çÓíð ÖÑâÌÈâï ÒÉâ ÍýÊäÍâjjÕãÔÈí;nÒÊäÍ»ð óó BC, V.28 

 

29. Arthāpatti (Presumption or Necessary Conclusion) – The poet has 

also used ‘Arthāpatti’226 alaṅkāra at three places in his poem. For 

instance, in XIV.38 the poet has described how Bhīṣma became relaxed 

and happy after showing Arjuna the trick of killing him only in the battle. 

The reason lying in Bhīṣma’s happiness is that then he found a way to be 

free from unrighteousness (Adharma). 

åtÉï ãÕãÌ*S¿tÒ ãÌÁë Ö ã¿ùë ãÍÈâÑÚð sÑëÓÑç¼í ÏÐèÕ ó 

áËÑôÐâÓë ÑÌÖí;ÍÒâÈë ÍýÑíÊÈë »sÒ ÖÈí;Ý ÌâtÑâ ¬ óó BC, XIV.38 

The other examples are XV.40 and XVIII.1. 

                                                
224 ÍýtÒÜâ åÕ ÒÊzÐâÕâð ã»ýÒnÈë ÐèÈÐâãÕÌð ÈÊzÐâãÕ»Ñz óó Ibid, X.114 
225 SÕÑötÖöjÒ ½çÇï Òí½âÊtÒçjjÕÔ½çÇsÒ ÒÈz ó 
    ÕsÈç ÈÊz½çÇÈâÑëãÈ ÐnÒÈë Ö Èç ÈÊz½çÇð óó Ibid, X.137  
226 ÊNÅâÍèãÍ»ÒânÒâÉâô½Ñí;ÉâôÍãùãÓwÒÈë óó SD, X.83 
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30. Aprastutapraśṁsā (Indirect Description) – The poet has nicely used 

‘Aprastutapraśṁsā’227 alaṅkāra in his poem. For instance, in II.38 the 

poet has very tactfully praised the Guru who does not become partial 

towards his students. Rather he loves his students more than his own son. 

Öç_ÊÒâ ½çÓÕsÖçÈã×wÒÒíð »ÑãÍ ÐëÊÔÕï ÌãÚ »çÕôÈë ó 

áãÍÈç ã×wÒÓÖí ÏÔÕùÓí ÐÕãÈ ÍçÝÓÖâÊãÍ ÑâÌÖë óó BC, II.38 

The other examples are IX.6, XIV.22, XV.29, etc. 

 

31. Parikara (Insinuation) – The poet has made a wonderful use of 

‘Parikara’228 alaṅkāra in his poem. An illustration is found in XII.56, 

wherein the poet has accurately described significant traits of Vicitravīrya 

as having stout form, devoted to wife, expert in sexual pleasure, 

attracting the minds of people etc. which are rare qualities to be found. 

ãÕã¿ÝÕäÒõ »ÑÌäÒãÕ½ýÚï »ÔÝÐkÈï ÓãÈÍ*NÅÈï ¿ ÈÑz ó 

áÕâpÒ Èë ¿âãÍ ÍãÈï ÑÌíÓÑï [ÑíãÊØâÈâÑãÈÑâÝÑâtÑãÌ óó BC, XII.56 

 

32. Virodha (Contradiction) – In the poem, the poet has deliberately used 

‘Virodha’229 alaṅkāra. For instance, in VIII.4 the poet has aptly depicted 

the sorrow of king due to separation from Satyavatī, his beloved lady. 

During that time the king feels cool breeze of Monsoon even hot. 

Òë ÖnÈâÍï ÈÍÌÁãÌÈï ÑâÌÕâÌâï ÚÓ*nÈ  

*¼nÌí ÓâÁâ ÌÐãÖ ÕÚÈsÈâÌãÍ ÙâÕÇítÉâÌz ó 

ÕâÈânÑëÌë ÊÚÌÖ§×âïsÈnÑÌíÊâÚ»tÕâÈz ÐýâÈð !  

ÖÕõ ÈçÊãÈ Öç¼Êï ÕlÔÐâÒâ ãÕÒí½ë óó BC, VIII.4 

The other example is I.9. 

 

                                                
227 áÍýsÈççÈÍý×ïÖâ Òâ Öâ ÖìÕ ÍýsÈçÈâÙÒâ ó KP, X.98 
228 ékÈìãÕô×ëØÇìð ÖâãÐÍýâÒìð ÍãÓ»Óí ÑÈð óó SD, X.57 
229 ãÕÓíËð ÖíãÕÓíËëãÍ ãÕr}tÕëÌ Ò]¿ð ó KP, X.110 
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33. Dṛṣṭānta (Exemplification) – Few examples of ‘Dṛṣṭānta’230 

alaṅkāra are found in the poem. With the help of this figure of speech, 

the poet has aptly presented Exemplification in VI.21. Here the poet has 

aptly exemplified Hastināpurī for a beautiful woman. Due  to celebration 

Hastināpurī is looking more beautiful than Amarāvatī, the city of Gods 

and thus Amarāvatī starts feeling sorrow and jealous like a lady jealous 

of a beautiful lady.  

ÜÇë ÜÇë ÖçnÊÓÈâÑçÍëÒçØäï ÀãÕï ÈÊäÒâÑÕÔíkÒ ÐèÒÖäÑz ó 

ÈÈâÍ ¿ëÈsÒÑÓâÕÈä Ðö×ï Ì ÑíÊÈë sÝäÈÓ»âãÑÌäãÙÒâ óó BC, VI.21 

The other examples are XI.6 and XV.7. 

 

34. Nidarśanā (Illustration) – Some examples of ‘Nidarśanā’231 alaṅkāra 

are also found in this poem. With the help of this figure of speech, the 

poet has aptly presented in IX.20 the exact use of illustration. Here by 

way of illustrating the reality of the world that there is no union between 

earth and sky, Dāśarāja has aptly consolidated his daughter Satyavatī. 

ÍãÓtÒÁ tÕï ÌöÍã¿nÈÌï ÖçÈë ! kÕ ÓâÁÓâÁð kÕ ¿ ÑtsÒÁäãÕÌä ó 

»ÊâãÍ Ôí»ë ÌãÚ ÍçãÝ ! ÁâÒÈë ÕÖçnËÓâÒâ ½½ÌëÌ Öï½Ñð óó BC, IX.20 

The other examples are I.8, I.51, II.9, XV.2, etc. 

 

35. Udātta (Exalted) – The poet has skilfully used ‘Udātta’232 alaṅkāra in 

the poem. For instance, in I.14 the poet has exalted the status of our 

country by describing it growing plenty of grains and fruits; and where 

the light of knowledge is always shining. It is really a wonderful 

description of India. 

                                                
230 §wÃânÈsÈç ÖËÑôsÒ ÕsÈçÌð ÍýãÈãÏmÏÌÑz óó SD, X.50 
    §wÃânÈð ÍçÌÓëÈëØâï ÖÕëôØâï ÍýãÈãÏmÏÌÑz ó KP, X.102 
231 ÖmÐÕnÕsÈçÖmÏnËí;ÖmÐÕnÕâãÍ »çÝã¿Èz ó 
    ÒÝ ãÏmÏâÌçãÏmÏtÕï ÏíËÒëÈz Öâ ãÌÊ×ôÌâ óó SD, X.51 
    ãÌÊ×ôÌâ áÐÕÌzÕsÈçÖïÏnË éÍÑâÍãÓ»lÍ»ð ó KP, X.97 
232 Ôí»âãÈ×ÒÖmÍãùÕÇôÌíÊâùÑçcÒÈë ó 
    Ò]âãÍ ÍýsÈçÈsÒâaz½ï ÑÚÈâï ¿ãÓÈï ÐÕëÈz óó SD, X.94-95 
    éÊâùï ÕsÈçÌð ÖïÍÈz ÑÚÈâï ¿íÍÔÜÇÑz ó KP, X.115 
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ÕÖçnËÓâ ÒsÒ ¿ ×sÒ×íãÐÈâ ËÌëÌ ËânÒëÌ ÑçÊâ ¿ Òí ÐöÈð ó 

jÕÔïS¿ ÒÝâ*sÈ ãÕÕë»ÊäÍ»í ÁÒëtÖ Êë×í ÐÓÈsÒ ÐèÐöÈð óó BC, I.14 

The other examples are I.12, I.13, I.15, I.16, I.17, etc. 

 

36. Preya – The poet has also made the use of this ‘Preya’ alaṅkāra in 

the poem. This one is full of sentiments. For instance, in VII.41 Satyavatī 

says that her eyes have become meaningful as she sees him. She further 

says that she does not doubt in the fact that the merits of her previous 

birth have indeed resulted. Here the deep sense of affection and devotion 

is reflected here.  

áãÈÈÓâï ÖÎÔë ÑÑ ¿ÜçØä Íý»çrÈí ÒãÊÑë ÈÕ Ê×ôÌÑz ó  

ã»ÑãÍ Ñë Öç™Èï ãÚ ÍçÓâ™Èï ÎãÔÈÑY ÌÓën¨ ! Ì Öï×Òð óó BC, VII.41 

 

37. Ūrjasvi – In the poem, the poet has deliberately used ‘Ūrjasvi’ 

alaṅkāra. For instance, in IX.81 Satyavatī scolds her father by telling him 

that it is a matter of great shame that she has been his daughter. 

Therefore, she prays Lord Brahma, the Creator of Universe, that He 

never makes her his daughter in any of the birth. 

ÖçÈâ ¿ ÐètÕâ ÈÕ Ô*jÁÈâsmÒÚï ÈÈí;ÉôÒë Öö*wÃ»Óï ãÍÈâÑÚÑz ó 

»ÊâpÒÖî ÒjÁÌÌânÈÓëwÕãÍ tÕÊäÒÍçÝäï ãÕÊËâÈç ÌìÕ ÑâÑz óó BC, IX.81 

 

38. Lokokti – The poet has made the use of this ‘Lokokti’ alaṅkāra too in 

the poem. For instance, in IX.73 how the father of Satyavatī becomes 

happy on hearing the strict vows of Bhīṣma. It is a matter of great regret 

that wicked persons remove their coldness by setting fire in others 

houses. 

ÍÓï ÈÊâÌäï Èç ÂØíÊÓäãÍÈâ [ÑnÊÑâÌnÊÈãÈï ÖÑnÕÐèÈz ó  

ãÕËâÒ ÊâÚï ÍÓ»äÒÖMÌð ¼Ôâð sÕ×ìtÒï ãÕãÌÕâÓÒntÒÚí ! óó BC, IX.73 

The other examples are I.26, X.7, X.11, XI.8, XV.3, etc. 
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39. Āśīḥ - In the poem, the poet has deliberately used ‘Āśīḥ’ alaṅkāra. 

For instance, in I.11 the poet bows down again and again to the great poet 

and sage Vyāsa, the composer of the Purāṇas, and thus starts writing on 

the life-sketch of Bhīṣmapitāmaha and hope that he will guide him in this 

direction. 

áÉâËçÌâ vÒâÖÑçãÌï ÑÚâ»ãÕï ÍçÓâÇ»ùâôÓÑÚï ÑçÚçÑçôÚçð ó 

ÍýÇmÒ ÐäwÑsÒ ãÔ¼âãÑ ÁäÕÌï »ÓíãÑ ¿â×âï Ö ãÊ×ï ÍýÊ×ôÒëÈz óó BC, I.11 

 

40. Sambhāvanā – The poet has made the use of this ‘Sambhāvanā’ 

alaṅkāra in the poem. For instance, in IV.17 Sage Devala shows to King 

Śāntanu the possibility of Sage Paraśurāma’s training in the science of 

archery to Devavrata Bhīṣma. And further says that if he with his grace 

teaches all the specialities of this art of archery to Devavrata, then he will 

indeed become the best archer by being a great danger for his enemies. 

Ö ÏíËÒëc¿ët™ÍÒâ »çÑâÓï ÊëÕÕýÈï Èë ËÌçØí ãÕ×ëØâÌz ó 

áÖï×Òï ÙëwÄËÌçËôÓí;Òï ÐètÕâ ÐÕëÊzÐäãÈ»Óí ãÓÍèÇâÑz óó BC, IV.17 

The other examples are VIII.34 and IX.35. 

 

41. Viśādana – In the poem, the poet has deliberately used ‘Viśādana’ 

alaṅkāra. It shows the sense of agitation. For instance, in VII.61 King 

Śāntanu goes to the forest with a wish to have peace of mind; but being 

more agitated, he returs to the royal palace. It so happened like a gambler 

goes out with a wish to win the game but returns home by loosing in the 

game. Man cannot understand His will, as the will of almighty God is 

really amazing. 

á½ÑÊÕãÌÍâÔð »âÌÌï ×â*nÈ»âÑð  

ÍÓÑãÈ×ÒÊèÌí ÓâÁÖMâÁ½âÑ ó 

ãÕãÁÈ åÕ ÁÒâÉäô YèÈ»âÓä ½öÚï sÕï  
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ãÕãË½ãÈÓãÈã¿Ýâ ÑâÌÕsÈâï Ì Õëãù óó BC, VII.61 

 

Numerous examples of the figures of speech may be cited from 

Bhīṣmacaritam to show Hari Narayan’s full command over this art, but it 

will take too long to discuss these in detail. It is now patent that our poet 

commands unique mastery over figures of speech and uses them 

appropriately.  

 

(IV) Kāvyadoṣas (Poetic Defects) 
The alaṅkāras discussed in the preceding pages are desirable 

attributes of a kāvya, whereas the doṣas are undesirable elements. In 

other words, they are the opposites of the guṇālaṅkāras. Consequently, if 

to accomplish alaṅkāras was an important activity, to avoid doṣas is an 

equally important duty of the poet. That is to say, the avoidance of doṣas 

is also, in a way, a means of achieving poetic beauty. Bhāmaha has stated 

that not a single faulty word be used in poetry and the composer of bad 

poetry is condemned like the father of a bad son.233 Further he says that 

inability to compose poetry does not lead to unrighteousness, disease or 

punishment but the learned maintains that the composition of bad poetry 

is direct death of the poet.234 In Kāvyādarśa, Daṇḍin says that in a poem, 

no sort of blemish however trivial, should be allowed, even a lovely body 

may become loathsome because of a single defect of a spot of white 

leprosy (or leprous discoloration).235 Abhinavagupta emphasis this fact 

by remarking that a kāvya, even if it is devoid of poetic excellences and 

figures, is acceptable if it is just free from defects.236 Bharata enumerates 

                                                
233 ÖÕôÉâ ÍÊÑpÒë»ï Ì ãÌ½âYÑÕYÕÈz ó 
    ãÕÔxÑÇâ ãÚ »âvÒëÌ ÊçðÖçÈëÌëÕ ãÌnYÈë óó KL, I.11 
234 Ìâ»ãÕtÕÑËÑâôÒ vÒâËÒë ÊNÅÌâÒ Õâ ó 
    »ç»ãÕtÕï ÍçÌð ÖâÜânÑöãÈÑâÚçÑôÌä ãØÇð óó KL, I.12 
235 ÈÊlÍÑãÍ ÌíÍëxÒï »âvÒë ÊçwÃï »É:¿Ì ó 
    sÒâ]Íçð ÖçnÊÓÑãÍ *SÕÝëÇì»ëÌ ÊçÐô½Ñz óó KD, I.7 
236 Cp. Abhinavabhāratī on Bharata’s NS, XVI. 95 
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ten types of faults in poetic composition.237 The first element of the 

definition of poetry in Bhoja and Mammaṭa is the condition of its being 

free from flaws238 on the avoidance of which the former evidently puts 

special emphasis by discussing the doṣas first of all in his work. In the 

Agnipurāṇa the poetic defect is defined as one which causes concern to 

the critic.239 According to Vāmana, the avoidance of defect in poetry is as 

essential as the employment of the guṇas.240 Further he defines it in 

II.1.3241 and says that they are five-fold.242  

 

According to Bhāmaha, anything that is employed improperly or 

indirectly and, for that reason, perturbs the mind of a man of taste 

(sahṛdaya) constitutes a defect.243 And this attitude of his as also his 

analysis of the doṣas which according to him are of transient nature with 

prospects of becoming excellences in different contexts show that he 

admits some kind of subjective element in the concept. He does not 

regard doṣas as absolute entities; he analyses them from the functional 

point of view and according to this analysis, his conception of defect 

closely approximates to the later concept of anaucitya (impropriety) 

which also is determined by the poetic context. But since he takes, like 

other earlier writers, an objective view of poetry and its aesthetic value, 

his doṣas chiefly refer to the body of poetry and do not contain that 

subjective element which was attributed to the concept by the theorists 

who came after the establishment of the dhvani theory. The beauty of 

poetry in these later writers assumed a subjective form and the position of 

doṣas also changed accordingly. They were related primarily to the soul 

and through its relation were, just secondarily, connected with the body 

                                                
237 NS, XVI, 88 
238 SKB, I.2; KP, I.4 
239 é]ë½ÁÌ»í ÊíØð ÖBÒâÌâÑz ó Agnipurāṇa, I. 346  
240 KLSV, I.1.3 
241 Öî»ÒâôÒ ÍýÍ:¿ð ó KLSV, II.1.3 
242 ÊçwÃï ÍÊÑÖâËç »wÃï ½ýâmÒÑÍýÈäÈÑÌÉô»ï ¿ ó KLSV, II.1.4 
243 KL, I.6, 7, II.51 
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of poetry, the word and sense. Thus when doṣas came to be killed with 

rasa, the soul, it began to be defined as that which hindered the 

enjoyment thereof.244  

 

In Sāhityadarpaṇa, Viśvanātha says doṣas are five-fold.245   

(A) Defects of Word (Pada-doṣa) 

(B) Deffects occurring in parts of words (Padāṁśa-doṣa) 

(C) Deffects of Sentence (Vākya- doṣa) 

(D) Defects of Sense (Artha-doṣa) 

(E) Defects of Rasa (Rasa-doṣa) 

Now let me show you the treatment of Kāvyadoṣas (Poetic 

Defects) as applied to Bhīṣmacaritam of Hari Narayan. 

 

(A) Defects of Word (Pada-doṣa) - Mammaṭa says that Defects of Word 

are of sixteen types as following:  

ÊçwÃï ÍÊï ÙçãÈ»Ãç cÒçÈÖïs™tÒÍýÒçkÈÑÖÑÉôÑz ó 

ãÌÚÈâÉôÑÌçã¿ÈâÉõ ãÌÓÉô»ÑÕâ¿»ï ãÝËâSÔäÔÑz óó 

Ö*nÊgËÑÍýÈäÈï ½ýâmÒï ÌëÒâÉôÑÉ ÐÕëÈz *kÔwÃÑz ó 

áãÕÑöwÃãÕËëÒâï×ï ãÕr}ÑãÈ™tÖÑâÖ½ÈÑëÕ óó Kāvyaprakāśa, VII.50-51 

The defective Word is such as – 1. unpleasant to the ear, 2. lacking 

correctness, 3. unconventional, 4. incapable of giving sense, 5. having its 

meaning suppressed, 6. having an improper signification, 7. useless, 8. 

not expressive, 9. indecorous in three ways, 10. ambiguous, 11. 

unintelligible, 12. vulgar, 13. and one whose meaning has to be guessed; 

                                                
244 ÑçKÒâÉôÚãÈÊíôØí ÓÖS¿ ÑçKÒsÈÊâÙÒâ]âcÒð ó 
    éÐÒíÍÒíã½Ìð sÒçð ×bÊâYâsÈëÌ ÈëwÕãÖ Öð óó KP, VII.49 

In Mammaṭa’s words, the defect is the repressor of the principal meaning; the 
‘principal meaning’ being the Passion, as also the Expressed Meaning, which is 
essential for the manifestation of the Passion;- both of these requiring the aid of Word 
and the rest, Defects pertain to these latter also. (p. 165) 
     ÓÖâÍ»Øô»â ÊíØâð ó SD, VII.1  
245 Èë ÍçÌð Í:¿Ëâ ÑÈâð ó SD, VII.1 
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- 14. and it obscure, or 15. having the predicate factor not discriminated, 

or 16. of repugnant implication, - only when occurring in a compound.246   

 

In course of my study, I found two defects of Word (Pada-doṣa) in 

the poem and they are 1. The unpleasantness to the ear (ÙçãÈ»ÃçtÕ) and 2. 

uselessness (ãÌÓÉô»tÕ). 

