CHAPTER VI

A CRITICAL AND LITERARY STUDY
OF THE EPIC

In the first chapter, the characteistics of a Mahakavya are given. Let us
now apply these characteristics to the primary and subsidiary constituents

of Bhismacaritam and try to assess the epic.

VLI Rasa (Sentiment)
Etymologically rasa means what is relished, tasted and enjoyed.""’

While giving the characteristics of Mahakavya, Bhamaha has said ‘9¥d
HHN: gIH I'''° It means that in the Mahdakavya there should be unending

situation of the sentiments. Even sage Valmiki has too established the
importance of the sentiment in the Mahdakavya in the following words:

W FFTR-GOU-FRI-NG-HIFD: |
et Wrfad e 1

Since the art-construction of vibhava 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

7. .x¥ 30 & wae: | Se-aamEeErq | NS, VI (GOS ed. p. 288)
"KL, 1.21
" Ramayana, 1.4.9,1.4.17,1.4.18,1.4.34 and 1.4.35.
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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 kavya 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. Kavya 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 Siva and Parvati. Anandavardhana refers to the
emotional, poetic outburst of Valmiki at the death of a crane (kraunch
bird) which led to the birth of Ramayana. He asserts that beauty or

loveliness (lavanya) 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, Visvanatha rightly
says that sentiment (rasa) is the soul of poetry,lzo while Dandin observes
that the rhetorical establishments are only the means to enhance and not

to create its beauty.''

The Sanskrit theory of rasa has a very sound psychological base in
the sense that the various characters that are presented in the Mahakavya
are actuated by varying feelings and emotions. These emotions generally
remain dormant in the heart of a person and awakened and intensified by
suitable ‘Alambanas’ (Indirect causes) and ‘Uddipanas’ (Excitants)
respectively and then they are expressed in the form of corresponding
‘Anubhdvas’; 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 Ilistener
(Sahrdaya) invariably experiences them as delightful. This emotional
delight experienced by a ‘Sahrdaya’ in poetry is technically known as

‘rasa’.

In other words, what are actual ‘causes’ in a real-life experience
are called in art-creation vibhava. The main stimulating cause is called
alambana-vibhava, stimulant or determinant; and the environmental
factors which act as additional causes are called uddipana-vibhava or
excitant. Of the twofold ‘reactions’ which follow and accompany an
emotional impact, the physical are called anubhdva; and the mental are
called vyabhicari-bhava. A poetic construction of an emotional
experience appears, thus, to be a combination of these causally related

factors. So, Bharata says:

12 a1t <Tees e | SD, 1.4

12! prerehuren grAt-sreterr | KL, 111
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Vibhava-anubhava-vyabhicari-samyogad rasa nispattih
For the presentation of ‘rasa’, the basic material consists of ‘karana’

(cause), ‘karya’ (effect) and ‘Sahakar? (concurrent-cause).'”

In poetry
these are technically referred to as ‘Vibhavas’, ‘Anubhavas’ and
‘Saricari-bhavas’. This change of terms is not just formal. In fact, the
‘karana’, ‘karya’ and ‘Sahakarr’ of worldly are given these technical
forms in poetry because there they perform a specific function; in the
poetry, the ‘Vibhavas’, ‘Anubhavas’ and ‘Saricari-bhavas’ 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 ‘Vibhavas’
etc., in poetry occupy a specific importance, the fact remains that

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

‘karya’ and ‘Sahakarr 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

12 prierusaReT 3t & e |
Y@ frwraren: wRem=g o #an: 11 SD, 111,14
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form of its corresponding ‘Vibhavas’, ‘Anubhavas’ 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 Mahakavya.

The theme of the epic poem Bhismacaritam suggests that the
Heroic (Vira) is the principal (A4ngi) sentiment of this poem. The
Subsidiary (4nga) sentiments of this poem are Srngara, Karuna, Raudra,
Adbhuta and Santa. The seed of the Heroic sentiment is described in
different ways in the form of Yuddhavira, Dharmavira, Danavira,
Satyavira, Balavira etc. Hence, the poet has successfully delineated the

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

Vira Rasa (Heroic Sentiment) in the Bhismacaritam:

Devavrata (Bhisma) is ‘Asraya’, Dasardja is ‘Alambana’, and the
two vows taken by Devavrata viz., to give up princehood and to remain
beachlor forever are ‘Uddipana-vibhava’. Bhisma’s care for his younger

step brothers viz., Citrangada and Vicitravirya, his abduction of three
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daughters of Kasi-Naresa for the marriage of them with Vicitravirya etc.
are ‘Anubhavas’. Fortitude (dhrtih), determination (matih) etc. are the
‘Sanicari-bhavas’. All these bhavas combined together culminate into the

Heroic sentiment in Bhismacaritam.

Yuddhavira - Heroic Sentiment is employed in different forms in the
poem by the poet. In XIV.2, the poet has very nicely described how
Bhisma started fighting so zealously as a young man though being an old
one against Pandava army as per his fame of fighting in war. Here the
poet has nicely employed Yuddhavira rasa in the following words:
amEIsi TR sT wreRieg Ry W& |

& & uvseR=ARt 9ar ggIsf gag dv: 1| BC, XIV.2

The other examples of Yuddhavira rasa are:

ISl SRR TR HIsAT FAsTeorasiy |

AcfSar: USRI S<I gaRIsSIagseHidn: || BC, XIV.43

G- TE: [N TGN HISHYRRI |

Rraffsd o 9 fpdfe 9 fRigrghes—~gfifdge 11 BC, XIV.46

freary AeAls Raftsast aqavmf gosamr |

Rraffsuraraersi 9 Tdeam™ TwAad: || BC, XIV.48

TS & Mevrivwaer freay s 99 o= |

ey s Hftd o uref = wey wfifd gay: 11 BC, XIV.49

qal FARN 3 PRARKIGT YU Joped SIaR AV |

g WHRIRuEes gvem @R gaseraq Il BC, XV.35

Dharmavira - The poet is found successful in the employment of
Dharmavira rasa also in the poem. In VILSS8, the poet has vividly
explained the grim situation of King Santanu against the conditions put
by Dasaraja, the father of Satyavati for their marriage. King rejects the

conditions put by Dasaraja for their and decides to protect
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Manavadharma first. This reflects his sense of Dharmavirata.
AUIRARRNRG @S ASIeRias 7 BRIe |
7] 7 Juedfrare: fgaafevemeral 98 1| BC, VIL58

Even better use of this sentiment is found in 1X.64. Here the poet has
deliberately described how Bhisma promised Dasaraja 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
Dharmavirata of Devavrata for his father exalted him from his father
also.

HIGE R IoirIe g g e I e |

91 yfcren @ wafed IfS 9 dg 9=y e g i 11 BC, [X.64

Danavira - The poet is keen in using Danavira rasa too in the poem. In
XI.15, he has described how Bhisma becomes so happy on seeing the
face of just born yonger brother Citrangada. He then decalers a grand
ceremony in the city on this occasion and opens up royal property for the

Same.

AR ST ST died gorgwu |

APRIG HeITRITd ¥, IR DYl fagd TR 1| BC, X1.15

The other examples of Danavira rasa are:

Y TERIERT: DI T HUE TITTSRATIHN QR |

dq TEgAN Hiey o Hi oMty giRrdisyg T8/ 11 1X.85
STECIEAIET — SN SIIRT ARy =@ Af=wfor |

Peradl UM gal Ta~egaried«d: || BC, X1.25
SRRl faféen yges aeafic w@iv: |

ARG g1 T T Y Ig7edend Il BC, X1.31

Pandityavira - The poet has used Pandityavira rasa also in the poem. In
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IV.28, the poet has delineated the strong desire of Bhisma to learn
archery from Parasurama. It indicates Pandityavira.

Hgmgse st TR forawae watern d 9 Refay: <1 |

dqautferer gfer ey IR A= i sféomem I BC, V.28

Another example is XVI1.51 where Bhisma has asked Yudhistira to clear
all the doubts having in the mind regarding the rule of the kingdom
ethically and righteously. Hence, the poet has aptly used Pandityavira

rasa in following words:

PEUMHHIT AR & | acidl e A BT 7 G o |
yeHawa | [I9fE aifger saaaarfiassanfy 9 1 BC, XVILS1

Ksamavira — The use of Ksamavira 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, Bhisma asks Yudhistira and other Pandavas
not to mourn after him for this condition of him. It is the result of all his
deeds.

g A R 7 g wopd garug Tefpa T 9 |

PRI TSR0t 1 Wty <reenfy 7 A FTR: 1| BC, XV1.47
Another example of Ksamavira rasa is:

TGS e <l eEry | R & 9 e |

Iy <& ARy gRiel =1 psurarerd farael wiesafa 1l BC, XX.38

Satyavira - The poet 1s found very keen in the use of Satyavira rasa too
in the poem. In XI1.22, the poet has described how Bhisma is truthful and
loyal to his vow in following words:

R A fearardl feare A Ry |
SHTfguaaTcgarg av | ¥ yfoen &an wfesafa 1| BC, XI11.22

Another example of Satyavira rasa is:

FIIN-URATd YIRIYUTIRIION s |
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FARa o yorgerar 9 "aifduafy 1| BC, XII1.14

Balavira - In XV .44, the poet has aptly used Balavira rasa in describing
the terrible condition of Duryudhana by the awful attack of mace by
beastly Bhimasena in following words:

Wi AT g 01 Po: ITemE: gl |

|aifor FAfvaft Feereon:, da1 94g: gasi Targaq || BC, XV.44

Srngdra Rasa (Erotic Sentiment) in the Bhismacaritam:

The “Sthayi-bhava’ of the ‘Srngara’ (Erotic) is ‘Rati’ (love). The
‘Alambana-vibhavas’ are the hero and heroine, here King Santanu and
Satyavati. The moon, sandal, the swarm of bees, youth, solitude, the
songs of the cuckoo etc., are the ‘Uddipana-vibhavas’. The side-glances,
twisting of the limbs, yawning, knitting of the brows etc., are the
‘Anubhavas’, shedding fright (Trdasa), sloth (Alasya) and disgust
(Jugupsa) and all other ‘ Vyabhicari-bhavas’® are the ‘Sancari-bhavas’ of
this ‘rasa’. All the above factors combined together help to experience

the Erotic sentiment.

‘Srngara rasa’ is realised as of two types — ‘Vipralambha’ and
‘Sambhoga’ or the love in separation and love in union, respectively.
‘Srngdm rasa’ with its both the varieties are found in Bhismacaritam.
We may point to X.29 as an illustration of the ‘Sambhoga- Syngara’.
IR O ferdrgered IRRRIfIS A=Y AR |
af WY T I Yeag el grESTereIes] Il BC, X.29

Here the ‘Sthayi-bhdava’ is the love making of King Santanu and
Satyavati. ‘Alambana-vibhavas® are King Santanu and Satyavati. The
embracing and kissing etc. are the ‘Anubhdvas’. Fright, happiness, pride

etc., are the ‘Saricari-bhavas’. Another example is:
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RHIIRRAT FEEAI SaaTarATgRarpanT |
ATYIHNTIY HA0 I Iy 7 T=ARPY: 11 BC, X.34

“Vipralambha- Srngara’ is too found in Bhismacaritam. We may cite
VIIL3 as an example of ‘ Vipralambha- Srngara’.

=< A5 9 Stere fgaiaseas

SRR ¥SIHR WaeRAl faeie |

RIST WE ggfel fagR A-aeRr:

IR 9N geifed I da1 a1 SRIeg || BC, VIIL3

Here the ‘Sthayi-bhava® is ‘Rati’.  ‘Alambana-vibhava’ is
Satyavatt; ‘Uddipana-vibhavas’ are lightning and dark clouds;
‘Anubhdvas’ are tormentation and agitation of mind etc., and ‘Saricari-
vibhavas® are worry (Cinta) and memory (Smrti). The other examples

arc.

FIIRETSCIa T TR EReTseas™

IIEIGeTY “RUGTaesT YRETar |

qeaanT el i ot = gsean

Rg= g ¥faferfaa argyot seyar 11| BC, VIIL15 and
TASHIRH gEea M

TSR ARFfEET |

R 9T a1 R
gegaa=i 7= e ¥ 11 BC, 1X.14

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

Karuna Rasa (Pathetic Sentiment) in the Bhismacaritam:

The ‘Sthayi-bhava’ of ‘Karuna’ is grief (Soka). It assumes the
form of the ‘Karuna’ sentiment when manifested by means of its
“Vibhavas’, ‘Anubhdvas’ and the ‘Vyabhicari-bhavas’. The ‘Alambana-
vibhavas’ of the ‘Karuna’ sentiment are the deceased kinsmen, the lost

object or the victims of calamity. Its ‘Anubhdvas’ are tears, fainting,
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lamentation etc., and the ‘Vyabhicari-bhavas® of this sentiment are
sorrow, trembling and fear etc. For an instance, we may cite XII.32 as
follows:
TS TGN §¥a HISH & g |
JesEHIed 9w aifSed IawT SRprRadEasraq Il BC, X11.32

Here the “Sthayi-bhava® of ‘Karuna’ is grief (Soka) of Bhisma and

and its ‘Uddipana-vibhdava’ 1s the death of his younger brother
Citrangada who is its ‘Alambana- vibhava’. lts ‘Anubhdava’ is an
accidental death of his younger brother and its ‘Saricari-bhava’ is the
feeling of unhappiness. Another example is XV.50 as follows:

Ad: PATOIGRERhIT YU FAHHUSTATEAR |

R fea ATl Tocdged Hwoi daraq || BC, XV.50

Here the ‘Sthayi-bhava’ of ‘Karuna® is grief (Soka) of females
whose husbands have lost their lives in the great battle between Kauravas
and Pandavas. Its ‘Uddipana-vibhavas’ 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
‘Alambana-vibhavas’. Its ‘Anubhava’ is the cruel death of soldiers in the

battle. Its ‘Saricari-bhavas’ are sorrow, pain and lamentations.

Raudra Rasa (Sentiment of Resentment) in the Bhismacaritam:

We find the usage of ‘Raudra Rasa’ too in Bhismacaritam. The
‘Sthayi-bhava® of ‘Raudra’ s anger. It assumes the form of the ‘Raudra’
sentiment when manifested by means of its ‘Vibhavas’, ‘Anubhavas’ and
the ‘Vyabhicari-bhavas’. The ‘Alambana-vibhavas® of the ‘Raudra’
sentiment are anger, provocative actions, insult, lies, assaults, harsh
words, oppression and envy. Its ‘Anubhavas’ are dynamic energy, panic,
resentment, rashness, violence, pride, sweat, trembling, horripilation,

stuttering etc. and the ‘Vyabhicari-bhavas’ of this sentiment are beating,
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splitting, crushing, ripping open, breaking, brandishing of weapons etc.
For an instance, we may cite [X.57 as follows:
35 TAR g deeit & HHRTY BORAMI |
g foredaeics qeneR: yavas A=rget @ vaaar] Il BC, 1X.57

Here the ‘Sthayi-bhava’ of ‘Raudra’ is anger and its ‘Uddipana-
vibhava® is harsh words of Dasaraja and its ‘Alambana-vibhava’ is
provocative speech of a fisherman. Its ‘Anubhdva’ is trembling of lips
and its ‘Sasicari-bhava’ is horripilation. Another example is XIII.58 as
follows:
Wigas i PURUHIA: Ufrer || BC, XII1.58

Here the ‘Sthayi-bhava’ of ‘Raudra’ is anger. Its ‘Uddipana-
vibhavas® are insult of Draupadi in the assembly hall amongst all by
snatcing or pulling her by her hair and Duryodhana’s order to sit on his
thigh. Its ‘Alambana-vibhavas® are insult, assaults and oppression. Its
‘Anubhava’ 1s taking oath of killing enemies. Its ‘Sasicari-bhavas’ 1is

trembling.

Adbhuta Rasa (Sentiment of Wonder) in the Bhismacaritam:

We find the usage of ‘Adbhuta’ too in Bhismacaritam. The
‘Sthayi-bhava’® of ‘Adbhuta’ i1s wonder. It assumes the form of the
‘Adbhuta’ sentiment when manifested by means of its ‘Vibhavas’,
‘Anubhavas’ and the ‘Vyabhicari-bhavas’. The ‘Alambana- vibhavas® 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
‘Anubhdvas’ are a magical event or meeting with a surprise and the
‘Vyabhicari-bhavas’ of this sentiment are surprise, fear (pure), a sense of

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

Hggd daq e sryer: et
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R WR G HAN IO eI
b 991 Y T Yeal THNISI Gar:
deawpN fIwaafed TreRicamay: 1| BC, XX.54

Here the ‘Sthayi-bhava’ of ‘Adbhuta’ is Bhisma Pitamaha’s death.
Its ‘Uddipana-vibhavas® are seeing them on the bed of arrows and
thinking of him again and again. Its ‘Alambana-vibhavas® are

remembering his good qualities and virtues.