1. The unpleasantness to the ear (ÙçãÈ»ÃçtÕ) – The words consisting of 

harsh letters are found in some verses of the poem. An example is as 

follows: 

  ÌëÝë ÖÓíÁìð ÓÖÌâ ÎÔìS¿ ½äÈìð ãÍ»âÌâï ÙÕÇë*n¨Òï ¿ ó 

  tÕgÕâÒçÌâ ¾ýâÇÑÌë»½nËìð ÈçÈíØ Ïç}ä*n¨ÒÍ:¿»ï ¿ óó BC, IV.42  

Here the letter ‘Ù’ in ÙÕÇë*n¨Òï and the letters ‘¾ýâ’ & ‘Ëì’ in ¾ýâÇÑÌë»½nËìð 

are harsh and hence the verse becomes unpleasant to the ear while sung. 

The other examples are IV.37, V.48, VII.57, VIII.22, IX.6, IX.17, IX.31, 

XI.34, XIV.41, etc. 

 

2. Uselessness (ãÌÓÉô»tÕ) - ãÌÓÉô»ï ÍâÊÍèÓÇÑâÝÍýÒíÁÌï ¿âãÈÍÊÑz ó247 In my 

study some verses are found with ‘hi’ having no sense and use. An 

example is as follows:  

ãÕãËÕ×âjÁÌÌäÖç¼Õ*:¿Èð ÌöÍãÈÌâ ãÕãËÌâ ÍãÓÍâãÔÈð ó 

¨çÈÑÕËôÈ ÓâÁÖçÈí;pÒÖî ËÕÔÍÜÐÕí ãÚ ÒÉâ ××ä óó BC, II.14 

The other example is: 

Ì ÏãÔÌSÀãÔÌí Ì Ì Òíã½Ìí Ì ãÕÏçËâ Ì ÏçËâ Ì ÈÍ*sÕÌð ó 

ÍãÓÐÕëÒçãÓÑï ¿ ÒÉâtÑÁï ½çr½ÇìãÚô ÈÉâ ÍãÓÍâÄzÒÈâÑz óó BC, II.31 

And still others are III.20, V.24, IX.29, XI.5 and XII.33. 

 

(B) Defects occurring in parts of Words (Padāṁśa-doṣa) - Mammaṭa 

says that Defects occurring in parts of Words are as follow: 

                                                
246 KP, pp. 165-166 
247 Ibid, p. 170 
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  áÍâsÒ cÒçÈÖïs»âÓÑÖÑÉõ ãÌÓÉô»Ñz ó  

  ÕâkÒëãÍ ÊíØâð ÖntÒëÈë ÍÊsÒâï×ëãÍ »ë¿Ì óó Kāvyaprakāśa, VII.52 

It means that excepting (a) lack of correctness, (b) incapability of giving 

sense and (c) uselessness- these (aforesaid) defects occur in a sentence 

also; and some of them in parts of words as well.248 

 

In course of my study of defects occurring in parts of words, three 

defects came to my mind and they are: (i) Discord of letters (ÍýãÈ»èÔÕÇôÑz) 

(ii) The Blunted Visarga and the Rejected Visarga (éÍÚÈãÕÖ½õÔçpÈãÕÖ½õ ¿) 

(iii) Unrhythmical (ÚÈÕöùÑz) 

 

(i) Discord of letters (ÍýãÈ»èÔÕÇôÑz) -  Certain letters are in consonance with 

the delineation of certain particular Passions; and letters that are not in 

such consonance are called ‘discordant’.249 

ÓÖâÌç½çÇtÕï ÕÇâôÌâï ÕxÒÈë ó Èã]ÍÓäÈï ÍýãÈ»èÔÕÇôÑz ó 

An example is as follows: 

ÑãÇÍýÕâÔëÌ »ÍíÔÑDÒï ½èÆëÌ ¿îwÄï ÓÊÌÜÈëÌ ó 

½ýäÕâï ÑÌíÞâÑÉ ãÏnÊçÌâmÌâ ¼NÅâÐý»ëÇ sÈÌ»çmÐÊë×Ñz óó BC, X.37 

 

(iii) Unrhythmical (ÚÈÕöùÑz) - In VI.22, we find the third quarter having 

the portion ‘ÖçãÌ*S¿Èí;»âãÓ ÈÈð ÍýÏnË»ìð’ (though formally correct) is not 

pleasant to ear. 

ÍçÓíÍ»NÄë;ãÍ ÍÃäÒÑNÅÍí ãÕãÌãÑôÈí;ÐèÊz ÓÑÇäÒÊ×ôÌð ó 

ÖçãÌ*S¿Èí;»âãÓ ÈÈð ÍýÏnË»ìð ã®Òâ»ÔâÍí;pÒãÐÌnÊÌsÒ ¿ óó BC, VI.22 

 

(D) Defects of Sense (Artha-doṣa) 

áÉíôÍçwÃð »wÃí vÒâÚÈÍçÌrkÈÊçw®Ñ½ýâmÒâð ó 

ÖïãÊgËí ãÌÚëôÈçð ÍýãÖ*}ãÕYâãÕr}S¿ ó 

                                                
248 KP, p. 184 
249 Ibid, pp. 207-208 
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áÌÕä™Èð ÖãÌÒÑâãÌÒÑãÕ×ëØâ ãÕ×ëØÍãÓÕöùâð óó 

Öâ»âazÜíÍÊÒçkÈð ÖÚ¿ÓãÐnÌð Íý»âã×ÈãÕr}ð ó 

ãÕDÒÌçÕâÊâÒçkÈstÒkÈÍçÌðsÕä™ÈíSÔäÔð óó Kāvyaprakāśa, VII.55-57 

The meaning is – (1) irrelevant, (2) obscure, (3) inconsistent, (4) 

tautophonous, (5) irregular, (6) vulgar, (7) dubious, (8) inconsequential, 

(9) opposed to prevailing notions, (10) opposed to scientific notions, (11) 

monotonous, (12) too unspecific, (13) too specific, (14) too restricted, 

(15) too unrestricted, (16) incomplete, (17) misplaced, (18) mismatched, 

(19) of repugnant implication, (20) with improper predicate, (21) with 

improper adjunct, (22) resuming the concluded, and (23) indecorous.250 

 

In my study, I found two Defects of Sense and they are: (i) Vulgar 

(½ýâmÒð) and (ii) Indecorous (áSÔäÔð)    

 

(i) Vulgar (½ýâmÒð)- An example is as follows: 

ÙíÇäÍýÊë×ë ½çrÈâÁ½âÑ »ãÃÍýÊë×ë ÍöÉçÈâ ÏÐèÕ ó  

ÈÉâ ÈÊäÒíÊÓÊë×ÊöSÒâ ×ÌìÓÔçmÍ*tÝÕÔä ÑÌíÞâ óó BC, XI.7 

Here the descriptipn is entirely vulgar (in the expression of his desire). 

(ii) Indecorous (áSÔäÔð)- An example is as follows: 

ÊçÒíôËÌí;ãÐÑâÌä Íâ:¿âÔäï Ê×ôÒâÑâÖ Áaz¾âÑz ó 

ÁmÏè»í Õâ:À*nÌÕ »ë×ãÓÇäï ãÕÕ×âÑÊèÓ§»z óó BC, XIII.56  

The word used here in the sense of thigh has an implication which 

points to the male private organ which is really shameful. Another 

example is as follows: 

rrÕçsÈÊâ ÕâÒÖâð Ðö×Ñã×Õâð ã×ÕâS¿âãÍ ÕÕâã×Óë ó 

ËâÈôÓâwÃ÷ÖÊÌëØç ÙçtÕâ ÈÝâÖ ËöÈÓâwÃ÷ð óó BC, XIII.59 

Here in the above example, the cry of crow have an implication of 

something inauspiciousness predicting the death of someone. 

 
                                                

250 KP, p. 242 
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(E) Defects of Rasa (Rasa-doṣa) – vÒãÐ¿âãÓÇð ÓÖsÒ sÉâãÒÐâÕsÒ Õâ 

sÕ×bÊíÍâÊâÌÑzz ó Mention by Name of either the Rasa or the Accessory or 

Permanent Emotion 

vÒãÐ¿âãÓÓÖsÉâãÒÐâÕâÌâï ×bÊÕâcÒÈâ ó 

»wÃ»lÍÌÒâ vÒ*kÈÓÌçÐâÕãÕÐâÕÒíð óó 

ÍýãÈ»èÔãÕÐâÕâãÊ½ýÚí Êä*pÈð ÍçÌð ÍçÌð ó 

á»âNÅë ÍýÉÌcÀëÊâÕazsÒâpÒãÈãÕsÈöãÈð óó 

á*az½ÌíÌÌçÖïËâÌï Íý™ÈäÌâï ãÕÍÒôÒð ó 

áÌaz½sÒâãÐËâÌï ¿ ÓÖë ÊíØâð sÒçÓäÊö×âð óó Kāvyaprakāśa, VII.60-62 

(1)(2)(3) – The mention by name of variant sentiments, the Passion 

and of the latent sentiments, (4), (5) Far-fetched Indication of the Ensuant 

and the Excitant, - (6) Admission of Adverse concomitants, - (7) 

Repeated Heightening, - (8) Untimely Introduction, - (9) Untimely 

interruption, - (10) Excessive dilatation of the Subordinate Factor, - (12) 

Perversion of characters, and (13) Mention of what is not Germane; such 

are the defects in the delineation of Passion, Rasa.251 

An example is: 

ÑÖöÇ¿:¿ÔÍÝãÕÓâãÁÈï ÈrÑ×í»ÑçÊäxÒ ÖçÍç*wÍÈÑz ó 

ãÌÁÊ×âï ¿ Ö ×í»ÒçÈâï ÈÊâ Ðö×Ñ*¼YÈ ÐâÓÈÐèÍãÈð óó BC, VII.22 

In above example there is the mention of grief (Śoka) which is the 

‘Sthāyī-bhāva’ of ‘Karuṇarasa’, by the word ‘Śoka’ itself. Here is the 

mention by name of pathetic sentiment, which is the defect of Rasa. 

Another example is:   

jÒëwÄsÈç Èë ÍâNÅçÖçÈí;*sÈ ÐèÈÕâÌz ã»ï»âÒôÈâÑèÆÑÌâS¿ ÖâmÍýÈÑz ó 

Ì ÓâÁËÑëô ÑãÈÓsÒ ÑíÊÈë ãÌÕëôÊÑâpÌíãÈ ãÕÏíãËÈâãÍ Öâ óó BC, XVI.41 

In above example there is the mention of the term nirveda which is 

the ‘Sthāyī-bhāva’ of ‘Śāntarasa’. Here is the mention of a sentiment, 

which is the defect of Rasa.The other examples are VIII.15, X.47, XII.57, 

XV.12, XIX.20, etc. 
                                                

251 Ibid, p. 279 
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(V) Narrations 
The entire corpus of a Mahākāvya is invariably constituted of 

descriptions and narrations. Since technically the Mahākāvya is of the 

Prabandha-type, narration has to occupy an important position in it for 

otherwise, the thread of the story cannot be maintained. But at the same 

time the poetic faculty of a Mahākāvya-writer cannot find its fulfilment 

merely by narrating a series of events or incidents; invariably he has to 

create opportunities for introducing lengthy descriptions of objects which 

are grand, majestic and beautiful. It is, at times, very difficult to draw a 

line of demarcation between the narrations and the descriptions. 

 

So far as the present Mahākāvya is concerned, we can distinguish 

narrations from descriptions on the basis of the attitude of the poet. Those 

portions of this Mahākāvya which narrate the various incidents of the 

story and also those which tend to carry the Kathā-Vastu of a Mahākāvya 

further and serve as a connecting link between what precedes it and what 

follows it, should be counted as narrations. Obviously the rest will fall 

under descriptions. There is no doubt that narration holds a subordinate 

position in a Mahākāvya, the major portion being occupied by 

descriptions. The present epic Bhīṣmacaritam of Hari Narayan Dikshit 

too occupies a major portion of descriptions as compared to narrations. 

Though our poet has paid so much attention to the descriptions in his 

epic, still he does not loose the thread of narration uninterlinked. This is 

obvious from the analysis that most of the verses are devoted to 

narrations and very few verses are devoted to the descriptions. 

 

(VI) Varṇanam (Descriptions) 
Minute and detailed descriptions of things are a peculiarity of 
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Sanskrit works. While giving the characteristics of an epic most of the 

ācāryas have given the importance to the descriptions. Descriptions in 

Sanskrit poetry are realistic and idealistic. They are realsistic in that they 

are true to nature. They are idealistic in so far as they do not aim at 

delineating a thing barely as it actually is, but also as it should be – at 

something higher and more aesthetic than what we find in our bare 

experience. No Sanskrit poem fails to maintain such a happy medly of 

these two aspects of things. 

 

As different Sanskrit poeticians have given their own views and 

ideas on the descriptions in the epic. Let us see some of them. For 

Vālmīki in his ‘Rāmāyaṇa’ gives the importance of it as follows: 

»âÑâÉô½çÇÖïÒçkÈï ËÑâôÉô½çÇãÕsÈÓÑz ó 

ÖÑçÊýãÑÕ ÓtÌâÆzÒï ÖÕôÙçãÈÑÌíÚÓÑz óó252 

Bhāmaha says in his ‘Kāvyālaṅkāra’as follows: 

ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìS¿ ÒÈz ó 

Í:¿ãÐð Ö*nËãÐÒçôkÈï ÌâãÈvÒâKÒëÒÑö*}ÑÈz óó253 

Daṇḍin says in his ‘Kāvyādarśa’ as follows: 

Ì½ÓâÇôÕ×ìÔÈçô¿n¨â»íôÊÒÕÇôÌìð ó 

éYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óó 

ãÕÍýÔmÐìãÕôÕâÚìS¿ »çÑâÓíÊÒÕÇôÌì ð ó  

ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óó254 

Agni-purāṇa also admits as follows: 

Ì½ÓâÇôÕ×ìÔÈçô¿n¨â»âôÙÑÍâÊÍìð ó 

éYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óó 

ÊèÈäÕ¿ÌãÕnÒâÖìÓÖÈä¿ãÓÈâBÊçÈìð ó 

ÈÑÖâ ÑrÈâpÒnÒìãÕôÐâÕìÓãÈãÌÐôÓìð óó255 

                                                
252 Rāmāyaṇa, III.8 
253 KL, I.20 
254 KD, I.16-17 
255 Agni-Mahāpurāṇam, 337.29-31, 6.317 
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Viśvanātha says in his ‘Sāhityadarpaṇa’ as follows: 

ÖnDÒâÖèÒëônÊçÓÁÌäÍýÊíØDÕânÈÕâÖÓâð ó 

ÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½Óâð óó 

ÖmÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâð ó 

ÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíÊÒâÊÒ ð óó 

ÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚ ó256 

Bhojadeva says in his ‘Sarasvatīkaṇṭhābharaṇa’ as follows: 

ÍçÓíÍÕÌÓâwÃ÷âãÊÖÑç¨âÙÑÕÇôÌìð ó 

Êë×ÖmÍtÍýÏnËsÒ ÓÖít»ØâôÒ »lÍÈë óó 

±ÈçÓâãÝãÊÕâ»ëônÊèÊÒâsÈÑÒ»äÈôÌìð ó 

»âÔð »âvÒëØç ÖmÍnÌí ÓÖÍç*wÃï ãÌÒcÀãÈ óó 

ÓâÁ»nÒâ »çÑâÓsÝäÖëÌâÖëÌâaz½Ð*az½ãÐð ó 

ÍâÝâÇâï ÕÇôÌï »âvÒë ÓÖsÝíÈí;ãËãÈwÄãÈ óó 

éYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕâð ó  

ãÕÍýÔmÐâ ãÕÕâÚâS¿ ¿ëwÃâð »âvÒë ÓÖâÕÚâð óó  

ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒâãÊãÐð ó 

Íç*wÃð ÍçrØ»âÓsÒ ÓÖï »âvÒëØç ÕØôãÈ óó 

ÌâÕÇôÌï Ì½ÒâôÊëÊíôØâÒ ãÕÊçØâï ÑÈÑz ó 

ÒãÊ ×ìÔÈçôÓâXÒâÊëÕôÇôÌëÌìÕ ÈçwÒãÈ óó257 

We must keep the following verses of ‘Kāvyakalpalatā Vṛtti’ in our mind 

while dealing with the description 

áÉ ÕNÒâôãÌ »TÒnÈë ÈâãÌ ÒâãÌ »ÕäSÕÓìð ó 

ÑÚâ»âvÒÍýÐöãÈØç ÍýÏnËëØç ÏÏ*nËÓë óó 

ÓâÁâ;;ÑâtÒÍçÓíãÚÈî ÌöÍÕËè ÓâÁâaz½Áð ÖìnÒÍí 

Êë×½ýâÑÍçÓäÖÓí;*bËÖãÓÊçYâÌânÒÓNÒâÙÑâð ó 

ÑnÝí ÊèÈÓÇÍýÒâÇÑö½ÒâSÕëÐ*tÕôÌënÊèÊÒâ  

ÕäÕâÚí ãÕÓÚð sÕÒïÕÓÖçÓâð ÍçwÍâmÏç¼ëÔâ ÓÈÑz óó 

ÌöÍë ãÕYâ ÌÒð ×*kÈÏôÔï Ès»ÓÈâÜÑð ó 
                                                

256 SD, VI.322-324 
257 SKB, V.130-135 
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ÍýÁâ×â*sÈð ÍýÁâÓâ½í ËÑô»âÑâÉôÈçlÒÈâ óó 