Santa Rasa (Sentiment of Quietitude) in the Bhismacaritam:

We find the usage of ‘Santa rasa’ too in Bhismacaritam. The
‘Sthayi-bhava® of “Santa’ is right knowledge (sama). It assumes the form
of the ‘Santa’ sentiment when manifested by means of its ‘Vibhavas’,
‘Anubhavas’ and the ‘Vyabhicari-bhavas’. The ‘Alambana-vibhavas® of
the ‘Santa’ sentiment are knowledge of the truth, detachment, purity of
mind etc. Its ‘Anubhdavas’ are the state of highest happiness through
yama, niyama, ahimd (non-violence), satya (truth), asteya (absence of
desire to steal), brahmacarya (celebacy), aparigraha (non-posession),
upasand (devotion) etc and the ‘ Vyabhicari-bhavas’ of this sentiment are
disgust with the world (nirveda), rememberence, firmness of mind, purity
in all the four stages of life (a@srama), rigidity, horripilation etc. For an
instance, we may cite XII.1 as follows:

T: I Aragergen FgRemgfisrg e |
FA ERIEERIS S G 1 SR FgaeT 4: || BC, XII.1

Here the ‘Sthayi-bhava’ of ‘Santa’ is true knowledge of the world
and its ‘Uddipana-vibhava’ is sense of detachment from worldly affairs,
sensual pleasures etc. and its ‘Alambana- vibhava® detachment. Its
‘Anubhdva’ 1s the state of highest happiness and its ‘Saricari-bhava’ is

non-posession. Another example is XVI1.34 as follows:

% 7 HRl 7 §HEl | TG SAFI H74 |
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P A BN PASTIA & P01 | = g&i HF 1| BC, XVI.34

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

We find the following examples of different Bhavas.

1. Harsa'”- The example is XI.14.
Y Yt TRUERS AR R e |
IHGHFHAIY YU FI5 Meydd 99 1| BC, X1.14

Here we can observe the happiness arose in the mind of King
Santanu and the people of Hastindgpura on knowing that Satyavati has
given birth to a bright boy child. The sense of happiness is relished here

nicely.

2. Vrida'**- The example is VIL50.

JafcraTeraaRiSIIaTT Huf Aegaa deire |
frepaarsgE sRyareRt wvufd wgara agen I BC, VIL50

Here we can clearly observe that Satyavati has become so happy
on listening to the proposal made by the King Santanu 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 Satyavat1’s sense of Vrida.

3. Glani'*- The example is XVL.25.
A 3 eI SRR 7 2saE |
g el N YT & &1 g parare e Il BC, XV1.25
Here we can see how Devavrata Bhisma feels guilt in the mind for
fighting angrily against his teacher Parasurama who has completely

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

12 gifRaserared A TR ssgTEf@s: 1| SD, 111165
1 erseartwral dre1 gAY gRrENIq Il Ibid, 111,165
12 R RIS |
TerfAfsToTaT SeerRtgasdtadq I [bid, 111.170
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divine weapons. Thus the sense of Glani is very nicely depicted in the

above example.

4. Dainya'**- The example is XVI.16.
férere ¥ A wfder 71 veifar e wweis deeanfRue: |
MY &1 & He~fa=1 darrsial feeveiusa || BC, XVIL16

Here we can easily observe that how Devavrata Bhisma feels
regresion in the mind for not helping (though being capable) lady
Draupadi at the time of need. She was insulted by Duryodhana and
Duhsasana in the royal court and he did not stop them from doing so.

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

5. Cinta"*’- The example is XIII.12.
YRagel foRwe 81, 79 BNyl Fassif |
faférmr &4 a8 gy | e uitee=y 1| BC, XI11.12

Here we can see that Satyavati 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 Santanu and she feels herself as the cause of this situation. Here the

deep sense of Cinta can be seen in Satyavati.

6. Garva'*- The example is XII.40.
P U9 &4l §d T NN 7 T4 SEHRERINGO F: |
YA Iraeyed eaf: W drEqasieR s || BC, X11.40
Here we can see Devavrata Bhisma’s pride for his strength. The

kings assembled in the royal court of Kasi Naresa discuss how mighty

120 InteamdvArered &=t afrrafee Il [bid, 111,145
127 s Rreen Ry YrraTearrAag N Ibid, 111171
128 1t g yMraARERTIcgeTaRT: |
SgefeRTegAfafagq Il [bid, 111.154
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and powerful Bhisma is. The sense of Garva is expressed here in the

mighty personality of King Devavrata Bhisma.

7. Vyadhi'®- The example is VIIL9.
gferier Svavoriaify STda: gt
EUCIHIRELERERENIGSE kiR
e JafHATHPIIG TR 48
SN SIfer fad Weg=dif=anon | BC, VIILY
Here we can see the merciful condition of King Santanu on
separation fron his beloved Satyavati. His body loses its charm, it’s
routine and thus becomes weak. Thus the sense of Vyadhi is expressed in

the painful condition of King Santanu.

8. Trasa' - The example is XIII.59.
Pogwial arIdl: YTEREn: Raret qaiR |
gIRTSEHGAY Heal TN gavrse: || BC, X111.59

Here we can observe how Dhrtarastra 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 Trasa due to

irritation and fear can be seen in Dhrtarastra

9. Autsukya"'- The example is VI.20.

aar fadRrsaf SRag gafSsanza Jaryar qen |
BARATAD R FIIDT TH el ardparstal Jer Il BC, VI.20

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

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

" eqftredvfeaiards s e | Ibid, 111.164
ﬁahﬁ‘gg?cﬁrawm wrqifaere: | 1bid, 111.164
B! geerareiegat e |
FraERrREgE TR Il /bid, 111.159
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the prince Devavrata and hence the deep sense of eagerness is depicted in

the present example.

10. Asiiya'*- The example is XII1.46.
YISl I4d gSCAT O gald gAte: |
yefEra s e Auerm adsat=e: | BC, XII1.46

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

seeing the progress and prosperity made by Pandavas by building such a
nice castle in a forest. The deep sense of jealousy in the mind of

Durodhana is seen.

11. Nirveda'*- The example is XIL4.

SO T < H41 769 : Gg SNy ey |
& o o foRmrwaeT adiaf v da: 1| BC, X114

Here we can observe the sense of detachment arose in the mind of
King Santanu from his beloved wife Satyavati, 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.
A FHRTANal TSI Afg wifga |

Pedl U UIGT AUAG Haeid drd IR 1| BC, 1V.50

13. Rasabhasa- The example is IX.81.
gl I el da AfSSIaeRIg dalsed Jfeeay fare |
P JooTravsary @Sy fiqerg =g w1 Il BC, I1X.81

B =R g e ST |
INgEvYfrEEETE SEITafegq Il [bid, 111.166
1 eIt wree |

Safaargf - Teeauaresataaitagq Il [bid, 111.142
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Here we can see the sense of anger and shame strongly arose in the
mind of Satyavati for her father. She blames her father by telling him that
she will pray Lord Brahma 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

Rasabhasa.

14. Bhavasanti- The example is XX.41.
Lrpsuraraar= e & ae ferdrerar= sfgwry fefa: |
IR AERIFAT q+d: YD Tl A f6e 2 Il BC, XX .41

Here we can see the sense of peace arose in the mind of Bhisma
after listening to the valuable advice advocated by Lord Krsna. Before
this he was very much tensed and worried. After listening to the valuable
suggestions advocated by Lord Krsna his mind becomes calm and serene.

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

15. Bhavodaya - The example is IX.57.
35 TAR e deeit & HHRT BORAMI |
g foredaeTfcl qeneR: yavas Arget @ vaaary Il BC, 1X.57

Here we can see the face of Devavrata becoming hard on listening
to the harsh words of Dasaraja, the father of Satyavati. 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 Bhavodaya has depicted

in the above example.

16. Bhavasandhi - The example is V.51
= BIgHMI TPURdIRS figea ueesfdeia-acgs: |
WYY dal garr Fafifema fafae safi=raq I 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) Parasurama and the other to meet his father

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

VLII Language and Style

Literature 1s writing which expresses and communicates thoughts,

B34 In other words Literature,

feelings and attitudes towards life.
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 Mahakavya® that the Sanskrit Acaryas 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.'*

134
135

Rees, R. J., English Literature, p.20

sy | 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 Kavya-
style began with Valmiki’s Ramdyana, as it is considered the “Adi-
kavya’. Valmiki, 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 Kalidasa. Kalidasa, running on the same
track of Kavya-style started by Valmiki, 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

136

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

8 and others

Sanskrit Kavya-style, the poets like Bharavi,'’’ Magha,"
showed more and more marked leaning towards affection in their verbal
expressions. It is from this period onwards that the Kavya-style started
taking the form of artificiality and complexity. During post-Kalidasian,
period there started a new trend viz., of ‘Slesa-bandhas’ and ‘Sastriya-
kavyas’. 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) Gunas (Qualities)

1% Kalidasa in canto IX of Raghuvamsa, 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 Kalidasian period.
B7 vide. canto XV of Kiratarjuniyam of Bharavi in which he has used Yamakas
frequently.
¥ vide. cantos VI and XIX of Sisupdalavadha of Magha in which he has frequently used
different types of Yamakas and Citrabandhas.
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(IT) Ritis (Dictions)

(IT1) Alankaras (Figures of Speech)
(IV) Dosas (Poetic Defects)

(V) Narration

(VI) Varnanam (Descriptions)
(VII) Chandas (Metres)

(VIII) Miscellaneous aspects

(I) Gunas (Qualities)

In Sahityadarpana, it is said: PTIRYG YL IRV AT, IOM:
RifdEq, QW FUEfEq, AaAsTTEERRYa, DR
Hehgusalead | It means that IO AAMEE. ... JTaNUG TGOl
TR BRI WRRhYIT: PIAAHYD! sga~ | 38 J& IJom=i
vgde  quft UREEIST UifeIsShUsaeiip ] | 3w
TOTTESSTehT: Tea] NIy dT: gega Wit Frrarery

Before Visvanatha also, it has been the tradition already
established by the predecessors that there were three gunas viz.,
madhurya, ojas and prasdda. Sage Bharata in his ‘Natyasastra’ after

explaining the blemishes mentions the gunas:

The number and the names of the gunas of Bharata as also the
substance of some of them were adopted in tradition by his followers.
With regard to the number of gunas, we meet with, from very early
period, two opposite tendencies. Bharata and Dandin define and discuss

ten gunas.'*' But after them, while on one hand, Bhamaha reduces their

139 SD, First Pariccheda
0 Ibid, First Pariccheda
et ye: A Ty A TeieHr |
e 9 faaeardl 9 sifwied dreareen &2k I NS, XVIL69

PR gt waerd | KD, I1.1
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number to three, on the other, Vamana 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 gunas 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 vaisesika or
specific gunas.'” The Agni-Purdna enumerates eighteen gunas, six each
of word and sense and six referring to both of them.'** Kuntaka also gives
the same number of gunas, but on an entirely different basis. On the basis
of the natural disposition of a poet (kavisvabhdva), he considers literary
diction to be delicate (sukumara), ornate (vicitra) or middle (madhyama),
each having six characteristics technically called gunas.'* As a matter of
fact, the drift towards increasing the number forms no originality or
speciality. Bhoja and the author of Agni-Purana have, in fact, made a

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

this respect.'*®

The dhvani theorists as also the later rhetoricians in general
recognise only the three gunas viz., madhurya, ojas and prasada. While
some of them accommodate other excellences either as part of the said
three gunas or as negative forms of certain defects, or even as poetic
figures. It may be noted that Mammata includes Vamana’s verbal gunas
like slesa, samadhi, udaratd and prasada in his ojas, verbal madhurya in
his madhurya, verbal arthavyakti in his prasada, ideal arthavyakti and
ideal kanti in his svabhavokti figure, while he takes the verbal gunas like

saukumarya and kanti as negations of the defects, kastatva and

RI: YIS T Agd @A |

SIfFTvaREHIST: BRI |

3ftr Jevir o gERpEm: w5 11 KD, 1.41-41
KISV, II1.1.1-10, 111.2.1-15
'SP, IX (Josyer ed., 11, pp.341 ff.)
' Agni-purana, 346.4-25
%7, 1.30-50
" De, S. K., History of Sanskrit Poetics, 11, pp. 95-96
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gramyatva, the ideal gunas, ojas, prasada, madhurya, saukumarya and
udarata as negative forms of the defects, apustartha, adhikapadatva,
anavikrtatva, amangalaripa, aslilatva and gramyatva respectively as
also the ideal samata as the absence of the fault vaisamya. Again, it is
interesting to note that he regards the verbal samata as a defect rather
than an excellence, while he rejects outright the ideal gunas, ojas, Slesa
and samadhi. Thus he refutes almost all the older gunas along with their
conceptions and sets out the three gunas, ojas, prasada and madhurya
with new meanings.'"’ Hemacandra, Vi$vanatha and others follow him.'*®
These theorists explain gunas as the characteristics of rasa, indicative of
different states of mind. On the basis of three attitudes of the mind viz.,
fluidity (druti), glaringness (dipti) and expansion (vyapti) in the process
of the realization of rasa, the gunas, madhurya, oja and prasada are
found in their respective order.'*” Since the gunas 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."”’ Hence,
madhurya (sweetness), oja (grander) and prasada (elegance) are

recognized by all rhetoricians."”’

(1) Madhurya Guna (Sweetness) — According to Mammata, the cause
melting emotions in the mind, present in the erotic sentiment, and the
form of joy is known as Sweetness.'”> Visvanatha also defined it.'”
Sweetness is the elegance consisting of (i) alliteration technically called

srutyanuprasa which is the grouping of similar sounds belonging to the

“TKP, VIIL k. 68, 72
'8 SD, Eight Pariccheda For a detailed history of gunas, see V. Raghavan :
Srigaraprakasa, pp. 249-351.
9 KP, VIIL k. 68-71; SD, VIIL.2-8; DL and Locana, II. 8-10
BOKP, VIIL k. 73 ff.
! epfarshser warg 3f¥ & Bem | SD, VIILI
1 SrgTawed A FeIY gRiewor | KP, VIIL. 68
' Rl grRr AgE |

RN Houl fager s wase B 1l SD, VIIL2
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same place of articulation, and (ii) absence of vulgarity.'** The verbal and
ideal forms of sweetness have been called vag-rasa and vastu-rasa"’
respectively. In Bharata, it is sweetness where a sentence heard or
repeated many times does not bore or disgust.'”® According to Bhamaha,
the madhurya of kavya consists in (i) its being pleasing to the ear and in
(11) the use of a smaller number of compounds, while Vamana calls it, as
a verbal gumna, the distinctness of words due to absence of long
compounds and, as an ideal guna, the strikingness of utterance
(uktivaicitrya).”’ Our poet has used madhurya guna in different
sentiments as follows:

(i) Madhurya guna in ‘Saribhoga’ Sriigara rasa — In X.38, the poet has
very appropriately made the use of madhurya guna in ‘Sambhoga’
Srigara rasa while describing the kissing and the loving biting of King
Santanu to Satyvati.

R R SRR |

=i Trenfe frfima: frsamE &9 9u: 1| BC, X.38

(11) Madhurya guna in ‘Karuna’ rasa — Hari Narayan has deliberately
used madhurya guna in ‘Karuna’ rasa in his poem. For instance, in 1.50
the poet has described how King Santanu fell in the deep sea of sorrows
after knowing that his wife Ganga is then no more. During that time there
flew air of hindrance in royal family.

I fegearai i HovmegEua~uIsaT: |

Y- <18 faufere ufal eamew=gar aar Il BC, 1.50

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

1% sqomrer | KL 1. 51-68
3 KL 1. 51. The term rasa here bears distinct sense which is different from that given
to it by the rasa school or even by Dandin at another occasion (KL II. 292). It may be
noted here that Ratnasri ( a commentator on KL) explains rasavaha (KL 1. 52) as: =9
sgsfa giergwerar st | Bhoja, however, probably due to misunderstanding, cites
Dandin’s 1.63 (kanye etc.) in the context of rasa exposition.
O NS, XVIL 102
BTKLIL 1; KLSV, III. 1. 20, II1.2.10
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(iii) Madhurya guna in ‘Vipralambha’ Srrigira rasa — The poet seems
to be very keen in using madhurya guna in ‘Vipralambha’ Srigara 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 Santanu
in the absence of beloved.

ARIHEITASTEeH! - BAbN-ERel

Al FERGREITDHY0N: HIGY AT |

gIamMIal AYUHGH HSS[BIGHIT:

PIIHTS -Ruferpe FRee—Ias || BC, VIIL7

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

VII. 15, etc.

(iv) Madhurya guna in ‘Santa’ rasa — There are found many instances
of madhurya guna in ‘Santa’ rasa in the poem of Hari Narayan. For
instance, in XVI.35 the poet has nicely depicted the inner voice of
Bhisma in following words:

Ao 4T |y el g

SaIfRT AT eTef < |

#: RN Tgd@! = ¥ wf:

A |qHfe o1 | \|: 1| BC, XVI1.35

The other examples are 1.4, XI1.6, XVI.34, XVI1.36, X1X.24, etc.