ÍýÒâÇÓÇ¼Åz½âãÊ×âsÝâNÒãÓÍÓâÁÒð ó 

áãÓÌâ×í;ãÓ×ìÔâãÊÕâÖí;ãÓÍçÓ×ènÒÈâ óó 

ÑÚð ÙäÊâÌ»ätÒâôYâ ½çÇî¾â RÍÕÇôÌÑz ó 

ÑÚâÑâtÒë ÌÒð ×âsÝï ËìÒõ Ïç*}½ôÐäÓÈâ óó 

×*kÈð ×sÝÑÔíÐtÕï ÁÌÓâ½í ãÕÕëã»Èâ ó 

ÍçÓíãÚÈë sÑöãÈÕëôÊâ ãÌãÑùâÍtÍýãÈã®Òâ óó 

ÊNÅÌäãÈÞÈâ ×ç*}ËÑô×äÔ»çÔ®Ñâð ó 

ÊëvÒâï ãÕÞâÌ¿âÈçÒôÝÍâ×äÔÕýÈâÊÒð óó  

RÍÔâÕNÒÖîÐâgÒÍýëÑ×öï½âÓÑnÑÉâð ó 

ÕëÇäË*mÑlÔÖäÑnÈÐâÔÙÕÇÌâãÖ»âð óó 

»ÍíÔâËÓÌëÝÐýè»ÃâÜÊ×ÌíkÈÒð ó 

»NÄÏâÚç»ÓíÓíÁÌâBÒí ÑDÒï ÕãÔÝÒÑz ó 

ÓíÑâãÔÙíãÇÁaz¾ír½ãÈ®ÑÌ¼âð ®ÑâÈz óó 

»çÑâÓë ×sÝ×âsÝÙä»ÔâÏÔ½çÇícÀ÷Òâð ó 

Ïâ[âÔä¼çÓÔä ÓâÁÐ*kÈð ÖçÐ½ÈâÊÒð óó 

ÖëÌâÍÈî ÑÚítÖâÚð sÕâãÑÐ*kÈÓÐärÁâ ó 

áBÒâÖí ÕâÚÌë ×âsÝë ×sÝë ¿ ãÕÁÒí ÓÇë óó 

Êë×ë ÏÚç¼ãÌ¨vÒÍNÒËânÒâ»ÓíÊzÐÕâð ó 

Êç½ô½ýâÑÁÌâãËkÒÌÊäÑâÈö»ÈâÊÒð óó 

½ýâÑë ËânÒÔÈâÕöÜÖÓÖäÍ×çÍçwÃÒð ó 

ÜëÝâÓ¾ÃzÃ»ëÊâÓ½ýâÑëÒäÑçgËãÕÐýÑâð óó 

ÍçÓë;ÃzÃÍãÓ¼âÕÍýÍýÈíÔäÈíÓÇâÊÒð ó 

ÍýâÖâÊâDÕÍýÍâÓâÑÕâpÒí ÕëSÒâ ÖÈätÕÓä óó 

ÖÓsÒmÐíÔÚÒômÐí½ÁâYmÏçÁØÃzÍÊâð ó 

ÚïÖ¿®âÊÒsÈäÓíYâÌsÝäÍânÉ»ëÔÒð óó 

ábËî ]äÍâãÊÓtÌíãÑôÍíÈÒâÊíÁ½tpÔÕâð ó 

ãÕwÇç»çlÒâ½ÑS¿n¨âÊzÕö*}ÓîÕíô;bÊÍèÓÇÑz óó 
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ÖãÓtÒmÏçãËÒâãÒtÕï ÕäcÒí ÁÔ½ÁâÊÒð ó 

ÍMâãÌ ØÃzÍÊâ ÚïÖ¿®âYâð »èÔ×â*¼Ìð óó 

éYâÌë ÖÓãÇð ÖÕôÎÔÍçwÍÔÈâ¨çÑâð ó 

ãÍ»âãÔ»ëãÔÚïÖâYâð ®äÅâÕâpÒDÕ½*sÉãÈð óó 

×ìÔë Ñë¾îØËäËâÈçÕï×ã»nÌÓãÌÂôÓâð ó 

×öaz½ÍâÊ½çÚâÓtÌÕÌÁäÕâYçÍtÒ»âð óó 

áÓNÒë;ãÚÕÓâÚëÐÒèÉãÖïÚâÊÒí ¨çÑâð ó 

»â»íÔè»»ÍíÈâYâ ãÐlÔÐlÔÊÕâÊÒð óó 

áâÙÑë;ãÈãÉÍèÁìÇãÕSÕâÖí ãÚïÖý×ânÈÈâ ó 

ÒÞËèÑí ÑçãÌÖçÈâ ¨çÖë»í Õl»Ô ç̈Ñâð óó 

ÑnÝë Í:¿âaz½Èâ×*øØâÅz½çNÒíÍâÒãÖ}Òð ó 

éÊÒâ*S¿nÈÌäÒâS¿ sÉìÒîônÌtÒâãÊÖèkÈÒð óó 

ÊèÈë sÕsÕâãÑÈëÁðÙäãÕ®ÑînÌtÒ™]¿ð ó 

×ÝçÜíÐ»Óä ¿ëwÃâ ËâwÃ¥õ ÊâxÒÑÐärÈâ óó 

Òç}ë Èç ÕÑôÏÔÕäÓÓÁâïãÖ ÈèÒôãÕSÕâÖÌâÊ×ÓÑNÅÍÓkÈÌYð ó 

ãÀnÌâÈÍÝÓÉ¿âÑÓ»ëÈç»ç*mÐÑçkÈâÖçÓäÕöÈÐÃâÑÓÍçwÍÕØâôð óó 

ÍýÒâÇë ÐëãÓãÌsÕâÌÐè»mÍÏÔËèÔÒð ó 

»ÓÑíÜDÕÁcÀÝÕãÇkÀ»ÃÕë×Óâð óó 

Ñö½ÒâÒâï SÕÖ:¿âÓí Õâ½çÓâ ÌäÔÕëØÈâ ó 

ÐÃÆ>âÑö½ÝâÖð ãÖïÚÒç}ï tÕÓâ½ãÈð óó 

áSÕë ¼Ó¼çÓít¼âÈÓÁð ÖlÔÜÇ*sÉãÈð ó 

ÈëÁí Õëã½tÕÑînÌtÒï ÁâãÈËâôÓâÍýÍ:¿ÌÑz óó 

½Áë  ÖÚÖýÒíãËtÕÑçc¿tÕï »Çô¿âÍÔÑz ó 

áãÓvÒèÚãÕÐëãÊtÕï »çmÐÑçkÈâÑÊâãÔÌð óó 

ÖçÓÐî ÊíÔâ»íã»ÔÑârÈÖèÒô½ãÈÈrÊÔíÊzÐëÊâð ó 

ÁâÈäÈÓÍçwÍ¿ÒâÑýÑ:ÁÓäÐýÑÓÂaz»âÓâð óó 

½ýäwÑë ÍâÃÔÑlÔäÈâÍÖÓð ÍãÉ»×íØÕâÈâlÒð ó 

ÖkÈçÍýÍâÍýÍâsÝäÑö½ÈöwÇâÑýâãÊÎÔÍâ»âð óó 
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ÕØâôÖç ¾Ìã×*¼sÑÒÚïÖ½Ñâð Íaz»»nÊÔíÊzÐëÊî ó 

ÁâÈä»ÊmÏ»ëÈ»Â:ÂâãÌÔãÌmÌ½â ÚãÔÍýäãÈð óó 

×ÓÊänÊçÓãÕÍÃçtÕï ÁÔâcÀÈâ½stÒÚïÖÕöØÊÍâôð ó 

ÖpÈcÀÊÍMãÖÈâÐýËânÒã×*¼ÍÜÑÊÍâÈâð óó 

ÚëÑnÈë ãÊÌÔ¾çÈâ ×äÈÒÕsÈmÏÑrÏ»ãÚÑâãÌ ó 

ã×ã×Óë »ÓäØËèÑð »çÑçÊâmÏçÁÊâÚã×*¼ÓÈít»Øâôð óó 

ÖèÒëô;rÇÈâ ÓãÕÑãÇ¿®âmÏçÁÍãÉ»Ôí¿ÌÍýäãÈð ó 

ÈâÓënÊçÊäÍ»îØãË¾è»ÈÑS¿îÓ»çÑçÊ»çÔÃâãÈôð óó 

¿n¨ë »çÔÃâ¿®âmÏçrÚãÕÓãÚÈÑíÚâãÌÓîjjÕlÒÑz ó 

ÁÔãËÁÌÌëÝ»ìÓÕ¿»íÓ¿n¨âSÑÊmÍãÈÍýäãÈð óó 

ãÕÕâÚë sÌâÌ×çÐýâaz½ÐèÍâÔèÔçÝÒäÓÕâð ó 

ÕëÊäÖäÑnÈÈâÓëÜâ ÔâÁâÑaz½ÔÕÈôÌÑz óó 

ãÕÓÚë ÈâÍãÌðSÕâÖã¿nÈâ ÑîÌï ™×âaz½Èâ ó 

ábÁ×yÒâ ãÌ×âÊìGÒõ Áâ½Óð ã×ã×ÓíwÑÈâ óó 

sÕÒïÕÓë ×¿äÓÜâÑ:¿ÑNÅÍÖjÁÈâ ó 

ÓâÁÍçÝä ÌöÍâ»âÓânÕÒ¿ëwÃpý»â×ÌÑz óó 

ÖçÓâÍÌë ãÕ»ÔÈâ s¼ÔÌï Õ¿Ìë ½Èî ó 

ÔjÁâÑâÌcÒçãÈð ÍýëÑâãËkÒï ÓkÈëÜÇÐýÑâð óó 

ÍçwÍâÕ¿Òë ÍçwÍâÕ¿Òð ÍçwÍâÍôÇâãÉôÌë ÊãÒÈë ó 

ÑâÌâYï ½íÝs¼ÔÌëwÒâôÕ®í*kÈÖïÐýÑâSÔëØâð óó 

ÁÔ»ëÔî ÖÓðÜíÐS¿®ÚïÖâÍÖÍôÇÑz ó 

ÍMgÔâãÌð ÍÒðÜëÍí Êö½ýâ½í ÐèØÇcÒçãÈð óó 

ÖçÓÈë Öâ*^Õ»â ÐâÕâð Öät»âÓð »çÅzÑÔâÜÈâ ó 

»â:¿ä»az»ÇÑ:ÁäÓÓÕí;ËÓÌ¼ÜÈë óó 

ÍýâÈð »í»âmÏçÁít»Øíô ÑDÒâ{ë ÈâÍÖïpÔÕð ó 

ÖâÒï ÖèÒâôãÈÔîãÚtÒï ¿®ÍMâãÊãÕpÔÕð óó 

ánË»âÓë;ãÈÖân¨tÕï ãÕSÕÔíÍÖÑÉôÈâ ó 

áâ»*sÑ»ÖÑâÓmÐí ãÌð×az»ÑãÐÖâãÓ»âð óó 
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ÕNÒëôØç ÕNÒôÐâÕâÌâï ãÊazÑâÝãÑÚ Êã×ôÈÑz ó 

ã¿¨èÍì*S¿ntÒÑâÌâÌâï ÐÕtÒëØâÑÌnÈÈâ óó258 

With so remarkable an imagination, inexhaustible store of 

vocabulary, enviable command over language, a commendable 

proficiency in the employment of figure of speech, a keen eye to discern 

beauty in nature and penetrating understanding of scientific facts, Hari 

Narayan’s descriptive power can reasonably be expected to be extra-

ordinary. He commands such a mastery in this field that his descriptions 

profusely interspersed all through the text of this poem, serve as a 

powerful testimony to the fact that notwithstanding the short-comings of 

the age, Hari Narayan is a poetic genius.  

 

The entire corpus of the epic poem is invariably constituted of 

descriptions and narrations. Since technically the epic poem is of the 

prabandha type, narration has to occupy an important position in it. 

 

Hari Narayan’s Bhīṣmacaritam is full of superb descriptions of 

natural resources including different seasons like Vasanta, Varṣā, the 

dawn, the dusk, river Yamunā, mountains etc. He has shown keen 

interest in the delineation of nature. He has offered us various beautiful 

and graphic pen-pictures of the objects of nature. He has depicted the 

seasons with their persuasiveness, flora and fauna, and has taken help of 

various poetic embellishments in order to make their descriptions 

charming and effective. For instance, the description of Vasanta season is 

found in some of the verses of the seventh canto of the epic which are as 

follow: 

ÕÖçÑÈäÓÑÇä ÓÑÇäÒÈâï ÌÕÌÕâÑÕÌäÍÈÒë ÊËî ó 

ÍÓÑÖî ÌãÚ ÚØôÑÕâpÈÕâÌz, ãÍýÒÈÑâÓãÚÈsÒ Öç¼ï »çÈð ¬ óó BC, VII.13 

áÍÓÈí ÕÖçËâ ÑËç×íÐÒâ ÓÑãÒÈçï ÒÈÈësÑ ÑÚäÍãÈÑz ó 

                                                
258 Kāvyakalpalatā Vṛtti, V.45-93 



 283 

 
 
 
 

ÈrØç ÌèÈÌÍlÔÕÔâãÔÑâ ÍÓÑÊã×ô ÌöÍëÇ ÕÌâ*gÌÕÈz óó BC, VII.15 

ãÕÊËÈð »çÖçÑëØç ¿ ½ç:ÁÌï ÑËç»ÓâÌÕÔíkÒ Ö »íÍÐâ»z ó 

»çÔÖçÈâÍãÓÍäÅ»ÔmÍÃâãÌÕ ¿ ×âãÖÈçÑìcÀÊÚí ! Ö ÈâÌz óó BC, VII.16 

ÒçÕÓÖâÔÕÌë ãÍ»»èÁÌï ÙÕÇÓnËýrÁâÑ»ÓíÊz Ðö×Ñz ó 

ÈãÊÕ ÕâãÓÁÖîÓÐÑpÒÚí Öç¼ÒãÈsÑ Ì ÈsÒ ¿ ÌâãÖ»âÑz óó BC, VII.17 

ÏÚçãÕËâð »çÖçÑsÈÏ»sÈÌâð ÚãÓÈÍÝÑÌíÚÓ×âãÃ»âð ó 

ÑÔÒÕâÈ¿Ôâð ÕÌÕärËí;ãÍ ÊÊãÈsÑ Ì ×ânÈÌÕë ÑçÊÑz óó BC, VII.18 

ãÌÁÖç½nËÖçÕâãÖÈ»âÌÌìð ÍÌÖÏäÁÊÔâ™ãÈ»â:¿Ììð ó 

ÒçÕãÈ»mÏçÖç»NÄãÕÐèØÇìð Ì ÑçÊÊäÒÈ ¿mÍ»»íÓ»ìð óó BC, VII.20 

ÖçÓãÐÈâÑÉ »NÃã»Èâï ×çÐâï ÖçÍãÓÍkÕÎÔâï ÍçÓÈð *sÉÈâÑz ó 

ãÕÚ½Õâ¿ÑÕëxÒ Ö ÊâãÅÑäï ãÌÁ»ÔÝÑÌâ áÐÕ*c¿ÓÑz óó BC, VII.23 

ãÍýÒÈÑâsÑÓÇâ»çÔÑâÌÖí ÌãÚ ÕÌë Öç¼ÑâÍ ÑÚäÍãÈð ó 

Öç¼»Óä Íý™ãÈãÕôÓÚë ãÓÍçÓz-ÐÕãÈ ÌâÝ ÑÌâ½ãÍ Öï×Òð óó BC, VII.25 

The earth has become so beautiful so as to welcome the king in the 

forest. It was trying to puruade the mind of the king to make him happy, 

but could not make him happy as he was sad after the memory of his first 

wife who passed away. 

 

The description of Varṣā season is found in some verses of the 

eighth canto of the epic as follows:  

ÑnÊï ÑnÊï ÓÖãÈ ÁÔÊë ãÕYçÊâ*SÔwÃÊëÚë  

ÁâÒâ×ènÒâï ÓÁãÌÖÑÒë sÕäÒ×yÒâï ãÕÔíkÒ ó 

ÓâÁâ ¼ëÊï ÕÚãÈ ãÕËçÓí ÑnÑÉâÒù¿ëÈâð  

ÕâÓï ÕâÓï ÕýÁãÈ ¿ ÈÊâ ÈnÑÌí Êâ×»nÒâÑz óó BC, VIII.3 

_Yâ »ë»â ãÊÕÖãÕ½Ñë ÙèÒÑâÇâ ÖÑäÍë  

ÍäÅâï ¿®ë _ÊÒãÐÊçÓâï »ÇôÒísÈsÒ ÓâÞð ó 

¿ëÈígÔâãÌï ãÕãÚÈÕÖãÈï ÌâãÍ ÑâÒèÓÌötÒï 

ãÌtÒï »ânÈâÖç¼ãÕÓãÚÇsÈsÒ Úùçõ ××â» óó BC, VIII.5 
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ÍýâÒcÀâÒâ ÌÐãÖ ÁÔÊìð »âãÑÌä»çnÈÔâÐìð  

×sÒSÒâÑâ ¼½ÓÕ»Ôâ ÍçwÍ½nËâ*nÕÈâ ¿ ó 

ÊëÕäÒmÐèÓãÍ Ì rr¿ë Êâ×»nÒâsÕRÍë  

ÌâÓäÓtÌë ÍýãÖÈÑÌÖë ÐèãÑÍâÔâÒ ÈsÑì óó BC, VIII.6 

ÑnÒë ÙçtÕâ ãÕÓÚãÕËçÓsÒâÕÌän¨sÒ Õâ¿ð  

ÈâÓâÈçwÃí ãÊãÕ ãÕËçÓÐè]âãÓÊâcÀnÌÊëÚð ó 

»wÃâÍnÌë ãÕÓãÚãÇ ÁÌë ÍýâãÇÌð »ëã¿ÊëÕ  

ÍýäÈâð ÍýäãÈï ãÕÊËãÈ Ö¼ë ! ÙèÒÈâï ÖtÒÑëÈÈz óó BC, VIII.14 

»ânÈâ*SÔwÃâãÌÕ ¿ ×ãÒÈânÕärËâ*SÔwÃÊëÚâÌz  

ÕâÃäÕöÜâÌÉ ÌÓÍÈëS¿ÜçØä #ëãÜØâÈâÑz ó 

ÈtÖïÒí½ï ÈÑãÈrã¿Óï sÕï ãÕÒí½ï ¿ §wÃzÕâ  

*¼nÌë ÊèÌë ÓãÈãÕÓãÚÈë ¿âÙçÍèÇëô áÐèÈâÑz óó BC, VIII.15 

He has also described such natural phenomena as are determinants 

of time. In delineating such phenomena he has exhibited his power of 

keen observation and has showered his poetic imagery very lavishly. For 

instance, the description of the dusk and the night as given in the epic is 

as follows: 

×Ììð ×Ììð ÜäÇãÕÐâï ãÊÕâ»Óí  

ãÕÚâÒ ÒâmÒâÑçÍÒâÈ éùÓâÑz ó 

]ë ÌâãÒ»ë ¿ëã]ÍÓäÈÊë×½ë  

ÍýÖâÊÒëùë ÖÑ»âÔÑëÕ »ð ¬ óó BC, XX.1   

¼ë ¼ëÔnÈï ÌÒÌÖçÐ½ï ÍîÇôÑâÖäãÌ×âÒâï  

¿n¨ï §wÃzÕâ ÌöÍÌÒÌÒíÓâ½Èï ÕlÔÐâsÒÑz ó 

sÑâÓï sÑâÓï ÈÊãÈÔãÔÈï ÊçÔôÐï ¿âÌçã¿ntÒ  

sÕìÓï sÕìÓï ÏÈ ÌÓÍÈëð SÕâÖÕë½í ãÕÕö}ð óó BC, VIII.10 

ÈâÓâ»ânÈâ½ÇÍãÓÕöÈí ÓíãÚÇäÍýäãÈÍâÝï  

ÌèÌï Ñùí ÌÐãÖ ãÕÚÓïS¿n¨Ñâ #Ø ËnÒð ó 

Òâ Ñë ÁâÒâ, »ãÄÌãÕãËÌâ ÖâãÍ ÍèÕõ _Èâ Úâðñ  
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ÓâÁâ ÐètÕâãÍ ¿ ÖÚ¿Óäï »âãÑÌäï Ìí;ÔÐë;ÚÑz óó BC, VIII.11 

The description of the river Yamunā is as follows: 

ÖÑÕÔíkÒ Ö Èâï ÌÓÕ*nÊÈâï ÖçÓÌÊäÐã½ÌäãÑÕ ÑâãÌÈâÑz ó 

ÑçÊÑÕâÍ ãÌÁâtÑãÌ »âÑãÍ Íý»ÃÒ*nÈ ãÌÁâ½ÑÌï ãÙÒð óó BC, VII.27 

éãÊÈÕäã¿»Óâ ÒÑçÌâÌÊä ÈÃãÕÚaz½ÑÌâÊÕ¿âð ×çÐâ ó 

ÖÊ»ÓíãÊÕ ×ânÈÌçÑâ½Èï ÐÕãÈ »çÝ ÖÈâï Ì ÖÑâÊÓð ¬ óó BC, VII.28 

»ãÔnÊÁâ ÊëÕÌÊä ÖÓsÕÈä ÍãÕÝ½íÊâ ÖÓÒèS¿ ÌÑôÊâ ó 

áÌâÓÈï ¿âÝ ÕÚ*nÈ ÐâÓÈë ÖçÖâËÒntÒí ÁÌÈâÑÌíÓÉâÌz óó BC, I.15 

We can easily find the description of different Mountains also in 

some verses of the fourth canto of the epic as follows: 

×bÊâÒÑâÌìãÕôÚ½ìsÈÊâÌäï ÍçwÍìð ÍÈ*ÊzÐS¿ ÑÚärÚëBÒð ó 

ÑÚën¨ÌâÑâ »çÔÍÕôÈí;Öî ÖçsÕâ½Èï ¿® åÕâÊÖäÒÑz óó BC, IV.34 

ÍçwÍìð ÍÓâ½ìð ÍãÈÈìS¿ ÍÝìð ÑÚä ÏÐî ÈÝ »çÉâÕöÈëÕ ó 

ÖÕôÝ ÀâÒâÈÍÖï½Ñí;ãÍ ×äÈíwÑÊíØâÌz ×ÑÒâ:¿»âÓ óó BC, IV.35 

kÕã¿Êz ÕÚnÈí;cÀÁÔâð ÍýÍâÈâð sÕìÓï ¿ÓnÈí ÚãÓÇâS¿ kÕâãÍ ó 

ÍÓsÍÓï kÕâãÍ ×ç»â ÔÍnÈð »çÑâÓ¿ëÈí;ÓÑÒÌz ÑÚën ë̈ óó BC, IV.36 

ÍçwÍâÌÌâð »íÑÔÍÝÕsÝâð ÎÔsÈÌâ Ðöaz½»¿â ÔÈâS¿ ó 

ÌÑýä™ÈâsÈÝ ÖÑäÓÇëÌ ÌëÑç½ôÚë Èï ÍãÓ¿âãÓ»âÕÈz óó BC, IV.37 

ÌëÝë ÖÓíÁìð ÓÖÌâ ÎÔìS¿ ½äÈìð ãÍ»âÌâï ÙÕÇë*n¨Òï ¿ ó 

tÕgÕâÒçÌâ ¾ýâÇÑÌë»½nËìð ÈçÈíØ Ïç}ä*n¨ÒÍ:¿»ï ¿ óó BC, IV.42 

 

The poet in the following verses as gives the picturesque 

description of shinig India serially: 

ÖçÓâÖçÓâÇâÑãÍ ÕnYÈâï ½Èï Ñ¼â*gÌËèÑëÌ ÖÊâ Öç½*nËÈÑz ó 

ÓÈï ¿ ÍçNÒëØç ÑÌçwÒÈâÕöÈï ãÕ×âÔÓâwÃ÷ï ÑÑ ÐâãÈ ÐâÓÈÑz óó BC, I.12 

áÍâïãÌãËËâôÕãÈ ÒsÒ ÍâÊç»ë ãÚÑâÔÒí ÒsÒ ã»ÓäÃÈâï ½Èð ó 

ÍçÌâãÈ ½az½â ¼Ôç ÒsÒ ÑâÌÖï Ö ÐâãÈ Êë×í ÑÑ ÐâÓÈâãÐËð óó BC, I.13 

ÕÖçnËÓâ ÒsÒ ¿ ×sÒ×íãÐÈâ ËÌëÌ ËânÒëÌ ÑçÊâ ¿ Òí ÐöÈð ó 
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jÕÔïS¿ ÒÝâ*sÈ ãÕÕë»ÊäÍ»í ÁÒëtÖ Êë×í ÐÓÈsÒ ÐèÐöÈð óó BC, I.14 

»ãÔnÊÁâ ÊëÕÌÊä ÖÓsÕÈä ÍãÕÝ½íÊâ ÖÓÒèS¿ ÌÑôÊâ ó 

áÌâÓÈï ¿âÝ ÕÚ*nÈ ÐâÓÈë ÖçÖâËÒntÒí ÁÌÈâÑÌíÓÉâÌz óó BC, I.15 

ÖÊâ ¿ »â×ä ÑÉçÓâ ÈÉâ ½Òâ ÍçÓä [ÒíDÒíjÁãÒÌä ÍýÒâ½ÓâÃz ó 

ÈÉìÕ »â:¿ä ÏÊÓäÈÍíÕÌä ÚÓ*nÈ ÈâÍÝÒÑÝ ÐâÓÈë óó BC, I.16  

Apart from these, the epic also gives the description of things like 

the procession, the decoration of India as well as that of the city 

Hastināpura, the coronation ceremony, the celebration of the birth of the 

son, war and the army etc. We find the description of the procession also 

in some verses of the sixth canto of the epic as follows: 

»çÑâÓ áâÒâtÒÌçÐèÒ Ìâ½Óâð ÌÓâS¿ ÌâÒôS¿ ÖÑsÈÁâÈÒð ó 

tÕÓâ*nÕÈâsÈtÍýãÕÔí»ÌëcÀÒâ ÍýÒëãÈÓë sÉâÌÑÕâpÈçÑçtÖç»âð óó BC, VI.28 

ÈÊí*tÉÈí ÓâÁÖçÈënÊçÕë*lÔÈð ÍýËâÌÐèÍâDÕãÌ Ôí»Öâ½Óð ó 

™ÈânÈÓâÔS¿ ÌÓën¨ÖèÌÕë ÊËâÓ ÓâÑëSÕÓÖëÈçÒçøÈâÑz óó BC, VI.42 

ÒÈí ÒÈí ÓâÁÖçÈí;BÒÕÈôÈ ÈÈsÈÈí;ÁâÒÈ ÍçwÍÕØôÇÑz ó 

ÈÊäÒÍèÁâÑÕÔíkÒ ãÌÁôÓâð sÕÊëÕÐâÕï ÌãÚ ÑëãÌÓë;ãË»Ñz óó BC, VI.45 

There is a verse found in the same canto depicting the glory of the 

city Hastināpura as follows: 

ÜÇë ÜÇë ÖçnÊÓÈâÑçÍëÒçØäï ÀãÕï ÈÊäÒâÑÕÔíkÒ ÐèÒÖäÑz ó 

ÈÈâÍ ¿ëÈsÒÑÓâÕÈä Ðö×ï Ì ÑíÊÈë sÝäÈÓ»âãÑÌäãÙÒâ óó BC, VI.21 

The description of the coronation ceremony is also depicted in 

following verses:  

Ö»ÔÈäÉô-ÌÊä-ÌÊ-Öâ½Óí-ÊzËöÈÁÔìãÌôã¼ÔìÓÑöÈ¨Õìð ó 

ãÌÁÖçÈï ãÕãËÌâ sÕãÐãØøÕâÌz Ö ÒçÕÓâÁÍÊë ÕÖçËâÍãÈð óó BC, VII.3 

ã]ÁÁÌìãÕôãÚÈìð ÙçãÈÕâ¿Ììð ÒçÕãÈÑaz½Ô½äÈÓÕìð »Ôìð ó 

ÖÚ ¿ ÕâYÓÕìÓã¼Ôï ÌÐí Ì Ì ÏÐèÕ ÈÊâ ÍýãÈ½ç*:ÁÈÑz óó BC, VII.4 

ÈÑãÐØë»ãÕãËï ÍãÓÕäãÜÈçï ÖçÓÍãÈð ÖçÓÍç:ÁÖÑ*nÕÈð ó 

ÑÌçÁ¿ÜçÓ½í¿ÓÈâï ½ÈÖz ÖÊãÖ ÖtÕÓÑâ½ÈÕâÌÚí ! óó BC, VII.5 
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Along with this we find the description of the war as well as the 

army in some verses of the epic as follows: 

ÍâNÅÕÍÜâÈz ™wÇð ÖnDÒÉõ ÒâÈí ËöÈÓâwÃ÷ÖÐâÑz ó 

ã»nÈç Ì ÖÎÔí ÐèÈí ÏãÔwÄï ÌèÌï »ÑôÎÔÑz óó BC, XIII.83 

ËÑâôËÑôÒçÈâð ×çÐâ×çÐÓÈâð Öt»ÑôÊçw»ÑôÍâð  

ÖtÒâÖtÒÍÉâãÙÈâ ÏÔÒçÈâ Òç}âÒ ÁâÈsÍöÚâð ó 

ÍçNÒâÍçNÒãÕÍ*S¿Èí;Ý ¿ ÒÉâÖïKÒï ÖÑâÖíãÊÈâð  

ÕäÓâð ÍâNÅÕ»îÓÕâ ÏÈ ÈÊâ Öï½ýâÑÐèãÑï ½Èâð óó BC, XIII.84 

ÐazkÈçï ÖÑÉíô;ãÍ ã»ÓäãÃÏâÇâÌz ÏÐ:Á ÐäwÑí ÌãÚ Ñùçô»âÑð ó 

ãÕ}S¿ ÈìÑôÑôÖç ÊëÚÔgÌìð ãÍÈâÑÚí ÐèãÑÈÔë ÍÍâÈ óó BC, XIV.52 

½çrð sÕã×wÒëØç Õï×ÕÊâ ½çÓî sÕÐâã½ÌëÒâ ãÌÁÑâÈçÔëØç ¿ ó 

ÖmÏnËÈí ÏnËçØç ÏânËÕâ ÁÌâð ¾âÈï Íý¿®çS¿ ãÌÁâ ãÌÁëwÕÚí óó BC, XV.9 

ÍýÈäÍ»âwÄâ¿ãÔÈë ÁÕëÌ sÕÑâ½ôÔâÐâÒ ÒÉâ ÍýÂ:Âë ó 

ÖëÌë éÐë ÒtÌÒçÈë áÐèÈâï sÕÔxÒÔâÐâÒ ÍÓsÍÓï Èë óó BC, XIV.40 

á½ýë ¿ ÍS¿âtÍÊÑâÊËâÌë ÁÒãÙÒï sÕâï ãÊ×ÑâÚÓntÒî ó 

®äÅâãÉôÍâlÒâãÕÕ Èë áÐâÈâï ÖÑâ¿ÓntÒâÕÉ ÓjÁç»ØôÑz óó BC, XIV.41 

ÍÓsÍÓâÕë½-ãÕÑÊôÌíYÈë Èë ÖmÑç¼äÌë ÍöÈÌë éÐë ÈÊâ ó 

áÕâÍÈçÊìôÕÕ×âÊçÍëÈÒíð ×íÐâÑÍèÕâõ ãÚÑ-ãÕnDÒÑâÔÒíð óó BC, XV.7 

ÈÈí ÚÈâ×â áãÍ »îÓÕâsÈÊâ ÍýâÇâÌz ÍçÓs™tÒ ÁÒâÒ ÒëãÈÓë ó 

ÍÓnÈç ÐäÑâÁçôÌ×îÒôÍâÕ»ë ÊgËâ áÐèÕnÌã¿Óï ÍÈaz½ÕÈz óó BC, XV.35 

 

(vii) Chandas (Metres) 
The metrics has been one of the most neglected subjects in the 

hands of the traditional scholars.259 My observation says that the art of 

the use of proper metres in a Mahākāvya is the main criterion of the 

quality of the poem. In this regard R. K. Panda rightly observes in his 

book ‘Suvṛttatilaka of Kṣemendra’ that metres are ornaments to poetry.260 

As already mentioned, early rhetoricians have been very vague on the 
                                                

259 Mishra, Madhusudan, Metres of Kālidāsa, p. 35 
260 Panda, R. K., Suvṛttatilaka of Kṣemendra, Introduction, p. 9 
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proper application of the metres in a poem.261 Among the poeticians, only 

the early author Vāmana has given some notice to it, when he has said 

that Chandoviciti is a science262 and that its knowledge removes doubts 

about metres.263 Others have generally dismissed the whole topic by 

pointing out the possible defects of the metres. Bhāmaha, e.g., mentions 

Yatibhraṣṭa or displaced caesura and Bhinnavṛtta or irregular rhythm as 

the main defects,264 which have been repeated verbatim by Vāmana.265 In 

this regard M. K. Moliya observes that while composing a poem the poet 

gives the physical form to his/her feelings through the arrangement of 

letters in a particular manner which gives rise to some sound, is known as 

metre.266 

 

There is no type of Sanskrit composition so limited yet so varied 

with regard to metres as the Mahākāvya.267 It is divided into cantos and 

every canto begins with certain metre, preferably of the trimeter origin, 

but rarely also with elaborate metres. The change of metre has been 

emphasised at the end of the canto by Daṇḍin268 and other later 

rhetoricians like Viśvanātha.269 The tradition of ending a canto with a 

metre or metres different from that at the beginning has been borrowed 

by the poets of the ornate poetry from the epic poets Vālmīki and Vyāsa. 

Here a question arises - why a different metre or metres were employed 

at the end of a canto by Vālmīki and Vyāsa? Is there any purpose in it? 

To this, Madhusudhan Mishra puts his opinion thus: there is probably one 

plausible answer to this question. These poets, writing on palm leaves or 

similar things, did not even specify the number of the canto at the 

                                                
261 Suri, Satya, A Critical Study of Jānakīharaṇa, p. 132 
262 KLSV, III.3 
263 Ibid, III.6 
264 Ibid, IV. 24, also Daṇḍin, KD, III.156 
265 Op. cit., VI.4 
266 Moliya, M. K., Prasista Sanskrita Chando, p. 5 
267 Mishra, Madhusudan, Op. cit., p. 30 
268 ÖÕôÝãÐnÌÕöùânÈìð ó KD, 1.19 
269 #»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìð ó SD, VI. 320  
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begging or end. They wrote continuously throughout the whole leaf. 

Therefore to indicate the end of a canto or the beginning of a new one, 

they discovered a trick which was the employment of different and rather 

longer metres at the end. Later, even though atha and iti began to be used 

at the beginning and end of a canto, a different metre at the end became a 

part of the poetic tradition. Another explanation is that when the poet 

intended to end a canto, varios ideas thronged his mind. The poet was at 

this moment forced to change his original metrical plan and to 

accommodate several ideas in one or two stanzas. Therefore the metre 

was found to be of an elaborate type. That is why, we find only meta-

Jagatī metres at the end of a canto.270 Usually a single metre runs 

throughout the body of a canto, but Viśvanātha, a later rhetorician, 

suggests that there can be a variety of metres even in a canto.271 

 

Hari Narayan mostly adopts the first method that is the use of 

single metre throughout the canto excepting the last verses, though 

instances of use of various metres in a single canto, according to the 

different situations are not uncommon in his poem. He is very skilful in 

the handling of metres. This mastery is the radiant feature in the style of 

Hari Narayan. Our poet has employed 10 metres in this poem. The poet 

has very aptly employed Vaṁśastha, Viyoginī, Dṛtavilambita, 

Vasantatilakā, Anuṣṭup, Mālinī, Upajāti, Śārdūlavikrīḍita, Mandākrāntā 

and Āryā metres.  

 

The poet has taken care of the propriety in the use of metres in his 

poem. Kṣemendra, the author of Suvṛttatilaka, has also talked about the 

propriety in the use of metres in the poem. In this regard he says that the 

choice of metres in Mahākāvya is greatly determined by the subject-

matter and sentiments: 

                                                
270 Mishra, Madhusudan, Op. cit., p. 31 
271 SD, VI. 321 
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»âvÒë ÓÖâÌçÖâÓëÇ ÕÇôÌâÌç½çÇëÌ ¿ ó 

»çÕäôÈ ÖÕôÕöùâÌâï ãÕãÌÒí½ï ãÕÐâ½ãÕÈz óó272 

It means that one who knows the difference in various metres 

should make use of all the metres according to the sentiment or the theme 

of description.273 As pointed out by Velankar, a skilful poet makes a 

sharp distinction between the poetical and dry portion of the narrative 

and, while he dwells at full length on the poetical portion, pays little 

attention to the latter.274 Here even the choice of metres becomes 

important, and the poet knowingly employs elaborate metres to describe 

the beauties of nature and the throbbimgs of the human heart.275 

 

The researcher’s observation and study of the poem says that the 

poet has successfully used Vaṁśastha metre in the poem like that of 

Māgha,276 Bhāravi277 and Kālidāsa.278 In this regard Madhusudan Mishra 

observes that Vaṁśastha takes up the sensitive topics closely or distantly 

related with family (Vaṁśa).279 In Suvṛttatilaka it is said that in the 

description of six-fold policy, the Vaṁśastha is suitable.280 

ØâÅz½çNÒÍý½çÇâ ÌäãÈÕõ×sÉëÌ ãÕÓâÁÈë ó281 

Thus in the description of King Śāntanu’s appropriate governance, 

our poet has appropriately made the use of the Vaṁśastha metre as 

follows: 

Ì ÁâãÈÕâÊí Ì ¿ Õ½ôÐâÕÌâ  

Ì Õíc¿Ìä¿âãÊãÕÐëÊÕëÊÌâ ó 

                                                
272 ST, III.7 
273 Ibid, p. 80  
274 Raghuvaṁśam, Introduction, p. 2  
275 Mishra, Madhusudan, Op. cit., p. 32 
276 ãÙÒð ÍãÈð ÙäÑãÈ×âãÖÈçï Á½j»Á½*nÌÕâÖë ÕÖçÊëÕ ÖMãÌ ó 
    ÕÖnÊÊ×âÕÈÓnÈÑmÏÓâã}ÓNÒ½Ðâôaz½ÐçÕï ÑçãÌï ÚãÓð óó (Śiśupālavadha, I.1) 
277 ãÙÒð »rÇâÑãËÍsÒ ÍâÔÌäï ÍýÁâÖç Õöãùï ÒÑÒçazø ÕëãÊÈçÑz ó 
    Ö ÕãÇôãÔaz½ä ãÕãÊÈð ÖÑâÒÒî ÒçãË*wÄÓï ]ìÈÕÌë ÕÌë¿Óð óó (Kirātārjunīyam, I.1) 
278 Íý¿NÅÖèÒôð sÍöÚÇäÒ¿n¨Ñâð Öç¼âÕ½âÚð ÜÈÕâãÓÖ:¿Òð ó 
    ãÊÌânÈÓmÒí;BÒçÍ×ânÈÑnÑÉí ãÌÊâ¾»âÔð ÖÑçÍâ½Èð ãÍýÒë óó (Ṛtusaṁhāra, I.1) 
279 ST, p. 80 
280 Ibid, p. 84 
281 Ibid, 3.18 
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ÏÐèÕ ÌâÈ*az»ÁÌsÒ ÕnÊÌâ  

ÑÚäÒÖä ×ânÈÌçÌäãÈÊë×Ìâ óó BC, I.28 

The poet has deftly used the different fourteen (14) varieties of 

Vaṁśastha282 metre in union with the Indravaṁśā283 metre as depicted in 

Vṛttaratnākara284 as follows: Õï×sÉën¨Õï×âÖmÐèÈâÌâÑçÍÁâÈäÌâï ÐëÊâ ÒÉâ –  

 

1. ÕìÓâãÖ»ä (Õï. å. å. å.) - We find twenty-one examples of Vairāsikī 

variety of Vaṁśastha metre in the present poem. The fifteenth canto 

opens with an example of Vairāsikī. 