(2) Oja Guna (Grandeur) — Oja is the force effected by the presence or
profusion of compounds (samdasabhiiyastva) which is regarded as the
soul of prose.””® Mammata and Vi$vanitha conceive oja as the
glaringness (diptatva) which causes expansion of heart and which
consists in abundant use of compounds, and verbosity.'” Our poet has

used oja guna in different sentiments as follows:

1 Siret: ARTYERRTag, ek shfeae | KL, 1.80
9 KP, VIIL k. 69, 75;
o fraret S |
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(1) Oja guna in ‘Vira’ rasa — Hari Narayan has deliberately used oja
guna in ‘Vira’ rasa in his poem. For instance, in XIV.46 the poet has
described how Duhs$asana and others came in front of Arjuna to protect
Bhisma from his attack in following words:

ST HOAIANT:

TN SRR |

Rraftss o o fedafed =

frergies~gfifdgaa I| BC, XIV.46

The other examples are XI1.40, XIII.32, XIV.8, XV.36, XV.42, etc.

(11) Oja guna in ‘Bibhatsa’ rasa — In XV.43, the poet has very
appropriately made the use of oja guna in ‘Bibhatsa’ rasa while
describing the terrific battle between Bhima and Duryodhana, in which
Bhima broke the thighs of Duryodhana very cruelly to fulfil his oath.
SR ST TN

WA e wISrRIeT oI |

JHRIHM: YU el

g8 g HAISHTY o || BC, XV.43

(111) Oja guna in ‘Raudra’ rasa — The poet has deliberately used oja
guna in ‘Raudra’ rasa. For instance, in [X.37 the poet has described how
extremely Satyavati challenged her father to offer her in the hands of
King Santanu in following words:

frery Prdvayut fvefe

TITS Hi AId g1 |

el o | e Rsafy

g R wagat = SIfdar] 1| BC, 1X.37

sy wavneEEe g Il SD, VIIL 4-5
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(3) Prasada Guna (Elegance) — Bhamaha describes prasada as
comprehension of the sense even by the womenfolk and children.'®
Vamana’s prasada as a verbal excellence is the laxity of structure and as
an ideal guna; it is clearness of meaning brought about by the avoidance

11 The later rhetoricians define it as that which causes the

of superfluity.
sense to pervade the mind instantaneously and spread like fire in dry
fuel.'® 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 prasada gumna. This quality appeared in the
melodious and lucid verses, and only by hearing meaning comes to the
mind. Madhurya and oja may be related to prasada but prasada is

separate from both the gunas. Our poet has used prasdda guna in

different sentiments as follows:

(i) Prasada guna in ‘Saribhoga’ Srigara rasa — In X.37, the poet has
very appropriately made the use of prasada gumna in ‘Sambhoga’
Srigara-rasa while describing the kissing and the lovely biting of

different parts of Satyavati by King Santanu as follows:
HiOIYaTe BUlTHEd

e A vGer |
Wi w=mer g
FUSYBU] WHEFSH Il BC, X.37

(i) Prasada guna in ‘Vipralambha’ Syngara rasa — The poet seems to
be very keen in using prasdda guna in ‘Vipralambha’ Srigara rasa. For
instance, in [X.13 the poet has aptly described how Satyavati do not like

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

KL, IL 3
T KISV of Vamana, III. 1. 6, 2.3
' DL and Locana 1. 10; KP, VIIL. 70, 71, 76;
ot A : fan ge-emfEmer: 1 SD, VIIL7
W YIS AR WY ¥R 9 |
YgRdgasIdl srRfaedT: geFma: | SD, VIIL 8
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charming sound of all birds in separation from her lover (King Santanu)
as a patient do not like even tasty food.

Rraer el e 3T

TG EgahiaIay |

a1 1 aR) $od TN

SRR Jer gHIs= Il BC, 1X.13

(111) Prasada guna in ‘Karuna’ rasa — We find an appropriate usage of
prasdada guna in ‘Karuna’ 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.

T P TaaTEN NPl

RO AR HUSTATEAT |

AR Bfda i

AT Hul dar¥aq Il BC, XV.50

(iv) Prasada guna in ‘Raudra’ rasa — We find the usage of prasada
guna in ‘Raudra’ rasa. For instance, in XIII.58 the poet has described
how Bhima has become extremely angry and thus his eyes have become
so red, and who took an oath to kill Duryodhana and Duh$asana, on
account of insulting Draupadi in the royal court by them.

Wigas i PURUHIA: Ufrer || BC, XII1.58

(v) Prasada guna in ‘Vira’ rasa — Our poet Hari Narayan has
deliberately used prasada guna in ‘Vira’ rasa in his poem. For instance,
in VL6 the poet has deliberately described how King Santanu 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 Parasurama.

el gugaEm

A eTaTa |
AR el

|argars fsgrRa Il BC, V1.6

(vi) Prasdda guna in ‘Santa’ rasa — We find the usage of prasada guna
in ‘Santa’ rasa. For instance, in XVI1.34 the poet has described how
Bhismapitamaha has become calm being free from all types of sorrows,
infatuation, arrogance etc. on the bed of arrows.

€ 7 AR A T SRIHTE

A AR ST 74T |

PN  HRIMY HASTLIA

& T | WA gEI SR 1| BC, XVI1.34

(IT) Ritis (Dictions)

The definition of the concept of Riti was given for the first time by
Vamana and who described it as a peculiar arrangement of words.'® In
other words of Visvanatha, the Riti assists the realization of sentiment,
just as the structure of body assists the soul.'® According to Vamana,
‘Riti'® is the soul of property.'® It is the essence of language which
cannot be separated from it in any case. After him, Anandavardhana
defined Riti as a well-formed sequence of words which is a concise form

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

19 Rrf¥imeugwaar 9 | KLSV, 1.2.7
1% qertee ARreTRieRRIvaq | STHAt e ... SD, IX.1
165 ﬁ?ﬁf
spome | KLSV, 1.2.8
Rit7 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.
1 Sfrrem wreawa | KLSV, 1.2.6
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means of adding charm to the poetic sentiment,'’” while Vamana’s Riti
was evidently independent of rasa. Visvanatha practically followed
Anandavardhana, while Rajasekhara and Bhoja patronised the earlier
view of Vamana.'®® Kuntaka, the well-known propounder of the vakrokti
theory, made an original contribution to the Ri#ti School. He gave
importance to the poet’s svabhava (personal disposition) and described
and classified it on the basis thereof.'® Before Vamana, Bhamaha,
Banabhtta, Dandin; and after Vamana, Rudrata, Bhojaraja, Veda Vyasa,
Bahurtipa Misra, Singa Bhiipala, Acyutaraya, Govinda, Mammata, etc.
have also defined Riti.'”° About the types of the ‘Riti’ there are many
views of the Acaryas but the minimum number is three which is accepted
by most of the Acaryas. They are the ‘Vaidarbhi’, the ‘Gaudi’ and the
‘Pancalt’. ‘Vaidarbhi’ or gay style is an elegant mode of expression
(Lalitatmika) consisting of an arrangement of syllables which are sweet

in sound.'”" Mostly it is devoid of compounded words and thus of easy

172 5173

comprehension. © As far as ‘Gumnas’ '~ are concerned, whatever is the

view with regard to the contribution of ‘Gunas’ to ‘Riti’ this much is

"7 DL, 111 5-6 and vrtti
8 SD, IX. 1
KM, III (22-5)
'9vI, 1. 24 ff. (29,43,52)
' Bhamaha, KL, 1.30-35
Banabhatta, Harsacaritam, 1.7-8
Dandin, KD, 1.40, 42-103
Rudrata, KL, I1.5
Bhojaraja, SKB, 11.33
Veda Vyasa, Agnimahapuranam, 340.4
Bahurtipa Misra, Dasariapakadipika, part 1, pp. 71-74
Singa Bhiipala, Rasarnavasudhakara, 1.228, 240
Acyuta Sarma, Sahityasara, pp.340-341
Govinda, Kavyapradipa,
Mammata, KP,

The first two letters of the five classes and the sibilants (3], ¥, §) are called surds or
hard consonants. The rest are called sonants or soft consonants. Vide . Kale M. R. ‘A
Higher SanSKBrit Grammar’, pp. 6
17 repfersardbd ot vam wifraricre |

sgfereagfrat dedt dfcfvsaa 1 SD, 1X. 2-3.

' There are different views regarding the number of gunas. Some rhetoricians say that
there are ten gunas; some say twenty and some say three. According to Riti School,
there are ten Sabda-Gunas and ten Artha-Gunas. But, the three Gunas viz., Prasada
(elegance), Madhurya (sweetness) and Oja (grandeur) are recognised by all the
rhetoricians.