ÍýÐâÈ»âÔë ËöÈÓâwÃ÷ÌnÊÌí  

ÊçÒíôËÌí ÊmÐËÌí;ãÈÑnÊËäð ó 

ÖëÌâãËÍtÕë;ãÓãÕÌâ×ÌëcÀÒâ 

¨íÇï nÒÒçazkùâã¼ÔË*nÕÌâï ½çrÑz óó BC, XV.1 

The other examples are as follows: 

XV.25, XV.46, XVI.7, XVI.21, XVI.29, XVII.12, XVII.25, XVII.40, 

XVIII.19, XVIII.26, XVIII.33, XVIII.49, XVIII.51, XIX.8, XIX.26, 

XIX.29, XX.13, XX.22, XX.27 and XX.28. 
 
2. ÓÈâKÒâÌ»ä (å. Õï. å. å.) – We find twenty-six examples of 

Ratākhyānakī variety of Vaṁśastha metre in the present poem. The 

example of it is as follows: 

ÊçÒíôËÌäÒâ áÌçÁâð ÖÚíÊÓâð 

ÚÈâÕã×wÃâð ™ÈãÕ®Ñâ ÓÇë ó 

#»ëÌ ÐäÑëÌ ÏÔâã]Ìâã×Èâð  

È*sÑ*nÊÌë »îÓÕÕã{ÕâãÓÇâ óó BC, XV.37 

The other examples are as follows: 

XV.47, XVI.10, XVI.17, XVI.20, XVI.23, XVI.25, XVI.34, XVI.38, 

XVI.44, XVII.32, XVII.38, XVIII.3, XVIII.6, XVIII.11, XVIII.15, 
                                                

282 ÁÈî Èç Õï×sÉÑçÊäãÓÈï ÁÓî ó Vṛttaratnākara, III.  46 
283 sÒâãÊn¨Õï×â ÈÈÁì ÓÖïÒçÈì ó Ibid, III.47 
284 Ibid, p.101 
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XVIII.20, XVIII.37, XIX.9, XIX.36, XIX.41, XIX.49, XX.26, XX.42, 

XX.47 and XX.48. 

 

3. ånÊçÑâ (Õï. Õï. å. å.) - We find eighteen examples of Indumā variety of 

Vaṁśastha metre in the present poem. The example of it is as follows: 

½çrð sÕã×wÒëØç Õï×ÕÊâ ½çÓî 

sÕÐâã½ÒëÌâ ãÌÁÑâÈçÔëØç ¿ó 

ÖmÏnËÈí ÏnËçØç ÏânËÕâ ÁÌâð 

¾âÈï Íý¿®çS¿ ãÌÁâ ãÌÁëwÕÚíóó BC, XV.9 
The other examples are as follows: 

XV.19, XV.36, XV.50, XVI.33, XVII.3, XVII.7, XVII.29, XVIII.32, 

XVIII.42, XVIII.45, XIX.5, XIX.42, XIX.43, XX.4, XX.6, XX.16 and 

XX.25. 

 

4. Íç*wÃÊâ (å. å. Õï. å.) - We find fourty-one examples of Puṣṭidā variety 

of Vaṁśastha metre in the present poem. The example of it is as follows: 

étÖâÚÑâÖâY ÈÈí ÁÒëpÖÕð 

ÊýíÇëÌ ÖëÌâÍãÈÌâ ÖçÓãÜÈâðó 

áËÑôãÔpÈâ ËötÓâwÃ÷ÖèÌÕð 

ÍýâÇâÌz ÍçÓs™tÒ ÓÇâÉôÑâ½Èâð óó BC, XV.4 
The other examples are as follows: 

XV.5, XV.13, XV.14, XV.16, XV.20, XV.27, XV.33, XV.42, XV.43, 

XV.45, XVI.8, XVI.9, XVI.18, XVI.27, XVI.31, XVI.41, XVI.50, 

XVII.5, XVII.13, XVII.22, XVII.37, XVII.46, XVII.47, XVIII.22, 

XVIII.28, XVIII.31, XVIII.35, XVIII.36, XVIII.43, XVIII.44, XVIII.46, 

XIX.15, XIX.23, XIX.37, XIX.38, XX.8, XX.19, XX.34, XX.36 and 

XX.45. 

 

5. éÍÑëÒâ (Õï. å. Õï. å.) - We find seventeen examples of Upameyā variety 
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of Vaṁśastha metre in the present poem. The example of it is as follows: 

¿ÑèÌô ¿âpÌíãÈ ãÕÌâ ¿ÑèÍãÈï  

ÔxÒï ÓÇë ÌîãÓÕ ÌâãÕ»ï ãÕÌâ ó 

ÅãÈ ÍýÁâÌÌz »çr»âÌÌâÌÔð 

»ÇôsÒ Õâ¿â ™ÈÕâãÌÊï ÈÊâ óó BC, XV.2 
The other examples are as follows: 

XV.7, XV.8, XV.12, XV.35, XVI.32, XVII.44, XVIII.8, XVIII.14, 

XVIII.17, XVIII.25, XIX.1, XIX.46, XX.3, XX.9, XX.12 and XX.46. 

 

6. ÖîÓÑëÒä (å. Õï. Õï. å.) - We find fourteen examples of Saurameyī variety 

of Vaṁśastha metre in the present poem. The example of it is as follows: 

ÔbËë ¿ ÓâjÒë sÑöÈÐäwÑãÕ®Ñâð 

áÌçsÑÓnÈí ÑÚÈäï ¿ Èt™ÍâÑz ó 

ÍÓï ÐÕnÈí;ãÍ Ê×ôÌítÖç»âð 

½nÈçï Ì ×ë»çÏôÈ Èt™Èâ½Öð óó BC, XVI.2 
The other examples are as follows: 

XVI.3, XVI.35, XVI.43, XVII.15, XVII.17, XVII.21, XVII.51, XVIII.5, 

XVIII.47, XIX.10, XX.2, XX.40 and XX.49. 

 

7. ×äÔâÈçÓâ (Õï. Õï. Õï. å.) - We find sixteen examples of Śīlāturā variety of 

Vaṁśastha metre in the present poem. The example of it is as follows: 

ÑnÒë ãÕËâÈâ Ì ÈÕâÌç»èÔÈâï 

ÊËâãÈ ÓâÁïsÈÊÒï ÍÓâÐÕð ó 

áÌâÓÈï Èï ÖÚ ÍâNÅçÁnÑãÐÖz- 

ÈëwÄäÒÑâÌï ¿ ãÕÔíkÒâmÒÚÑz óó BC, XV.21 
The other examples are as follows: 

XV.40, XVI.5, XVI.36, XVII.8, XVII.16, XVII.33, XVII.39, XVIII.13, 

XVIII.34, XIX.13, XIX.25, XIX.30, XIX.32, XIX.48 and XX.15. 



 294 

 
 
 
 

 

8. ÕâÖ*nÈ»â (å. å. å. Õï.) - We find thirty two examples of Vāsantikā 

variety of Vaṁśastha metre in the present poem. The example of it is as 

follows: 

×sÝâsÝ-ãÕYâÏÔ-×îÒô×âãÔÌâ  

»ÇôëÌ ãÕ®mÒ ãÊÌ]Òï ÓÇëó 

ãÕãcÀnÌ×äØëôÇ ËÌ:ÁÒëØçÇâ 

YçÔí»ÒâÝâ ãÕãÚÈâ ÍýÈâãÍÌâ óó BC, XV.15 
The other examples are as follows: 
XV.22, XV.26, XVI.26, XVI.30, XVI.46, XVI.48, XVII.6, XVII.23, 

XVII.28, XVII.35, XVII.42, XVII.43, XVII.45, XVII.49, XVIII.2, 

XVIII.9, XVIII.12, XVIII.18, XVIII.21, XVIII.30, XVIII.38, XVIII.39, 

XIX.7, XIX.11, XIX.24, XIX.31, XX.32, XX.33, XX.38, XX.41 and 

XX.43. 

 

9. ÑnÊÚâÖâ (Õï. å. å. Õï.) - We find sixteen examples of Mandahāsā 

variety of Vaṁśastha metre in the present poem. The example of it is as 

follows: 

ãÍÈâÑÚâsÒâãÍ ×çÐâãÑÔâãØÇí 

ÌâÓâ¿×yÒâï ÖÑçÍëãÒØí;ãÍ Öð ó 

Ìâaz½ä»ÓíãÈ sÑ ãÚÈâÕÚï Õ¿í 

ãÕÌâ×»âÔë »çÑÈäÒÈë ÑãÈð óó BC, XV.3 
The other examples are as follows: 
XV.18, XV.28, XV.29, XV.48, XVI.19, XVI.28, XVII.24, XVII.26, 

XVII.34, XVIII.1, XVIII.41, XIX.28, XX.17, XX.23 and XX.35. 

 

10. ã×ã×Óâ (å. Õï. å. Õï.) - We find twenty-seven examples of Śiśirā 

variety of Vaṁśastha metre in the present poem. The example of it is as 

follows: 
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áwÃâÊ×ï Èc¿ ãÊÌï ÖÑâ½Èï 

ÏÐèÕ Òç}sÒ ÒÊãnÈÑï ãÊÌÑz ó 

×lÒë ™Èâ×âð ÍçtÌâÍçÓsÖÓï 

ÖçÖïÚÈâsÈë ¿ ÓÇâÒ ãÌ½ôÈâð óó BC, XV.34 
The other examples are as follows: 
XV.38, XV.41, XV.44, XVI.42, XVI.45, XVI.51, XVII.30, XVII.31, 

XVII.36, XVII.48, XVII.50, XVIII.4, XVIII.40, XVIII.48, XVIII.50, 

XIX.16, XIX.17, XIX.20, XIX.33, XIX.39, XIX.47, XIX.51, XX.10, 

XX.31, XX.44 and XX.50. 

 

11. ÕìËâÝä (Õï. Õï. å. Õï.) - We find twenty examples of Vaidhātrī variety of 

Vaṁśastha metre in the present poem. The example of it is as follows: 

ÒçãËãwÄÓsÒâãÍ ¿ÑèÒçôãËãwÄÓâ 

ã»ÓäãÃÌâ ÐèãÓ ÖçÓãÜÈâ ÖÈäó 

ÈsÒâð ÖÑÜï ÖÑçÍãsÉÈâ ÐÕÈz 

ÖãÓ]ÓâÒâ ã½ãÓÑâãÔ»â ÒÉâ óó BC, XV.6 
The other examples are as follows: 
XV.23, XV.30, XVI.6, XVI.49, XVII.1, XVII.14, XVII.19, XVIII.7, 

XVIII.16, XIX.2, XIX.19, XIX.44, XX.1, XX.7, XX.11, XX.18, XX.21, 

XX.30 and XX.39. 

 

12. ×az¼¿èÅâ (å. å. Õï. Õï.) - We find seventeen examples of Śaṅkhacūḍā 

variety of Vaṁśastha metre in the present poem. The example of it is as 

follows: 

ÑtÒâ ¿ ËötÒâ ¿ ÌÒëÌ ÖëãÕÈí  

ËÑíô ÒÉâ ÓÜãÈ ÓÜ»âãnÌÁâÌz ó 

ÈÉâ »çÑtÒâ »çÌÒëÌ ¿âãÁôÈí 

ãÌÚntÒËÑôsÖÑÒë sÕÖëÕ»âÌz óó BC, XV.24 
The other examples are as follows: 
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XV.39, XVI.12, XVI.16, XVI.24, XVI.37, XVII.4, XVIII.29, XVIII.52, 

XIX.3, XIX.6, XIX.21, XIX.27, XIX.35, XIX.50, XX.37 and XX.51. 

 

13. ÓÑÇâ (Õï. å. Õï. Õï.) - We find sixteen examples of Ramaṇā variety of 

Vaṁśastha metre in the present poem. The example of it is as follows: 

ÑÑâãÍ ÓâÁÌz! ÑÈÑãsÈ ÖâmÍýÈï 

ÖnËâÒ ÊëÚsÒ ãÕËëãÚ ÓÜÇÑz ó 

ãÁ½äØçÇâ ÓâjÒÖç¼âãÐÔâãØÇâ 

×ÓäÓ-ÓÜâ ÍýÉÑï »ÓëãÔÑâ óó BC, XV.31 
The other examples are as follows: 
XVI.11, XVI.13, XVI.47, XVII.9, XVII.11, XVIII.10, XVIII.24, 

XVIII.27, XIX.12, XIX.18, XIX.34, XIX.45, XX.14, XX.24 and XX.29. 

 

14. »çÑâÓä (å. Õï. Õï. Õï.) - We find twenty-six examples of Kumārī variety 

of Vaṁśastha metre in the present poem. The example of it is as follows: 

áSÕâãËrÆâsÈçÓ½ëØç ÖïãsÉÈìð 

½ÁâãËrÆâ ½ÁÍöwÄ×íãÐÈìðó 

ÓÉâãËrÆâ ÓãÉãÑS¿ ÍùÒð 

ÍÊâãÈãÐÒçô}ÓÈâ ãÕÔíã»Èâð óó BC, XV.10 
The other examples are as follows: 
XV.11, XV.17, XV.32, XV.49, XVI.1, XVI.4, XVI.14, XVI.15, XVI.22, 

XVI.39, XVI.40, XVII.2, XVII.10, XVII.18, XVII.20, XVII.27, XVII.41, 

XVIII.23, XIX.4, XIX.14, XIX.22, XIX.40, XX.5, XX.20 and XX.52 

 

In the cantos XV, XVI, XVII, XVIII, XIX and XX we find these 

varieties. The fourteen varieties of Upajāti metre are also found and they 

are as follows:  

 

1. »äãÈôð (é. å. å. å.) - We find eight examples of Kīrti variety of Upajāti 
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in the present poem. The example of it is as follows: 

ÈÉâpÒÚï ÐèÍ ! ãÕ¿âÓÒâãÑ 

ÍâÓaz½Èí Ìâ*sÈ Ö ¿âÍÕëÊë ó 

ÈsÑâã]ã×wÃâDÒÒÌâÒ ÈsÒ  

ÒtÌí;Õã×wÃð »ÓÇäÒ #Õ óó BC, IV.15 

The other examples are as follows: 
X.2, X.3, X.9, X.27, X.28, X.37 and XIV.24. 

 

2. ÕâÇä (å. é. å. å.) - We find eleven examples of Vāṇī variety of 

Upajāti in the present poem. The example of it is as follows: 

ÓâÁâ ÖÑç^ÉâÒ ÌÑíãÕËâÒ 

×çÐâÖÌï ÖâÊÓÑÍôãÒtÕâ ó 

ÞâtÕâ ÈÊäÒï ãÕãÕËï ¿ ÕâÈõ 

ÍÍýcÀ ÈÝâ½ÑÌsÒ ÚëÈçÑz óó BC, IV.9 

The other examples are as follows: 
IV.10, IV.20, IV.35, IV.37, IV.39, X.22, X.30, XI.16, XI.37 and XIV.12. 

 

3. ÑâÔâ (é. é. å. å.) - We find ten examples of Mālā variety of Upajāti 

in the present poem. The example of it is as follows: 

áÈí ÑÊäÒï ÑÈâÑ*sÈ ÓâÁÌz ! 

ÈÊ*nÈ»ë ÍýëØÒ ÓâÁÖèÌçÑz ó 

ÖëÕëÈ ½tÕâ Ö ¿ ÁâÑÊgnÒï 

ÖëÕâ ÖÈâï ãÖ*}»Óä Á½tÒâÑz óó BC, IV.18 

The other examples are as follows: 
X.29, XI.8, XI.24, XIV.1, XIV.20, XIV.39, XIV.42, XIV.53 and XIV.60. 

 

4. ×âÔâ (å. å. é. å.) - We find eighteen examples of Śālā variety of 

Upajāti in the present poem. The example of it is as follows: 
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ÌëÝënÊçÕØìôð ÖÑÕâpÒ ÖÕâôð  

ãÕYâð Ö ÁâÈí ÏÚç»äãùô×âÔä ó 

ÈÉâãÕËï ÕäxÒ ÖçÈï ÌÓën¨í  

ÔëÐë ÑçÊï ÕäÈÖÑsÈã¿nÈð óó BC, IV.2 

The other examples are as follows: 
IV.31, IV.34, IV.48, X.16, XI.6, XI.11, XI.20, XI.23, XI.26, XI.30, 

XIV.13, XIV.16, XIV.23, XIV.25, XIV.28, XIV.34 and XIV.49. 

 

5. ÚïÖä (é. é. é. å.) - We find eleven examples of Haṁsī variety of 

Upajāti in the present poem. The example of it is as follows: 

Ö ÏíËÒëc¿ët™ÍÒâ »çÑâÓï  

ÊëÕÕýÈï Èë ËÌçØí ãÕ×ëØâÌz ó 

áÖï×Òï ÙëwÄËÌçËôÓí;Òï 

ÐètÕâ ÐÕëÊzÐäãÈ»Óí ãÓÍèÇâÑz óó BC, IV.17 

The other examples are as follows: 
X.14, X.17, X.34, X.46, XI.4, XI.13, XI.14, XI.27, XIV.8 and XIV.56. 

 

6. ÑâÒâ (å. é. é. å.) - We find six examples of Māyā variety of Upajāti 

in the present poem. The example of it is as follows: 

×äÔsÒ ×kÈëÓÉ ¿ârÈâÒâð  

ÖçÖï½Ñï ÈÝ ÁÌâ áÍSÒÌz ó 

ÖÑçjjÕÔï ÐçãÓ ÖçÓãÜÈï ¿ 

Èë ÑëãÌÓë Êë×ÐãÕwÒÊÉôÑz óó BC, IV.4 

The other examples are as follows: 
IV.7, X.31, X.40, XI.32 and XIV.29. 

7. ÁâÒâ (é. é. é. å.) - We find ten examples of Jāyā variety of Upajāti 

in the present poem. The example of it is as follows: 

×ânÈëÌ ã¿ùëÌ Õ¿í ÑÊäÒï  
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tÕÒâãÍ ÓâÁÌz ! ÙÕÇäÒÑ*sÈ ó 

Õ¿âïãÖ ÖÕâôãÇ ãÚÈâ*nÕÈâãÌ  

ÐÕ*nÈ ÌèÌï Ì ÑÌíÚÓâãÇ óó BC, IV.13 

The other examples are as follows: 
IV.21, IV.40, X.10, X.11, X.44, XI.5, XI.34, XIV.10 and XIV.36. 