242



certain that ‘Prasada’ and ‘Madhurya’ are the two conspicuous merits of
the ‘Vaidarbhi® style. It may be noted that this style goes well with the
‘Srigara’, ‘Hasya’ and ‘Karuna’ sentiments and it is particularly suited
to all other tender feelings. In wide contrast to the former, there is the
second one, the ‘Gaudi Riti’ 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.'” So far as ‘Gunas’ 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 Vira (Heroic) sentiments. The ‘Paricalr Riti’ is a via-media between
the two opposite Ritis viz., the ‘Vaidarbhi and the ‘Gaudr.'” It admits
partly the characteristics of both the Riti 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 Riti 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 ‘Riti’ (diction) of Bhismacaritam is concerned, it is
necessary to remember that the diction of ‘Rit#i’ changes according to the
subject-matter, characterization and descriptions in a Mahakavya. 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

Mahakavya can achieve the greatest height of artistic composition only if

7 Siret: yeprerdbd e smeRR: g |
Faraegen et | SD, IX. 3-4.
Dipthongs are — 1, ¥, i, 3
7 gof: A: g | wTsEYaE):
= yrsterat war | SD, IX. 4
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a proper ‘Riti’ is employed at the proper place. Thus, multiplicity of
‘Ritis’ in an artistic composition is inevitable and same is the case with
the ‘Riti’ of Hari Narayan. He is a double-stylist personality and uses
both Ritis (viz. Vaidarbhi and Gaudr) according to the suitability of the

context.

1. Vaidarbht Riti - An impressive use of the ‘ Vaidarbhi Riti’ 1s found in
XVI1.36 of Bhismacaritam which we cite here for illustration:
g W GRS e
ew] Haied AR U |
wag Wd = Fvrean
g9 & F%1 | Iy WRYH Il BC, XVI1.36

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 Vaidarbhi Riti’. We may cite
another verse IX.16 where our poet very appropriately uses the
‘Vaidarbhi Riti’ as follows:
ga1 el A1 TN AR
Rreter 8 W 9 R |
fereTReit T 9 af=siepi
e Ry e =g 11 BC, 1X.16

How beautifully Hari Narayan has delineated in it the ‘karuna’
rasa which has the flavour of words i.e. Madhurya guna ; 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 ‘gaganeksana’ and ‘priyacyuta’ have

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

Vaidarbhi style.

2. Gaudr Riti - Side by side with the ‘Vaidarbhi Riti’; Hari Narayan has
also used the ‘Gaudi Riti” according to the situation and has employed it
with the same mastery as he has shown in the use of ‘Vaidarbhi Riti’.
Here XV.15 is a good example of ‘Gaudi Riti’ as follows:
TRAR-feereer-genfern

HUIA forpry g VoI |

e~ gess_yon

el fafgar yarfi=m 11 BC, X V.15

In this verse the description of Karna 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 ‘sa’,
‘tra’ and ‘dya’ occurs in it forming alliteration. This vigorous portrayal
of Karna qualifies in it the ‘Oja guna’ 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 Karna are all couched in the ‘Gaudr

Riti’.

3. Paiicalf Riti - Bhoja has also defined it.'’® It admits partially the
characteristics of both the Ritis (viz. Vaidarbhi and Gaudr) 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 ‘ Paricali
Riti’ as follows:

ferer Prdvayui fvefs

TITS Hi Y gIed |

= TTer ara | feieRsaty

170 et TsENaEIIT: IR |
AR YHAN T Ul Hadr fag: 1l
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g BfFaq wagar = SIfar] 1| BC, 1X.37

Here the poet has described how extremely angry Satyavati
challenged her father to offer her in the hands of King Santanu in above
words. The poet has deliberately used oja guna in ‘Raudra’ rasa. How
furious Styavati has become on his father for his demands from the king
is well portrayed in ‘ Paricali Riti’. 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 ‘karpanyapanam’ and
‘svasutam’. Here the sweet combination of both the Ritis (viz. Vaidarbhi
and Gaudl) 1s 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.

(IIT) Alankaras (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 Ksemendra says, they generate sentiment,

which as Vi$vanatha has aptly described, is the soul of poetry — g

RAI® B, 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 ‘kaku’ of ‘alankarikas’ like Rudrata and Mammata

"7SD, 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.'™
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 alankaras
were taught to be the essence of poetry and they were indispensable to a

good poem. Bhamaha clearly makes the use of the word “HIeTg®dR’ while

giving the characteristics if an epic.'” The face of a lady, though
beautiful, does not look attractive without the employment of proper
ornaments, said Bhamaha.'® Vamana also laid great stress on the utility
of alankaras by asserting boldly that a poem is to be accepted for its
embellishment.'®' Mammata paid great importance to the alarkara by

182 We find the mention of

incorporating them in his definition of poetry.
the usage of alankara in the poetry from different poeticians like
Dandin'®, Veda Vyﬁsa184, Kuntaka'®, Bhoja186, Hemacandra'lca'lrya187 and

Jaydeva'®® etc.

Alankara 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 alankaras are

'8 Keith, A. B., A History of Sanskrit Literature, p.348
KL, 1.19
% rRReremRaaRRgR: |
=1 Aty s frfa afamesg 1 KL, 1. 13
¥ reefeiere: 1 KLSV, 3.2.14
TafrerRaavaaern: || Ibid, 3.1.2.
%2 e wrarelf Ui §: @@t | KP, 1.4
A COR! Fafy FReroraverd 7 dreacet: | Vrti of KP, 1.4
1% prerehuen erAteeRe wEead | KD, 111
184 preat Tpraaony | Agnimahdapuranam, 337.7
183 srreiera s wetswmdRsafy | VI, 1.20
1% prezeieitReipa | SKB, 1.2
17 Aretert wrearel | Kavydanusdsana, p. 19

% wreiwrvemgRatEeae | Candraloka, 1.7
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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 alankaras. Through the study of a Mahakavya, 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 alankaras that our poet has been able to display his
imaginative power. His Mahakavya is full of alankaras; he has shown his
mastery over alankaras in the descriptions of sacrifice, rajadharma,
battles etc. where gaudi riti is most appropriate. The entire
Bhismacaritam 1s full of different alankaras not less than 42 which
shows his great mastery over language. It seems that the chief aim of our
poet in writing this Mahakavya was to display this craftsmanship in the

use of alankaras.

As mentioned above the study of the Bhismacaritam 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 alankaras, both of sound (Sabda) 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
Kavyaprakdasa of Mammata and Sahityadarpana of Visvanatha. Their
references are indicated. Although the examples of alankaras used in
Bhismacaritam 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 Sabdalarkdras first and then with the

Arthalankaras:
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Sabdalankaras

1. Anuprasa (Alliteration) — Sabddlankaras such as Anuprdsa and
Yamaka are the favourite figures of speech of our poet. It requires too
much space even to note all the examples of these alankaras 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
Kavyaprkasa.'"” Visvanatha defines it as the repetition of the same
letters, though their vowels differ, constitutes Anuprasa in his
Sahityadarpana.”” 1In 1126 of the Bhismacaritam our poet has nicely
represented the request of King Santanu 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’ (¢) in Chekanuprasa’’ as follows:
TIGARP AGUEAT
IJgfad SHdIfdaead |
defeel Jursaad Rg:
gA= gan: akRiegar 1l BC, 11.26

The other examples of Chekanuprasa are 1.1, 1.7, 11.1, 11.12, V.16,
V.40, V1.49, VL.51, VILS55, VIIL3, X.30, XI.14, XI1.22, XV.17, XVI1.32,
XVIL44, XVIIL.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 Vrtyanuprasa'” as follows:

L HR LR NEC R E

1% qoferrga: | KP, 1X.79
' s wegwrl IS w@w I | SD, X.3
! Bpgfrral fgen | KP, 1X.79

BO! SR wgeargaaae | SD, X.3
%2 SreRBURRIRISg, aTEGHT |

TR 9PeRY goIguN S=d Il SD, X .4
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HE T T HAIAT |
A4 BRTAUEIHEISTY
e TSR 1| BC, 1V.35

The other examples of the same alankara in the Mahakavya are
[.12, 1II.11, 1L.14, 1V.21, V.35, VL.22, 1X.79, XII.17, XIIL.49, XV.9,
XVIL25, XVIIL.25, XIX.45, XX.5, and XX.43.

In XVIIL.47 the poet has accurately depicted to be cautious of
danger by the use of word ‘@’ in ISR and WIS of 2™ quarter in

Srtyanuprasa’” as follows:

T e | UpaivaRaeT:

SR JIST yREeReqal |

QUi T Wed GED

fesqor ARSI = ¥ 11 BC, XVIL47T

The other examples of the same Figure of speech are 1.2, IL.S,
I1.14, 1I1.34, 1IV.5, V.18, VI.22, VIL.3, VIIL.29, IX.66, X.37, XIL.41,
XI1.33, XIV.45, XV.10, XVIL47, XIX.3, XX.35 and XX.50.

In VI.44 the poet has deliberately described the welcome of
Devavrata made by the females of Hastiapura by the use of ‘@’ vowel in

the words arevMI: and ARIAFEERIEIL: in the end of the third and
fourth quarters in Antyanuprasa’” as follows:
HAGEINTCIT g b
'g'ﬁﬁ[ I Felrgaiger: |
R : ot
SRIHRIIREERTISI I 1| BC, V1.44

' SR Ea UM deRa |
AR FsaRE FaguE s=3d Il SD, X.5
™ e dereael werH vl g |
S sRSaEE<argaN: 39 aq Il SD, X.6
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The other examples of the same Figure of speech are 1.31, 11.20,
VIL.38, VIL50, IX.36, IX.56, X.32, XII.30, XIIL.19, XV.23, XV.24,
XVI.38, XVIIL.29, XIX.31, and XX.26. How well our poet has used here
the ‘Anuprdasa’ alankara. Another beautiful example of Anuprasa is X.30
of Bhismacaritam where in the King Santanu and Satyavati are engaged
in their sexual play by the use of different techniques;

SO THAW]E WA ° elelified 9 | BC, X.30
Here the repetition of the letter ‘githa’ at the end of the words in 1*

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

2. Yamaka (Chime) - Unlike the different types of ‘Anuprasa’ we do not
find the frequent illustrations of ‘ Yamaka’'® in Bhismacaritam. However
Hari Narayan has also shown his skill in the use of this type of alankara.
There are many beautiful examples of this application like 1.12, I1.36,
V.35, VIL.14, 1X.42, XV1.26 and XVI.47 in his poem. One of them is
cited below:

ARSI °

S G 9 Gifsa T |

NG FAQRNUNRIURY

a1 gean fad e 1| BC, V.41

3. Punaritktavadabhasa — Unlike ‘Anuprdsa’ and ‘Yamaka® we do not
find frequent illustrations of Punaritktavadabhdsa'™® in this Mahakavya;
however the poet has shown his skill in the use of this type of alankara.

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

yerIfeiem and 31fsiWoT in similar sense.
T SRR

19 318 rca et qui @ g AR @weq | KP, after 9.82, page no. 324
sgfef guieErEaN a9 fig: | KD, 1.61
1% SraTeet Feeer AT |
Ivaaaard: 3 e 11 SD, X.3
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yaifrd S15=1T: Yadi+en 89 |
IJERRAPH oy sfrsfiyo

AR deargfA4gar || BC, V.7

The other examples are [V.40 and [X.31.

Arthalankaras

Hari Narayan Dikshit is an expert in the use of ‘Arthalankaras’
also. He has resorted to various ‘Arthalankaras’ in his poem, which
shows his mastery in the employment of the figures of sense. Among the
various ‘Sadrsya-miilaka Arthalankaras’ such as ‘Upama’, ‘Utpreksa’,
‘Riipaka’ and others, the favourite of our poet are the ‘Upama’ and
‘Rupaka’. The frequent use of these Arthalankaras is a typical feature of
Kavya-style.

4. Upama (Simile) — The poet’s use of ‘Upama’"’ is perfect and
appropriate in his poem. In XIV.42 of this poem, he uses Upama and
compares the victory with the swing as follows:

a1or got=a f&fRT piRaror

2101 g It TR rvearr |
ATFSIAONHIA D : AT

]rerg HifeoT 01 SR 11 BC, XTV.42

Here the poet has perfectly used the ‘Upama’ alankara.

(a) By the use of ‘Luptopama’'™® in VI.2, the poet has compared the

strength of Devavrata with the Vadavanala fire as follows:

S U KFEARCE S INCAC

JarfearAfferdacgad: |

7 e % 1 KP, X.87, p. 349
T aregmaeRt g Sw g Il SD, X 14
' e wrIERYeY 3 a1 g@: | Ibid, X.17
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fauqaeed gearaiH:
T | SR usadféa: 1| BC, VL2

(b) In XI.11, the poet has made a beautiful use of ‘Parnopama’'” by

comparing Satyavati with the fire of sacrifice as follows:

RAlCEISICIELREICE
et = T |
AUSEIE K ECEICEaR)
ARPRYCIRIEE ¥3: 1| BC, X1.11

(c) We may cite XIL.5 of the Bhismacaritam as an example of
‘Malopama’*™ in which the poet compares pregnant Satyavati with that
of Parvati, 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 Satyavati with Parvati, earth and pot.
g Hall Fydl HAR
NG GRGR el =T |
TG AR
=21 HAre 9 994 g 1| BC, X1.5

The other examples of the same Figure of speech are: VIIIL.11,
XI.10 and XVI.39.
(d) Hari Narayan projects a very enchanting simile ‘Prativastipama*"’
in XIV.24 by comparing the death with that of old clothes. Bisma tells
Yudhisthira 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

" 3 qoif afy e showraif = |
IR Ao W $9 49 Il [bid, X.15
20 el FymeTaH g TR | Ihid, X.26
201 2 TR TSR W o gere fifdery  uiasqe | [bid, p. 165
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new clothes. This he tells to Yudhisthira when he comes to him for the
help in the battle.
watera | 9 v qd:
ara | g feranfR e |
f&can gRIvt TawTeeE
I T gsafd wFare || BC, XIV.24
The other examples are 11.46, IV.6, 1V.32,1V.44, V.14, V.23,
V.25, VI1.20, XII.2, XIIL.55, XVI.30, etc.

5. Ripaka (Metaphor) — Like ‘Upama our poet has also used
‘Riipaka’*®*, frequently in Bhismacaritam. For illustration we may refer
to 11.49.

gfcrfes GO

gferfel 9 qER—eRERET |

yfcrfeel YN =

gfig¥ SHdgeareT™ Il BC, 11.49

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 ‘Riipaka’, V.52

of the Bhismacaritam 1s cited.

A TeUrEaiaREl wsgg: 1| BC, V.52

Here in this verse very intelligently our poet has used the phrase
“fAsT-Sp-fSgan-gegen-ggadl: . Another apt use of ‘Ripaka’ is found

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

292w wRITRTRYY FRuEd | [bid, X.28
qgENE I STHEERT: | KP, X.93, p. 369
254



men and women are the two wheels of the chariot without which a
chariot cannot run. It follows as:
HHISTOU V2R 1A
ARIRIBR-YATS-JIH D |
Uegd, a9 dEIHARRY:
TRIRBRA ST Waa—ear 1| BC, XVIN.44

The other examples of ‘Ripaka’ are 11.17, 11.28, 11.29, V.35, V1.2,
VL4, VI.27, VIL.18, XIL.3, XIL57, XIIL8, XV.26, XV.49, XVII.2,
XVIL6, XVIIL.20, XVIII.31, XIX.20, XIX.36, etc. There are some

25 too. For illustration we may refer to

examples of ‘Sanga Ripaka
Iv.37.

TSUHT: PIARTY=ae:

Weikddl qgiihd] AdEd |
TP FHROA

A99f¢ < ufaRepred Il BC, IV.37

Here the poet has represented the creepers as beautiful as the

harem maids. The other examples are 11.28, 11.29, 11.30, XIIL.8, etc.

6. Utpreksa (Poetic fancy) — Similarly, a beautiful application of
‘Uz‘prek,sd’zo4 is found in VI.38 of Bhismacaritam, 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:

IF[EE <1 FRITAT RIS

FHARATGIDIIG SR |

A sadiur gd fafGTFIT@{TITFIT

20 ghan snerfes & aR=IBSuRERl aq e | Ibid, X.94, p. 371
M wreeRieeT Yeaw s aq | Ibid, X.92, p. 366
YHII URIHT F¥1eT o | SD, p. 141
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YARAT 3¥a=axte M 1| BC, VI.38

The other examples of ‘Utpreksa’ are 1V.30, 1V.31, VL5, VIL.37,
VIII.15, IX.39, XIV.40, XV.7, XV.21, etc.

7. Arthantaranydasa (Corroboration) — An effective use of it is found at
various places in this poem of Hari Narayan. Some of his
‘Arthantaranyasa’®® 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 ‘Arthantaranyasa’ is seen in I1.24 of the
Bhismacaritam.

TEPURRRTR] SISl S+l

waifd uftsadr wfe e |

sfer et weeg st g

AhIIGIPM=Al &5 || BC, 11.24

Here the poet has nicely described the wish of Santanu 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 Parasurama as it
is said that a student having faith in his teacher never fails in his
endeavour.

TR IRASRATEA
PR M1 feanfrer |

2% g a1 Ry a1 deRA wwek |
Iy iR AreRvaver ar i1 KP, X.109, p. 406
B 9 BRUMG BRIV T FHA |
eSS aa: I SD, X.62
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3am fufg | 9 oo afzedr
1 IfRT g THHFTYDT: 1| BC, V.27

The other examples are 1.38, 1.6, 11.22, 11.36, VIL.59, VIIL.9,
1X.38, IX.55, XIII.14, XV.11, XV .47, XVI.16, etc.