 

8. ÏâÔâ (å. å. å. é.) - We find twenty-three examples of Bālā variety of 

Upajāti in the present poem. The example of it is as follows: 

Ù}âï ¿ ÑâÌï ¿ ÖÑâÊÓï ¿ 

ÍýäãÈï Íý™wÃâï ÁÌ»âÒ ÈnÕÌz ó 

ÊëÕÕýÈí;sÉâÍÒÊâ×ç _ÊâÑz  

áÐäwÃÍçÝ-vÒÕÚâÓ-Óë¼âÑz óó BC, IV.3 

The other examples are as follows: 
IV.12, IV.16, IV.19, IV.24, IV.28, IV.29, IV.42, X.12, X.23, X.36, X.38, 

XI.19, XI.21, XI.35, XI.36, XIV.4, XIV.26, XIV.27, XIV.50, XIV.51, 

XIV.57 and XIV.58. 

 

9. áâ¨âô (é. å. å. é.) - We find thirteen examples of Ārdrā variety of 

Upajāti in the present poem. The example of it is as follows: 

ÖÑâpÒ ã×ÜâÑÉ ÓâÁÍçÝí  

ÊëÕÕýÈí ÊëÕÖÑâÌçÐâÕð ó 

ÚØôsÒ ÕâÈâÕÓÇï ãÕÈnÕÌz  

ãÌÕsÈçÑâÓbË ÖÑï sÕãÍÝâ óó BC, IV.1 

The other examples are as follows: 
IV.26, X.4, X.5, X.6, X.7, X.13, X.18, X.26, XIV.5, XIV.6, XIV.7 and 

XIV.18. 

10. Ð¨â (å. é. å. é.) - We find thirteen examples of Bhadrā variety of 

Upajāti in the present poem. The example of it is as follows: 

½tÕâ Ö ÈÝìÕ »çÃäÓÍâSÕëô 
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ãÕÓâÁÑâÌï ãÕÃÍï [Ëí;Ëð ó 

ÈëÁ*sÕÌï ¿âÍ»çÄâÓÕâÚï  

ÈÍ*sÕÌï ×mÐçÖÑï ÊÊ×ô óó BC, IV.45 

The other examples are as follows: 
IV.47, X.21, X.35, X.43, XI.17, XIV.3, XIV.21, XIV.31, XIV.37, 

XIV.41, XIV.43 and XIV.52. 

 

11. ÍýëÑâ (é. é. å. é.) - We find twenty examples of Premā variety of 

Upajāti in the present poem. The example of it is as follows: 

ÖÑâ¿ÓõlÔí»ãÚÈâÒ »âÒâô- 

NÒÑíÊÒtsÕï ãÍÈÓï »çÑâÓð ó 

ÖèÈë;az»çÓS¿nÊÌÕöÜÁâÈð 

ÖÊâ ÑÌsÈíØ»Óï Öç½*nËÑz óó BC, IV.6 

The other examples are as follows: 
IV.8, IV.11, IV.23, IV.30, IV.50, X.1, X.8, X.15, X.19, X.20, X.25, 

X.33, XI.2, XI.10, XI.12, XIV.30, XIV.35, XIV.40 and XIV.44. 

 

12. ÓâÑâ (å. å. é. é.) - We find sixteen examples of Rāmā variety of 

Upajāti in the present poem. The example of it is as follows: 

ÙçtÕâ Õ¿í ÐèãÑÍÈëð ÍýÖnÌí 

ÐètÕâ ½ÈS¿âÍ½çrð sÕ½ëÚÑz ó 

ÈÈí ãÕ¿âÓâmÏçãËÔäÌ¿ëÈâð  

ãÌ×âÑ×ëØâÑÌÒnÌÓën¨ð óó BC, IV.25 

The other examples are as follows: 
IV.27, IV.32, IV.46, IV.49, X.39, XI.3, XI.22, XI.25, XI.29, XI.31, 

XI.38, XIV.15, XIV.33, XIV.47 and XIV.54. 

13. °*}ð (é. å. é. é.) - We find sixteen examples of Ṛddhi variety of 

Upajāti in the present poem. The example of it is as follows: 
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ÑöÊçãÌ ÍÝâãÇ ÐÕ*nÈ ÒsÒ  

Õö*}ï Ö ÕöÜí ãÌÒÈï ÍýÒâãÈ ó 

½çÇâsÈç ÖînÊÒôÖ¼â ÐÕ*nÈ  

»ÓíãÈ ÓÜâï ½çãÇÌâï ãÚ ×*kÈð óó BC, IV.5 

The other examples are as follows: 
IV.33, IV.36, IV.41, IV.43, IV.44, X.24, X.32, X.41, X.42, XI.9, XI.39, 

XIV.2, XIV.19, XIV.32 and XIV.55. 

 

14. Ïç*} (å. é. é. é.) - We find eighteen examples of Buddhi variety of 

Upajāti in the present poem. The example of it is as follows: 

ÁâÌâãÑ ÁâÈí ÐÕÈsÈÌèÁí  

ËÌçËôÓí ÐèãÑÈÔë ÍýãÖ}ð ó 

Ì »í;ãÍ ÕäÓð ÍýÐçÓ*sÈ ÁëÈçï  

Èï ÖâmÍýÈï ÒYãÍ ÈTÒÑëÈÈz óó BC, IV.14 

The other examples are as follows: 
IV.22, IV.38, XI.1, XI.7, XI.15, XI.18, XI.28, XIV.9, XIV.11, XIV.14, 

XIV.17, XIV.22, XIV.38, XIV.45, XIV.46, XIV.48 and XIV.59. 

 

The Indravajrā is preferred to be used in describing the beauty of a noble 

heroine or of spring like that of Upajāti metre. It is defined as it contains 

eleven syllables comprising of two groups of ‘ta’ type joined to a ‘ja’ 

group and two long syllables. 

»âÑëÌ Ðí½ë ÑÌÖð ÍýÕöãùð  

Ðí½ëÌ »âÑnÌ ÑÌíãÌÕöãùð ó 

ÏmÐýmÒÈë ÍýâãÇØç ¿®ÑëÈÈz  

Ö½ô*sÉãÈS¿âãÍ ÈÒíS¿»â*sÈ óó BC, X.45 

Further the Śārdūlavikrīḍita is preferred in the praise of a king’s 

valour.285  

×îÒôsÈÕë ÌöÍâÊäÌâï ×âÊèôÔ®äãÅÈï ÑÈÑz ó286 
                                                

285 ST, p. 88 
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In praise of bravery of Kauravas and Pāṇḍavas, our poet has deftly used 

the Śārdūlavikrīḍita metre as follows: 

ËÑâôËÑôÒçÈâð ×çÐâ×çÐÓÈâð Öt»ÑôÊçw»ÑôÍâð  

ÖtÒâÖtÒÍÉâãÙtÒâ ÏÔÒçÈâ Òç}âÒ ÁâÈsÍöÚâð ó 

ÍçNÒâÍçNÒãÕÍ*S¿Èí;Ý ¿ ÒÉâÖïKÒï ÖÑâÖíãÊÈâð  

ÕäÓâð ÍâNÅÕ»îÓÕâ ÏÈ ÈÊâ Öï½ýâÑÐèãÑï ½Èâð óó BC, XIII.84 
In poetry admitting science, very long metres are of no use; in a work on 

science admitting poetry, the length of the metres (varies) with the 

sentiment. One well-versed in poetry should use Anuṣṭup metre in all 

works whixh are of the type of the Purāṇas, or which are didactic in 

nature, and aim at clear exposition.287 

ÍçÓâÇÍýãÈãÏmÏëØç  ÍýÖnÌíÍâÒÕtÑôÖç ó 

éÍÊë×ÍýËâÌëØç »çÒâôtÖÕëôwÕÌçwÃçÐÑz óó288 
Following the same rule our poet has also appropriately used Anuṣṭup 

metre. The advice of inviting guests is given as follows: 

½öÚâ½ÈsÒ Öt»âÓí ãÕËëÒí ÊëÕÕtÖÊâ ó 

ÖÕâôÖâÑëÕ ÍèÁâÌâï ÍèÁâ;ãÈÉëÑôÚùÑâ óó BC, III.37 
The description of the beauty of a noble heroine, acting as excitant of the 

Erotic Sentiment and (that of) spring or its concomitants, becomes grand 

when it is done in the Upajāti metre.289 

Ùöaz½âÓâÔmÏÌíÊâÓÌâãÒ»âRÍÕÇôÌÑz ó 

ÕÖnÈâãÊ ÈÊaz½:¿ ÖcÀâÒÑçÍÁâãÈãÐð óó290 
In the description of love-making sport of King Śāntanu and Satyavatī, 

the poet has skilfully applied the Upajāti metre as follows: 

áÌnÈÓï Èî ãÈÔÈNÅçÔâKÒï  

ÍÓsÍÓâãÔaz½ÌÑnÕÐèÈâÑz ó 

Èâï ÐâÕÐèãÑï ÖÑÈätÒ ÐèÒð 
                                                                                                                                       

286 Ibid, III.22 
287 ST, p. 81 
288 Ibid, III.9 
289 Ibid, p. 84 
290 Ibid, III.17 
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ÍýâpÈâÕçÑî ÊçgËÁÔìkÒÐâÕÑz óó BC, X.29 
Thus, the poet has appropriately used Upajāti metre in the poem. Further, 

it is said by Kṣemendra that at the end of a canto, the poet should use 

Mālinī, full of racy rhythm.291 

»çÒâôtÖ½ôsÒ ÍÒônÈë ÑâãÔÌäï ¨çÈÈâÔÕÈz óó292 

Following this rule, our poet has used Mālinī metre at the end of third, 

fifth, sixth, seventh, ninth, tenth, eleventh, tweleth, fourteenth, fifteenth, 

sixteenth, eighteenth and nineteenth cantos. 

ÖçÓÈÖç¼ÖÑç¨ë »âãÑÌäÊëÚÔBÒë 

ÓãÈÔÚãÓÑÌíÞë ÕâÖÌâÕâãÓÍèÇëô ó 

ÐÓÈ»çÔÑÚäÍí ÖïÒÈâtÑâ ÓÈâtÑâ  

ÖÈÈÑÕÁ½âÚë »âÑÕë½íÅçÍëÌ óó BC, XII.57 

In describing the calamity of living abroad in the rainy season, 

Mandākrāntā excels others.293 

    ÍýâÕöÃz ÍýÕâÖvÒÖÌë ÑnÊâ®ânÈâ ãÕÓâÁÈë óó294 

In describing the earth which has become beautiful because of rain, our 

poet has used Mandākrāntā metre as follows: 

    ÍýâÒcÀâÒâ ÌÐãÖ ÁÔÊìð »âãÑÌä»çnÈÔâÐìð 

×sÒSÒâÑâ ¼½ÓÕ»Ôâ ÍçwÍ½nËâ*nÕÈâ ¿ ó 

ÊëÕäÒmÐèÓãÍ Ì rr¿ë Êâ×»nÒâsÕRÍë 

ÌâÓäÓtÌë ÍýÖãÈÑÌÖë ÐèãÑÍâÔâÒ ÈsÑì óó BC, VIII.6 

One, who has obtained proficiency in the use of a particular metre 

through practice, should weave his composition in same. Regard for a 

special metre is seen even in the earlier writers. They display extreme 

beauty in the use of that metre and finish a composition (in a metre) other 

than the one in which they started. The diligence of Abhinanda is always 

focused in the Anuṣṭup. In the mouth of Vidyādhara the same metre is 

                                                
291 Ibid, p. 85 
292 ST, III.19 
293 Ibid, p. 87 
294 Ibid, III.21 
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very effective like a magic pill. Pāṇini is loveable by his charming 

Upajāti verses, just as a garden grows agreeable by its jasmine creepers 

which work unique wonder. There is some indescribable beauty in the 

Vaṁśastha, the royal umbrella (i.e. best) of metres, of lustrous gleam, by 

which the beauty of Bhāravi’s poetic fancy has been enhanced. The 

speech in the form of creeper, which climbs the Vasantatilakā and 

embraces it closely and has buds coming forth, looks bright in the garden 

of eloquence. The charming Śikhariṇī employed by Bhavabhūti and 

having its flow unimpeded, dances like a lovely pea-hen, at the advent of 

the rainy season. Kālidāsa’s Mandākrāntā, well in his hand, saunters like 

a mare of Kamboja country in the hands of a good trainer of horses. 

Rājaśekhara is famous on account of his Śārdulakrīḍita like a high-

peaked mountain with its extremely steep ranges. Thus ancient poets, 

though using all the metres, had regard for a special one, as if for a 

particular necklace.295 

 

Metrical Blemishes 

 

There are 1118 verses in Bhīṣmacaritam. The poet has appropriately used 

total 11 metres according to the descriptions and situations in the poem. 

In the present poem our poet has mostly followed that rule which 

optionally depicts that the last light syllable of the line of the verse is 

considered as the heavy syllable to fulfil the condition of the metre. In the 

42nd verse of the fouth canto of the present epic, our poet has considerd 

the last light syllable as the heavy syllable to fulfil the condition of the 

Upajāti metre as follows: 

ÌëÝë ÖÓíÁìð ÓÖÌâ ÎÔìS¿  

½äÈìð ãÍ»âÌâï ÙÕÇë*n¨Òï ¿ ó 

tÕgÕâÒçÌâ ¾ýâÇÑÌë»½nËìð 

                                                
295 ST, III.27 to III.36, pp. 90-92  
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ÈçÈíØ Ïç}ä*n¨ÒÍ:¿»ï ¿ óó IV.42 

Here the last light syllable of the first, second and the fourth quarter is 

‘ca’ which is short. Following the rule of Upajāti, our poet has 

considered these light ‘ca’ as the heavy syllable to fulfil the condition of 

the metrics. The other examples are: 

I.27, II.33, V.39, V.40, V.41, VII.19, VIII.18, IX.4, X.30, XI.7, XII.17, 

XIII.22, XV.9, XVII.42, XVIII.10, XIX.51, XX.10, XX.33 

The usages of light syllable at the end should not be considered as the 

metrical blemishes as such. 

  

Yati-doṣaḥ 

The presence of the light syllable in the twelth syllable of the 

Śārdūlavikrīḍita secures its melody while sung. In the third quarter of the 

52nd verse of the fourth canto of the present epic, the twelth syllable 

should be light. But it is not so and there is ‘lā’ - a heavy syllable. 

   Ö*cÀwÒâ½ÑÌï ÖçÒígÒ½çrÔâÐï Ôí»ÒnÈsÖçÓâð ó 

Apart from this, the Yati-doṣas are found in the Mālinī metre also 

employed in the poem as: 

½çr¿ÓÇÍÓâ½ï ËâÓãÒtÕâ ÔÔâÃë  

ÌÒÌ»ÑÔÒíð ÖnËâÓÒnÌÙçãÏnÊçÌz ó 

ãÌÁ-ÁÌ»-ãÊ§Üâ-Ùöaz¼Ôâ-Ï}¿ëÈâð 

»ÉÑãÍ ½çrÍâSÕâôtÍý*sÉÈí ÓâÁÖèÌçð óó BC, V.52 

Though some metrical blemishes are found in the poem, our poet has 

remained successful in deliniating different sentiments appropriately with 

their bhāvas in the poem. In depicting the heart-touching sentiments like 

valour, pathos etc., our poet has not remained strictly into a square ped of 

round hole. In this regard it is correctly said that: 

áÍâÓë »âvÒ-ÖïÖâÓë »ãÕÓë»ð ÍýÁâÍãÈð ó 

ÒÉâ;sÑì Óí¿Èë ãÕSÕï ÈÉëÊï ÍãÓÕÈôÈë óó296  

                                                
296 KP, Vṛtti of I.1 
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From the above study it is clear that the poet is skilful in making the use 

of various metres. The present epic begins with the Vaṁśastha metre and 

ends with the Mandākrāntā metre. In total 11 cantos (viz., I, V, VI, IX, 

XII, XV, XVI, XVII, XVIII, XIX, XX), the poet has employed 

Vaṁśastha metre, whereas in 04 cantos (viz., IV, X, XI, XIV), the poet 

has used Upajāti metre. In the entire epic, only one example and the 

usage of the metre Indravajrā is found and it is X.45. Apart from this, 

our poet has employed Dṛtavilambita, Anuṣṭup, Mandākrāntā and Āryā 

metres also in the cantos second, third, seventh, eighth and thirteenth 

respectively. Out of 20 cantos, we find 13 cantos (viz., III, V, VI, VII, IX, 

X, XI, XII, XIV, XV, XVI, XVIII, XIX) ending with the Mālinī metre. 

While only 03 cantos (viz., IV, VIII and XIII) get over with 

Śārdūlavikrīḍita metre and 02 cantos (viz., II, XVII) end with 

Vasantatilakā. First canto and twentieth canto end with Viyoginī and 

Mandākrāntā metres respectively. The most striking feature of the 

present epic is that our poet has very skilfully and aptly employed 

fourteen varieties of Vaṁśastha metre in union with the Indravaṁśā 

metre as well as fourteen varieties of Upajāti as depicted by Kedāra 

Bhaṭṭa in his Vṛttaratnākara. Thus, it can be righly concluded that the 

Vaṁśastha and Upajāti metres with their manifold varieties have 

remained the poet’s favourite metres.  

 

Lastly to say, metre is an essential ingredient of a Mahākāvya and thus 

occupies a significant place. It serves as garments of the ideas presented 

by the poet; just as variety of people use variety of garments for the 

different occasions, similarly the metres also change in the poetry as 

there is change in the subject-matter. The use of single metre in the poem 

makes the poem boredom and monotonous for the connoissures. Where 

as the use of various metres in the poem makes it more interesting and 

beautiful. Thus we find different metres employed by our poet in the 
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present poem. 

 

(viii) Miscellaneous aspects 
Another remarkable peculiarity of Hari Narayan’s style is that the stanzas 

are written in ‘Yugmas’.297 The stanza is generally a complete sentence in 

the poem but some times more than one have a single finite verb. There 

are a good number of such verses which are found in Bhīṣmacaritam and 

they are III.13-14 and X.35 to X.38. In this regard Madhusudan Mishra 

rightly observes that the poet is at liberty to choose his favourite metre to 

begin a canto, he also has to observe the restriction to continue it in spite 

of all odds. That is to say, sometimes the metre in hand may look too tiny 

before the elaborate ideas and the poet may face the situation of a square 

peg in round hole, but there is no alternative before the poet other than 

continuing the one at the beginning. The early poets must have felt such 

difficulties in their works, but soon they could have got through it by 

devising some tricks like yugma, sandanitaka, kalāpaka, kūlaka, etc. in 

which a number of stanzas are connected with one another as forming 

one sentence.298   

 

VI.III Set of Characters of the Epic 
Male Characters 

1. Bhīṣma – Bhīṣma is the central and the most honoured character of the 

present epic and our poet Hari Narayan Dikshit has nicely described his 

character in the epic. He is known for his supreme devotion towards the 

Lord. He was admired even by Lord Śrī Kṛṣṇa. Bhīṣma was born as 

Devavrata and is the grandsire of the Pāṇḍavas and Kauravas. He gave up 

marriage and throne for his father’s sake. To the people of India he is the 
                                                

297 ]âBÒâï ÒçgÑãÑãÈ ÍýíkÈï ãÝãÐð SÔí»ìãÕô×ëØ»Ñz ó 
    »ÔâÍ»ï ¿ÈçãÐôðsÒâÈz ÈÊèDÕõ »UÔ»ï sÑöÈÑz óó 
i.e. A combination of two sentences is called Yugma, that of three is Viśeṣaka, that of 
four is Kalāpaka and that of more than four is called Kulaka. 
298 Mishra, Madhusudan, Metres of Kālidāsa, p. 31 
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symbol of mature wisdom. Bhīṣma had a stature and personality that in 

those times were fit for kings. He was having a dynamic personality. He 

was devoted to his teacher. A symbol of truth and duty, the benevolent 

Bhīṣma was in all senses a true human. 

áÌnÒÐâÕëÌ ÖÑâ½ÈstÕâï ½ãÈÑôÊäÒâ ÌãÚ »âã¿ÊnÒâ ó 

™tÕâ ™tÕâ ÍâÄÒ ¿âÍÕëÊï ™ÈÞÈâï ¿ëÈãÖ ËâÓãÒwÒë óó BC, IV.50 

He was strong in body and mind. His extraordinary powers and intellect 

were manifested even in his childhood. He was also called Śāntanava 

after his father and Gāńgeya after his mother.  He was very affectionate 

towards all. He was not only a good warrior, but also highly skilled in 

political science. He tried his best to bring reconciliation between 

Pāṇḍavas and Kauravas to prevent the war. He was very benevolent as 

well as he was having foresightedness. He was a great Jñānī, a man of 

wisdom, and also a man of great renunciation (mahātyāgī). Śrī Rāma 

obeyed his father’s words only for fourteen years but Bhīṣma stuck to his 

father’s words for the rest of his entire life. By his great determination 

and strict observance of his vows, he got his name Bhīṣma. He was 

strongly determined. 

ãÌ×â»Óí ÌâÑ ãÊÕâ»ÓâÒÈâï ãÊÕâ»Óí ÌâÑ ãÌ×â»ÓâÒÈâÑz ó 

Á½ã]ÍÒâôÖÑÕâpÌçÒâÊz ÕÓï Ì Ñë ÍýãÈÞâ [ÌöÈâ ÐãÕwÒãÈ óó BC, XII.22 

 

He was the knower of the dharma i.e. one’s own duty as well as he was 

very kind at heart. He was brave and valourous. He had a deep sense of 

renunciation. What Bhīṣma was and became can be easily guessed from 

the noble sacrifices that he made for his beloved father. A young prince 

of his age, a young man of twenty, sacrificed willingly and gladly all his 

prospect, all his hopes, all his pleasures, his inheritance, his sovereignty 

over the biggest of Āryan kingdom’s , is hardly to be found depicted in 
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any of the literatures of the world. He not only sacrificed all this, but 

vowed to be ever true, faithful, and friendly to the children of his step-

mother whom he himself brought for his father and made her his great 

queen. Everybody cannot be this, and perhaps none but Bhīṣma could do 

it. He was happy, he was very happy, because he was able to make his 

father happy. 
 

2. Śāntanu – Our poet Hari Narayan Dikshit has nicely portrayed the 

character of the king Śāntanu in his epic Bhīṣmacaritam. Śāntanu was the 

king of Hastināpura. He was the youngest son of King Pratīpa of 

Hastināpura and had been born in the latter’s old age. He was bright like 

Indra and his physique was sturdy. He was valorous and famous in all 

over India because of his good qualities. All the citizens loved him and 

respected him.  

ÖçÓën¨ÈëÁâ ãÓÍçÖèÊÌÜÑð ÍýÈäÍÖèÌè ÓÑÇäÒãÕ½ýÚð ó 

ÍýÁâãÍýÒS×âÖÌ»ÑôÍ*NÅÈí ½Èð ÍýãÖ*}ï Ö ÖÑsÈÐâÓÈë óó BC, I.19 

He was wise, kind and just. During his kingship, the kingdom of Kuru 

prospered around Hastināpura. In his justified and valourous ruling, no 

one was unhappy nor anyone was harassed; no one was poor nor was 

unemployed; and no one was terrorised. Business and commerce, peace 

and prosperity, art and literature flourished all around. People both inside 

the palace and out side were happy. High standard of education, both 

secular and spiritual, was maintained through the system of Gurukula 

(Āśrama). Hard work, honesty and sincerity made these students better 

citizens. The teachers were well versed in all aspects of arts and science 

related with politics, statesmanship, warfare and economics. Yoga and 

meditation were routinely included in the curricula. No one was illiterate 

nor was a beggar; no one was thief nor was a fraud; no one was hopeless 

nor was a murderer. During the time of Śāntanu’s ruling, the Brahmins 

were always busy in learning the scriptures; Kṣatriyas were always busy 
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in protecting the society and our nation; Vaiśyas were always busy in 

farming, trading etc.; and Harijanas (i.e. Śudras) were happily serving 

the people. The teachers were always keeping their minds in teaching 

their students and the students were always following their advices. In 

this way both the teachers and the students were staying in harmony with 

one another. 

The king Śāntanu became extremely happy on knowing from the 

different teachers that his son Devavrata has got trained in different arts 

of learning. He has in depth love for his son that after his return from all 

his learning, King Śāntanu once went for hunting. He reached deep into 

the forest across a river. After many hours of horse ride and laborious 

chase, the tired king instructed his attendants to carry his horse and other 

possessions, and decided to return to his palace in a ferry boat. There he 

saw Satyavatī, the daughter of fisherman Dāśarāja and as the fate had it, 

the king fell in love with her at first sight! Their eyes met and love was 

exchanged. He proposed her for the marriage. She took him to his father 

for the permission. Taking this love as an opportunity, her father 

Dāśarāja put one condition for marriage. The condition was that the son 

born of her would be entitled to the kingdom and not Devavrata. The 

king did not accept such a condition as he loved his son Devavrata so 

much though he could not quite dismiss the girl from his mind. He 

remained melancholy silent. This shows his in depth love for Devavrata. 

He also respected all the teachers and was paying honour and wealth to 

them appropriately. He called expert teachers from the different parts of 

India and provided them with the facility of lodging, food, payment and 

servants. Thus he paid his due respect and honour to them. This way he 

satisfied them all from the core of the heart. He was also open-hearted 

and thus a good donor. For instance, on knowing the arrival of Devavrata 
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to Hastināpura from his teacher Paraśurāma, he announced that the cost 

of entire welcome ceremony should be bore by him only from royal 

lockers and not by the citizens. He was very much conscious and aware 

of the scenario of that time. He has also developed a good sense of 

foresightedness. He was lusty too. For instance, he got attracted towards 

the beautiful lady Gaṅgā and then got married to her and had a son 

namely Devavrata. She passed away and after sometime he saw 

Satyavatī; and went mad after her. He approached and proposed her for 

the marriage. But her father put a difficult condition for marriage, which 

he did not agree to and thus returned to the palace empty handed. But the 

separation from his beloved Satyavatī made him weaker mentally and 

physically. 

 

3. Śrī Kṛṣṇa – Our poet, like Veda Vyāsa, has nicely portrayed the 

character of Śrī Kṛṣṇa in the present epic. Like the Mahābhārata, this 

epic also upholds the fact that the controller of the world, the God of 

gods and the Master of the entire Universe Lord Nārāyaṇa had descended 

upon the earth as Śrī Kṛṣṇa. When Kauravas especially Duryodhana had 

strong sense of jealous for Pāṇḍavas, he planned to burn them in wax 

palace by trick, but it went in vain. Later Pāṇḍavas stayed incognito for a 

year and Arjuna won Draupadī, the daughter of King Drupada in 

Svayaṁvara and she became common wife of all the Pāṇḍavas. On 

knowing this fact, Śrī Kṛṣṇa strongly emphasised Dhṛtarāṣṭra and others 

like Bhīṣma Pitāmaha, Vidura etc. to invite them back to Hastināpura and 

to return them their due share in the kingdom. Duryodhana accompanied 

by Karṇa strongly opposed this proposal and fell in hot discussions with 

them in the hall. At this juncture Dhṛtarāṣṭra determined to establish 

peace by giving half the kingdom to the sons of Pāṇḍu. He sent Vidura to 

the kingdom of Pāñcāla to fetch the Pāṇḍavas and Draupadī. Dhṛtarāṣṭra 

asked Yudhiṣṭhira to have equal share in the kingdom by going to 
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Khāṇḍavaprastha forest. Thus he returned them their share in the 

kingdom by giving dense forest. With the help of Śrī Kṛṣṇa the Pāṇḍavas 

renovated that ruined city, built palaces and forts and renamed it 

Indraprastha, and it grew in wealth and beauty and became the 

admiration of the world. The Pāṇḍavas ruled there happily for long time 

with their mother and Draupadī, never straying from the path of Dharma. 

Further when Draupadī was insulted by Duḥśāsana in the assembly hall 

in front of all, she feeling altogether helpless raised a cry for help to Śrī 

Kṛṣṇa. On hearing the pathetic call of Draupadī, the compassionate Lord 

came running and hiding Himself as Dharma behind her clothes saved 

her modesty by extending the cloth of her infinitely.  

 

Guide and Advisor - Pāṇḍavas were undergoing the hardships of 

banishment, when they lost everything in the game of dice against 

Kauravas. In the forest they were staying with the observance of duty, 

patience and valour. At that time they were Śrī Kṛṣṇa and Veda Vyāsa 

only, who came to meet and to console them frequently. The knower of 

Yoga-vidyā and the thoughts of mind – when the war was on, Arjuna 

became mentally weak against grandfather Bhīṣma while fighting with 

him. Knowing this mental condition of Arjuna, Śrī Kṛṣṇa raised him by 

recalling his kṣatriya dharma. 

ÐäwÑsÒ ÐâÕï ¿ ãÕÐâvÒ ™wÇí;ÏýèÈâÁçôÌï ãÕ®ÑÑâ¿ÓnÈÑz ó 

ásÈâ¿Ôï Õâ:ÀãÈ ÐäwÑÐâÌçð ×çÐâÒ ÈnÌâstÒËçÌâ ãÕÔmÏð óó BC, XIV.50 

Further, when grandfather Bhīṣma was pierced by the arrows of Arjuna, 

was laid on the bed of arrows and was waiting for the Sun to move 

towards the northern hemisphere, in order to give up his mortal frame of 

his will, Lord Kṛṣṇa removed all his pain. When the war came to an end 

and Ydhiṣṭira has been coronated, Śrī Kṛṣṇa along with the Pāṇḍavas 

went to meet Bhīṣma Pitāmaha. Understanding the wisdom of 
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grandfather Bhīṣma, Lord Śrī Kṛṣṇa requested him to exhort the 

knowledge to the Pāṇḍavas. Thus, Śrī Kṛṣṇa is portrayed as very kind, 

compassionate and the omnipotent, omniscient and omnipresent. 

 

4. Yudhiṣṭhira – Like Bhīṣma, our poet has very aptly portrayed the 

character of Yudhiṣṭira as a very high soul. He was born of Dharmarāja. 

He was an embodiment of Dharma. For instance, when the Pāṇḍavas 

having lost the stake for the second time proceeded towards the forest, 

the inhabitants of Hastināpura felt very unhappy. They began to curse the 

Kauravas and giving up their hearth and home a considerable number of 

citizens followed them with a view to accompany them to the forest. 

Even then Yudhiṣṭhira did not utter a word against the Kauravas and with 

great effort persuaded all of them to return. He was possessed of a 

number of divine qualities such as forbearance, steadfastness, endurance, 

humility, compassion and an unshakable love etc. Even in his childhood 

he had gained great popularity through his modesty, good conduct and 

thoughtful nature. When he was quite young his father Pāṇḍu, a great 

soul, left for his celestial abode. Since then he would regard his senior 

uncle Dhṛtarāṣṭra as his father and developed a great respect for him and 

never disobeyed him. He was tolerant and very cautious about the 

discharge of his duties. He could bear to suffer any loss but the lapse in 

Dharma was unbearable to him. A better example of one’s love for 

Dharma and tolerance can hardly be found in the world except 

Yudhiṣṭira. Further, he was very intelligent as he was very skilled in 

shaping his behaviour appropriate to the occasion. He was always 

conscious in offering due respect to elderly people. He did not fail to 

observe social decorum even in the most strained circumstances. His 

intellect can be observed in his making calculation of not winning against 

Bhīṣma in the great Mahābhārata war. He was very compassionate. He 

was getting pained in the heart on seeing others unhappy. Still 
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extraordinary was his affection and love for those taking refuge in him. 

He was greatly shocked to hear about the departure of Lord Śrī Kṛṣṇa to 

His supreme abode and the extermination of the Yādavas. Similarly, he 

got very sad at the time of Bhīṣma’s last journey i.e. departure to the final 

beatitude. It shows how lovable and affectionate he was. Even though he 

was full of all good qualities, he had one bad habit. He was fond of the 

game of dice, in which he lost everything. Thus, he is portrayed as a 

person of modesty, good conduct and thoughtful nature. 

 

5. Arjuna – Our poet has portrayed Arjuna as a great warrior. He was a 

great devotee of Lord Śrī Kṛṣṇa and also His friend, lover. The 

foundation of his career as a warrior was laid down when he was young. 

He learned everything that his guru Droṇācārya could teach him, 

attaining the status of “Mahārathī” or outstanding warrior. He has been 

well-built and extremely handsome. He was also true and loyal to his 

friends. He was an ambidextrous master archer and played a central role 

in the conflict between the Pāṇḍavas and their adversaries, the sons of 

Dhṛtarāṣṭra, known as the Kauravas. Skilled in archery, he was able to 

string and release dozens of arrows with deadly accuracy in mere 

seconds. He was not only a matchless archer and a valiant fighter 

unchallenged in the world, but also was pre-eminently true to his words 

and a virtuous and righteous man who exercised control over his senses. 

He was reluctant to take part in the battle because he knew he would be 

expected to potentially kill the enemy, which included many of his own 

relatives. He was persuaded by his charioteer and close friend, Lord 

Kṛṣṇa, to change his mind. He was also sensitive and thoughtful, as 

demonstrated by his misgivings about the Kurukṣetra war. His sense of 

duty was acute; he once chose to go into exile rather than refuse to help a 

Brahmin subject. Although an unconquerable fighter at the start of the 

great battle, Arjuna experienced an intense feeling of self-doubt and loses 



 315 

 
 
 
 

his resolution to fight when he saw his grandfather Bhīṣma-pitāmaha, 

teacher Droṇācārya, cousins and other relatives. Śrī Kṛṣṇa any how 

motivated him to fight, but on the tenth day of Mahābhārata war when 

he was asked to shoot arrows on Bhīṣma, he hesitated from doing so. 

 

6. Paraśurāma – Paraśurāma has been a Brahmakṣatriya (warrior 

Brahmin), the first warrior saint. His mother was a descendant of the 

Kṣatriya Sūryavaṁśa clan that ruled Ayodhyā to which Rāma also 

belonged. In the later life, he gave up violence, became an ascetic and 

practiced penances, mainly on the Mahendra Mountains. Our poet has 

nicely depicted the character of Paraśurāma in the present epic. He has 

portrayed him as a violent temper. He was a master archer himself as 

well as an expert teacher of the archery. 

ÖÕôÞÈâ ¿âÍ»Ôâ»ÔâÍë ÕÕôãÈô ÌèÌï ÑçãÌÁâÑÊgnÒë ó 

Ôí»ë;ÕÔí»ë ÌãÚ ÈtÖÑâÌï ËÌç½ôçrï »*:¿ÊÑí¾ãÕYÑz óó BC, IV.16 

He received an axe after undertaking a terrible penance to please Śiva, 

from whom he learned the methods of warfare and other skills. He 

traversed the earth twenty-one times and punished the evil-doers who 

were harassing the people. In ancient times, several kings who had turned 

into evil beings because of their royal wealth, arrogance of power, and 

people’s allegiance, ruled our country. They had posed a serious threat to 

the pious, religious and scholarly life-pursuit of those who wanted to lead 

a life of moral and social rectitude. It was at this time that a great man, an 

incarnation of God, manifested himself on the earth. He achieved an 

adventurous, romantic and revolutionary desire. Because of his 

campaigns, injustice was done away with and justice established on earth. 

This virile, powerful and towering person picked up an axe, went round 

the earth twenty-one times and killed the evil Kṣatriya kings like felling 

trees in the forests, and thus brought solace to the people. The country 
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again smiled with peace and prosperity. And it was as if a New World 

had been created. He was the ‘Guru’ (Master) of such royal stalwarts and 

savants as Bhīṣma and Droṇa. He was very kind and affectionate towards 

his disciples. 

7. Duryodhana – Duryodhana was the eldest son of the blind King 

Dhṛtarāṣṭra and Queen Gāndhārī. He was the eldest of one hundred 

Kauravas, cousin and the chief antagonist of the Pāṇḍavas. Our poet has 

portrayed him as the most boastful king of the Kuru family. Duryodhana 

was a powerful and capable king who governed his subjects fairly, but 

was devious and wicked in his plots against his cousins. 

ÊçÒíôËÌí ãÕ¿âÓï ™tÕâ Ö»Çô×»çãÌÊçð×âÖÌð ó 

ÀÔëÌ ÕâÓÇâÕÈë ÊâÚãÒÈçï ÒëÈë ÍâNÅÕâÌz óó BC, XIII.28 

ãÌÕâãÓÈí;ãÍ ãÕÊçÓëÇ ÊçÒíôËÌsÒ ÚÄëÌ ËöÈÓâwÃ÷ð ó 

YèÈï »âÓÒâÑâÖ »çãÃÔï ¿âÔÒÌz ÍãÉ »çãÃÔë óó BC, XIII.49 

ÙçtÕâãÍ Õâ¿ï Ö ™ÍsÒ ÊçÑôãÈð ãÌÁâãÐÑâÌï ¿ ÚÄï ¿ Ìí ÁÚî ó 

ãÕ×az»ÑâÌí ÏÚç ÍâNÅçÁnÑÖç »çÈ»ôÍèÕõ ¿ ÓÇë ÑÌí ÊËë óó BC, XV.32 

Although loved by all his family, Duryodhana and most of his brothers 

were seen as inferior to the Pāṇḍavas in their adherence to virtue and 

respect of elders. Duryodhana was mentored by his maternal uncle 

Śakuni, who desired the elevation of his sister's children at the expense of 

the Pāṇḍavas. Śakuni masterminded most of Duryodhana's plots to 

humiliate and kill the Pāṇḍavas. 

ÊçÒíôËÌí ÕäxÒ ÍÓâÐÕï ãÌÁï ÐätÕâ ¿ ÐäÑâÊz ÒÑÓâÁÖ*nÌÐâÈz ó 

ÍÔâyÒ Òç}âÊãÕÈçï ãÌÁâÌÖèÌz á½âËÈíÒë ÖÓãÖ vÒÔäÒÈ óó BC, XV.39 

Duryodhana’s hatred for the Pāṇḍava brothers stemmed from his sincere 

belief that he being the eldest brother was the heir apparent to the throne 
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of Hastināpura. His father, in spite of being the eldest son, had to 

renounce the throne in favor of Pāṇḍu because of his blindness. 

Duryodhana deeply believed that what was rightfully his was being given 

away to his elder cousin Yudhiṣṭira which was nepotism. His refusal to 

accept Yudhiṣṭira as Crown Prince, stemmed from the fact that he never 

acknowledged the sons of Kuntī & Mādari as the sons of Pāṇḍu. To him, 

the tales relating to Kuntī’s boon was all eyewash. Duryodhana never 

accepted the fact that Dhṛtarāṣṭra was a regent following the death of 

Pāṇḍu, and that Yudhiṣṭira was the only one eligible for kingship. 

He also bored a deep hatred for Bhīma, who dominated the Kauravas in 

sport and skill, with his immense physical power and strength. 

Duryodhana remains jealous of Yudhisthira, owing to Indraprastha’s 

prosperity and fame exceeding to that of Hastināpura’s. When 

Yudhiṣṭhira performs the Rājasūya sacrifice that makes him emperor of 

the World, Duryodhana is unable to control his sense of jealous and 

hatred.  

ÊçÒíôËÌí Ì ÖëÚë ã»nÈç Èï ÐâãÕ»çrÓâÁRÍëÇ ó 

ÈÊÖî ãÏÐëÊ ãÍÈÓï ËöÈÓâwÃ÷ï ÍâNÅçÍçÝëBÒð óó BC, XIII.26 

ÍâNÅÕâÌâï ÕìÐÕï §wÃzÕâ ÈÝ ÊçÊâÕ ÊçÒíôËÌð ó 

ÍýÏíãËÈë;ãÍ ×»çãÌÌâ ÌíÍ××âÑ ÈÊäwÒâôÌÔð óó BC, XIII.46 

8. Bhīma – As per the original story of the Mahābhārata, sage Durvāsā 

had given a divine mantra to Kuntī. After her marriage to King Pāṇḍu, 

she used the divine mantra and gave birth to Yudhiṣṭhira. She then 

chanted the mantra to invoke Vāyu. Vāyu blessed her with a strong son 

Bhīma. This way Bhīma was the son of Pāṇḍu and Kuntī. He was one of 

the central characters of Mahābhārata and the second of the Pāṇḍava 

brothers. He was one of at least two sons of Lord Vāyu in Hindu 

mythology, another such son being Lord Hanumāna. Bhīma was 
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distinguished from his brothers by his great stature and unimaginable 

strength. He excelled all Kauravas and his four brother Pāṇḍavas in 

physical prowess. He was the strongest and the naughtiest of all the 

brothers. He used to bully Duryodhana and the other Kauravas by 

dragging them by the hair and beating them. He would grab the Kauravas 

bathing in the river and pin them down in the water till they suffocated. 

When the Kauravas climbed up a tree, he would uproot the tree and shake 

it vigorously. The Kauravas would fall off the tree like ripe fruits. Our 

poet has portrayed him as the mighty Pāṇḍava. He was really good in the 

mace-fight. Small wonder that the Kauravas nursed, was a deep hatred 

for Bhīma from their very infancy. 

ÊçÒíôËÌäÒâ áÌçÁâð ÖÚíÊÓâð ÚÈâÕã×wÃâð ™ÈãÕ®Ñâð ÓÇë ó 

#»ëÌ ÐäÑëÌ ÏÔâã]Ìâã×Èâð È*sÑ*nÊÌë »îÓÕÕã{ÕâãÓÇâ óó BC, XV.37 

9. Citrāṅgada – Citrāṅgada was the elder son of King Śāntanu and queen 

Satyavatī. Since his elder step brother Bhīṣma (the son of Śāntanu and 

Gaṅgā) took a vow of not ascending the throne of Hastināpura, he 

became the King after Śāntanu and was very successful. He was ruling 

the kingdom greatly. He was very confident and was having impressive 

personality. 

ÞâÌâÁôÌë ÊùÑÌâ ÑÌsÕä ã¿Ýâaz½Êí ]âÊ×ãÐð ÖÑâãÐð ó 

DÒâÌëÌ ÒtÌëÌ ÍãÓÙÑëÇ ÖÑsÈãÕYâãÌÍçÇí ÏÐèÕ óó BC, XI.21 

ËÑâôãÊ×âsÝëØç »ÔâÖç ÌäÈî ×sÝëØç ¿âsÝëØç ¿ ÓâÁÌäÈî ó 

ÑÌçwÒÈâÒâÑãÍ ÊçÔôÐâÒâï ÐÕnÌËäÈä ÖçÈÓâï Ö ÓëÁë óó BC, XI.22 

He was also sweet in his speech. He was very affectionate towards his 

brothers Bhīṣma and Vicitravīrya.  

_YâÌÕYëÌ ÑÌíÚÓëÇ ã¿Ýâaz½ÊsÒâ¿ÓÇëÌ ÐäwÑð ó 
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áÑnÊÑâÌnÊÑãÕnÊÈâÖî ÑëÌë ÈÑâtÑâÌãÑÕ ã]ÈäÒÑz óó BC, XI.26 

tÒâ½ëÌ ¿âÌëÌ ãÕÔÜÇëÌ ÈÈsÈÊäÒëÌ ¿ »âÓÇëÌ ó 

ÍýÐâãÕÈí;Ðè*nÌÈÓâï »çÑâÓí ÏÏnË ÐäwÑë Ö ¿ ÐãøÐâÕÑz óó BC, XI.28 

He became haughty after becoming a crown prince and acquiring the 

kingdom from his step brother. 

áÕâpÒ ÓâjÒï ÍÓÑÍýÈâÍÕâÌz ÈöÇâÒ ÑëÌë ãÌ*¼ÔâÌÖî ÌöÍâÌz ó 

ÏÔâãÐÑâÌä Ö ÊËî Ì ÑâÊôÕï ãÕËëãÕôËâÌï ÏÔÕnÑÈï  ÒÈð óó BC, XII.27 

Unfortunately, his success angered a Gāndharva King of the same name. 

They fought an even matched duel and in it human Citrāṅgada was slain 

heirless. His younger brother Vicitravīrya then ascended the throne.  

10. Vicitravīrya – Vicitravīrya was the younger son of queen Satyavatī 

and King Śāntanu. His elder brother, Citrāṅgada, had initially succeeded 

their father to the throne of Hastināpura, but when he died childless, 

Vicitravīrya succeeded him. He was still a child when he was crowned 

king, thus Bhīṣma ruled as his regent. But later he became a good ruler. 

When the young king became at proper age to marry, Bhīṣma searched 

for him for a suitable bride. And he heard that the King of Kāśī was 

holding a Svayaṁvara for his three daughters. Since Vicitravīrya himself 

was yet too young to stand any chance of being chosen by the young 

women, Bhīṣma himself went to the Svayaṁvara. Bhīṣma won the 

Svayaṁvara and brought the Princesses Ambā, Ambikā and Ambālikā to 

marry Vicitravīrya. But Ambā had already given her heart to Śālva, 

therefore Ambikā and Ambālikā were married to Vicitravīrya. He 

became mad after those two princesses and thus giving up worldly affairs 

he got engaged in sensual enjoyment. 

ãÕã¿ÝÕäÒôð ÖÑÕâpÒ Èë éÐë ×ÓäÓ×íÐâãÁÈÑâÓÕlÔÐë ó 

áÌnÒ»ÑâôÌçãÊÈï ãÊÕâãÌ×ï ÓÈí;ÐÕÊz Ðí½ãÕÔâÖ»ÑôãÇ óó BC, XII.55 
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Unfortunately, shortly after his marriage, Vicitravīrya died of 

tuberculosis. As he died without an heir, Bhīṣma was asked by Satyavatī 

to produce the next generation by Vicitravīrya’s wives, Ambikā and 

Ambālikā. But Bhīṣma declined this as he had already vowed to remain 

celibate for life. He instructed Satyavatī to instead summon her son 

Vyāsa to father grandchildren for her. Ambikā subsequently gave birth to 

Dhṛtarāṣṭra, while Ambālikā bore Pāṇḍu. 

11. Niṣādarāja – Niṣādarāja was the chief of the fishermen and father of 

Satyavatī, known as Matsyagandhā. Our poet has portrayed him as the 

most selfish, greedy, boastful and angry person in the present epic. He is 

totally portrayed as a villain in the happiness of his own daughter 

Satyavatī as she falls in love with King Śāntanu and Niṣādarāja becomes 

an obstacle in their union by putting very unethical conditions for 

marriage to the King.    

ÍÓÑÖâÕÕÊÊz ÕÖçËâÍãÈï ÒãÊ ÑÊäÒÖçÈâÈÌçÁnÑÌë ó 

ÒçÕÌöÍtÕÑÖï×ÒÑpÒôÈë ÈÊËçÌìÕ ÊÊâãÑ ÖçÈâãÑÑâÑz óó BC, VII.54 

Female Characters 

1. Satyavatī – Satyavatī was the queen of the Kuru King Śāntanu and the 

great-grandmother of the Pāṇḍava and Kaurava princes, principal 

characters of the Mahābhārata. According to the Purāṇas, she was born 

to the Cedi King Vasu (also known as Uparicara Vasu) and a fish, who 

was actually a celestial lady, Adrikā. But she was nevertheless brought 

up as a commoner, an adopted daughter to a ferryman or fisherman or a 

dāśeyī. She was also known as Matsyagandhā (one who has the smell of 

fish) in her earlier life and Yojanagandhā in her later life. Another name 

for her was Kali. She was sweet by her speech.  

When she grew older, Satyavatī took to ferrying pilgrims across the river 
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Yamunā. Once she was taking the Sage Parāśara in her boat. Smitten by 

her charm he wanted to make love to her. Parāśara told her that she was 

destined to give birth to a very great person from this liaison. She placed 

three conditions before him. The first was that no one on shore should see 

what they were doing, so Parāśara created an artificial mist around them. 

The second was that she should retain her virginity. Parāśara assured her 

that after she gave birth she would again become a virgin and when she 

got married her husband would not know. Being born from a fish, she 

had retained a fishy smell. Hence she was sometimes called by the 

derogatory name Matsyagandhā or the one who smells like a fish. She 

wanted this to be replaced by an intoxicating fragrance. Parāśara agreed 

to this as well. He said that a divine aroma would emanate out of her, 

which could be sensed for a yojana, a distance equal to nine miles. She 

would then be known as Yojanagandhā meaning one whose fragrance 

spreads for a yojana. As a young woman, she met the wandering sage 

Parāśara, by whom she had a son, Vyāsa. His birth took place in secret on 

an island in the river Yamunā. Later, King Śāntanu of Hastināpura saw 

her and asked her to marry him. Her father allowed her to marry on 

condition that their children would inherit the throne. Their children were 

Citrāṅgada and Vicitravīrya. After Śāntanu’s death, she with her princely 

sons ruled the kingdom. Although both these sons died childless, she 

arranged for her first son Vyāsa to father the children of the two wives of 

Vicitravīrya (Ambikā and Ambālikā). 

2. Gaṅgā – Gaṅgā was a beautiful woman. She was also a devout wife 

and looked after the King Śāntanu with love and affection. They were 

staying happily. After sometime Gaṅgā gave birth to a bright son who 

was named Devavrata, but she could not bear the pain of post pregnancy 

and died immediately leaving his son in the hands of king. The King was 

loving her so much that he could not forget her even after many days of 
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her death and was remaining sad in her memory.  

3. Draupadī – Draupadī was the daughter of Drupada, the King of 

Pāñcāla, but she was not born of a womb. She emanated as it were, from 

a sacrificial altar. She possessed unparalleled charm and grace. When 

Draupadī was of marriageable age, King Drupada held a Svayaṁvara. 

The Kauravas, Karṇa, Śiśupāla, Jarāsandha, Śrī Kṛṣṇa and even Pāṇḍavas 

in the disguise form were present at the Svayaṁvara. One by one, many 

kings and princes came forward to hit the eye of the fish. But none 

succeeded. Embarrassed and disappointed, they returned to their seats. At 

last Arjuna stood from his seat, picked up the bow, strung it, looked in 

the water, aimed at the target, shot an arrow and won the challenge and 

Draupadī both. Then she became the wife of all five Pāṇḍavas. Our poet 

has depicted her character as beautiful and devoted wife in his epic 

‘Bhīṣmacaritam’. She was very intelligent and endowed with learning. 

Extraordinary was her sense of selfless sacrifice. Her supreme dedication 

to her husbands was acknowledged by one and all. She was ardently 

devoted to the Lord and supremely faithful to her husbands. She had 

unflinching love for the revered feet of Lord Kṛṣṇa. She considered Him 

not only as a saviour, well-wisher and claimed Him to be her supreme 

kinsmen but also had profound faith in His omnipotence and 

omnipresence. The root cause of the extermination of the Kauravas in the 

battle of Mahābhārata was undoubtedly the humiliation of Draupadī who 

was faithfully devoted to her husbands. 

4. Ambā – Ambā was the eldest daughter of King of Kāśī. Along with 

her sisters Ambikā and Ambālikā, she was taken by force by Bhīṣma 

from their Svayaṁvara. Bhīṣma challenged the assembled Kings and 

Princes and defeated them. He presented them to Satyavatī for marriage 

to Vicitravīrya, the King of Hastināpura. Vicitravīrya married only her 
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sisters and rejected Ambā since she had already given her heart to 

another.  

§Æí;*sÈ Óâ½í ÑÑ ×âlÕÖïÞ»ë ÌöÍë ÕÓäÈçï ÈÑÚï ¿ »âÑÒë ó 

ã»Ñ*sÈ ÒígÒï »çÔ»nÒ»â™Èë ãÕÚâÒ »âmÒï ÍÓ»äÒÖëÕÌÑz ¬ óó BC, XII.48 

When Ambā went to see her beloved, he rejected her as well in shame of 

losing the combat against Bhīṣma at the Svayaṁvara. Ambā then 

returned to Bhīṣma and demanded him to marry her. He declined since he 

had already taken a vow of bachelorhood. Enraged that she was going to 

be an unmarriageable woman, she swore to kill him, at least in her next 

life, and died. She was re-born as Śikhaṇḍī, the son of Drupada. In the 

battle of Kurukṣetra, Śikhaṇḍī was instrumental in Bhīṣma’s death. 

 

VI.IV Evaluation of Bhīṣmacaritam as a Mahākāvya: 
 

Mahākāvya is a sub set of Dṛśyakāvya. In Sanskrit literature Vālmīki’s 

composition Rāmāyaṇa and Vyāsa’s composition Mahābhārata are 

considered to be the ancient. They have been the source of inspiration to 

many a poet. No epic has become so famous like these two. These two 

have always given the new hopes and ideas to the poets of every century. 

These two are the only sources which have let the flow of poetry always 

go ahead with the compositions of Bhāsa, Kālidāsa, Bhavabhūti, etc. Our 

poet Hari Narayan, following all the rules of Mahākāvya, has also 

composed ‘Bhīṣmacaritam’ on the basis of the famous character Bhīṣma 

Pitāmaha of the Mahābhārata.  

 

We have already discussed in detail the form and definition of 

Mahābhārata in the previous chapter (refer Chapter I Origin and 

Development of Mahābhārata). So here we directly apply them and 

evaluate this epic as a Mahākāvya. We evaluate the present epic on the 
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basis of the following heads: 

1. Canto – There are 20 cantos in the present epic ‘Bhīṣmacaritam’ and 

they are well knit with the story-line of the epic. 

2. Naming of the work – The hero of this poem is Bhīṣma. Most of the 

rhetoricians follow the tradition of naming the work on the hero. 

Following the same tradition, our poet has also named it ‘Bhīṣmacaritam’ 

accordingly. In the present poem there is the description of the life of 

Bhīṣma starting from the birth till his death. As it is revealing the life 

history of Bhīṣma it is rightly termed as ‘Bhīṣmacaritam’. 

3. Plot – The plot of ‘Bhīṣmacaritam’ is taken from the famous epic 

Mahābhārata. The theme of the epic goes around the birth of Bhīṣma, his 

education, his strict vow, Mahābhārata battle, and his distress, his 

discourses on the topics like Rājadharma, Prajādharma and 

Mokṣadharma; and lastly gets the fruit in the form of last journey of 

Bhīṣma (i.e. Bhīṣma’s Mahāprayāṇa).  

4. Descriptions – It starts with the five benedictory stanzas (of different 

Gods and the last one of a guru). Then there is the stanza which indicates 

the main story of the poem with the poet’s salutation to Vyāsa. It 

advocates the life history of the famous personality of the Mahābhārata 

i.e. Bhīṣma. Further we find the descriptions of cities, mountains, forest 

etc. The poet has nicely described the life-sketch of Bhīṣma Pitāmaha 

starting from his birth to death. In this characterization he has made some 

innovations also from the original story. 

5. Hero/Heroine – The hero is the chief character of an epic, which not 

only prevails in the entire plot but also takes the story to its fruit (end) 

and gets the fruit in the form of victory at last. In the poem 

‘Bhīṣmacaritam’, Bhīṣma is the hero having good qualities and belonging 

to a noble Kṣatriya family. Born in the royal family he is a good donor, 

righteous, valorous, ethical, fore-sighted, having the conscience power, 

controlled, mighty, merciful, devotee of Guru, affectionate to father and a 
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great commander of the army. Hence all the qualities of a hero as 

depicted in the Kāvyaśāstra are present in him. Apart from him there is 

other set of characters like King Śāntanu, Guru Paraśurāma, Duryodhana, 

Arjuna, Bhīma, Śrī Kṛṣṇa, Yudhiṣṭhira, Gaṅgā, Satyavatī, Kuntī, Ambā, 

Ambikā, Ambālikā etc.    

6. Sentiment – The sentiment is the chief element of an epic. There 

should be maximum application of sentiments in the poem. The 

presentation of it depends on the contact, struggle and reaction of the 

characters and the situation. It also reflects the mental status of the 

characters. The rhetoricians have considered any one from Śānta, Vīra 

and Śṛṅgāra as the chief sentiment, and others as the subsidiary 

sentiments. From this point of view, Vīra sentiment is the chief one. Its 

types like Dānavīra, Dharmavīra and Yuddhavīra are also employed 

along with the qualities like Pāṇḍitya, Kṣamā, Satya, Bala etc. in it. The 

sentiments like Adbhuta, Karuṇa, Śṛṅgāra, Raudra etc. are also 

employed in the poem as the subsidiary sentiments. 

7. Figures of Speech – Figures of speech occupy an important place in 

the poetry. The poem does not look good without figures of speech just 

as the face of the lady does not look beautiful without ornaments. The 

numbers of figures of speech, employed by our poet in the poem, make it 

more beautiful and charming. In the poem, figures of speech like 

Anuprāsa, Yamaka, Upamā, Rūpaka, Utprekṣā, Kāraṇamālā, 

Arthāntaranyāsa and many others are employed in the poem. The 

employment of figures of speech in the poem has become successful as it 

is very appropriate. The numbers of figures of speech employed in it are 

more than forty. 

8. Metres – The metrical poem remains more popular. Following the 

tradition of poetry, our poet has employed metres in the poem. Generally 

in one canto the poet has used one metre and at the end of the canto the 

poet has changed the metre. The poet has made the use of metres in their 
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propriety. There are total eleven metres used in the epic. 

9. Language – ‘Bhīṣmacaritam’ is a poetic composition full of figures of 

speech, qualities etc. The language of it is very lucid and appropriate. In 

it the verses are used more with the soft consonants. The formation of 

sentence is very simple. In every verse we find a kind of flow and quality 

of sweetness. It has more beautified the poem. The entire poem is full of 

Prasāda and Mādhurya guṇa. 

10. Style – The body of poetry which holds the words is called diction. 

It beautifies the poem more and more. The poet has excelled himself 

while using the appropriate diction. In the poem we find more examples 

of Vaidarbhī diction. We find some examples of Gauḍī and Pāñcālī 

diction also. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 