8. Kavyalinga (Poetical Cause) — Hari Narayan, being learned in the
Sastras like Mimarmsa, Nyaya etc., has used ‘Kavyalinga alankara’®
also in Bhismacaritam. For an apt use of ‘Kavyalinga alankara’ 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,

ra: Wi srafer 7R i geerHi I ueit

HIAT AT Hafel erT AgarRg AsfY |

A AR Rigen s s

w4 fig 79 wafd 3g e =ity 1| BC, VIIL34

Since the basis of strikingness in statements here is the cause and
effect relationship based on the principle of ‘Nyaya’, this alankara is
Kavyalinga here. Another example of ‘Kavyalinga’ is XVIIL.4.

T SR g

Pt G qgf i |

et Rt iR efag

A ARG YU AT S 1| BC, XVIIL4

9. Sahokti (Connected Description) — In addition, many other alankaras
such as ‘Sahokti’, ‘Svabhavokti’, ‘Lokokti’, ‘Atisayokti’, etc., are also
employed by our poet in Bhismacaritam. The figure of speech named

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

20 derateruarele wreafret frmeR | SD, X.63
27 Fere SRS IF WEES g4 |
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we may refer to 11.45 of Bhismacaritam. In this the poet refers to the
holistic and intellectual development of Devavrata during his training

under expert teachers.

oA ST T JeHfFTH
fragdeia go=m |
TIHATHAAG I[OTHAT
yfcrfe sgeiemada 1| BC, 11.45
The other examples of ‘Sahokti’ are X11.26 and XVIIIL.23.

10. Svabhavokti (Natural Description) — There is an example of
‘Svabhavokti’*® also in Bhismacaritam. 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 Santanu.

Fdi Ydgergareangn:

IRTHRIFORTIGH: |

—— AT

NIST TRt 939 1 BC, VIS0

11. Vinokti — The poet has made a wonderful use of  Vinokti’*” alarkara

in this epic. In XV.2 of Bhismacaritam, he has aptly narrated the
situation of Kaurava army, in the battle of Mahabharata on the fall of the
commander-in-chief Bhisma, 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.

w1 FelfdaHeroRRIfadar waq I SD, X.55
w1 welfda: werewr s fearaed | KP, X.112
208 vy Reewd: wafparegavt | KP, X.111
29 R a1 R Ia: 9 Saw: | KP, X.113
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A Arefer fomr e
1&g 0 AR e e |
Sfel USTF BoBH:
PRI g Peartig @a Il BC, XV.2
The other examples are VII.14, XVIII.13, XVIII.14, XVIII.15, etc.

12. Atisayokti (Hyperbole) — There is an example of ‘Atisayokti’*' also
in Bhismacaritam. 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 Kas1 Naresa on the strength of Bhisma.

P U9 =4 @ T ANl

T A SETFRERIRIUIE F: |
R Iraeyed af:

| dEeasEN YusT: | BC, XI1.40

13. Visesokti (Peculiar Allegation) — The figure of speech named
‘Visesokti’*' has been successfully used by Hari Narayan. For illustration
we may refer to VII.18 of Bhismacaritam. In this the poet refers to the
agitation arose in the mind of King Santanu though surrounded by the

natural beauty of creepers.

g FYARTIDEI:
ENAUHAIGREEHT: |

AeIaraael qaareensiy

SafersT 9 e=a=d a9 11 BC, VIL18

210 frfrfees g wepaea W1 oq |

TR JgIcd Jeritert 9 seq i
PRIGRURIRTE drafifemd: |

frernfererifaa: =1 11 KP, X.100 & X.101

! RremifeaveEoey Hro Bemea: 1| KP, X.108
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14. Smarana (Reminiscence) — An effective use of ‘Smarana’"? is

found at various places in this poem of Hari Narayan. Some of his best
uses of the alankara are there in the poem. For illustration, in I1.18 the
poet has nicely depicted the reminiscence of Kartikeya, the son of Lord
Siva, in the mind of Devavrata Bhisma when he watches the dance of
peacocks.
TEHITON FISHd: TIGARAAN S IaT |
Riggaewo faqd 7¢ aferrai & 7t 5 govaar 11 BC, 1118

The other examples are VII.23, VIIIL.3, VIII.10, [X.12, etc.

15. Samuccaya (Concatenation) — A Dbeautiful application of
‘Samuccaya’" is found in IV.41 of Bhismacaritam, where the poet has
shown a world of his own poetic description. Devavrata, while going in
search of a guru Para§urama, observes the beauty of nature in the form of
a beautiful dance of a peacock, sweet cooing of cuckoos etc. which
entertained him also.
TG WYSHld YeIden-T>o-Aawia=i |
fFIGIrM IR GAR TSt W e gaan: 1| BC, 1V.41

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

16. Sandeha (Doubtful) — There is an example of ‘Sandeha’*'* also in
Bhismacaritam. With the help of this figure of speech, the poet has aptly
presented doubt in X.25.

fig: Fa afsiaprRT: gavd g far fagea: |

IS Iavedal ) fAaRYer sgaisa Sirdn: 11 BC, X.25

2 qerweme e aoiedl | e | Ibid, X.132
e HaEYgHIfa: ¥ReEed Il SD, X.27
D g aRe e Ty waq wgeaRy | KP, X.116
1 iy Yare qageat @ weR: 1l Ibid, X.92
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17. Dipaka (Illuminator) — The poet has made a wonderful use of
‘Dipaka’*" alarkara in this epic. In I1.19 of Bhismacaritam, he has aptly
narrated the childhood of Devavrata, never crying like other children nor
showing obstinacy and many times playing with the royal swans.
OISO : , SgiAsl a0 ¥ Ja1 Bl |

9 3f4d 9 &S 9 IR 9:, IRSHMERIHANI 1| BC, 11.19

The other examples are I1.5, 111.23, XV.32, XVIIIL.44, XVII1.45,

etc.
18. Vyatireka (Dissimilitude) — An effective use of ‘Vyatireka’*'® is
found at various places in this poem of Hari Narayan. Some of his best
uses of the alankara are there in the poem. For illustration, in 111.46 the
poet has nicely depicted the sense of wisdom by telling that a person
should never trust on backbiters.
ey freareh = SriwEHf R |
wui 3mfersT Se va fr@rfers #ar: 11BC, 111.46

The other examples are I1.15, VI.46, X.42, etc.

19. Karanamala (The garland of causes) — There is an example of
‘Karanamala’®"" also in Bhismacaritam. 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.

SarIaTa | A R0 S, §9 9 SR w9 |

g4 AeRNGYE™ $Hegd | Afddise Ju | uogs=af: 1BC, XV.22

* rpaafrg TR TpaTHaTeTR |
Y fFarg 95dy srReIfa e Il [bid, X.103
216 SraMRR=T @fiRe: | v W: Il bid, X.105

217 geirer A g g ¥qen et el |aiq Il Ibid, X.120
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20. Samadhi (Convenience) — There is an example of ‘Samadhi’*'® also
in Bhismacaritam. 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 Dasaraja for asking the hand of his daughter for

the convenience of his father as his father falls in love with Satyavati.

Rrafda vRurerat~a faead g Suaf~a |
g GRS STl TSR FarTaear Il BC, 1X.39

21. Sarsrti (Collocation of Figures) — An effective use of ‘Samsrti’*" is
found at various places in this poem of Hari Narayan. Some of his best
uses of the alankara 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.

g AGUPTIN IR &I Forer G |

frgeTMMT Setae: | Tgqae=ig 991 HAR | BC, TV.31

The other examples are XIV.56 and XV.35.

22. Vikalpa (Alternative) — The poet has made the use of ‘Vikalpa’**
alankara in his poem. In X.6 the poet has deliberately described the
agony of King Santanu as a result of sacrificing the life of Bhisma for the
happiness of his father. Santanu finds it difficult to accept.

A ARSI TIRIGR GTRTG] el AHDI: |

A afagd WA aifYf:, fepqewre TifaReerars ] 1| BC, X.6

23. Sarikara (Commixture) — In Bhismacaritam, ‘Sarnkara’ alankara is

found in VIL.28 wherein the poet has used two words viz., Sfeaaifaa
and defaggaHGadr: which are like ornaments of river Yamuna here.

18 rfer: g} Rt SRUIRREANTa: I [bid, X.125
21 e wiafsevawi Y& afde R 1l Ibid, X.139
2 RrepergeaserfREgayga: 1| Ibid, X.84
*! s g wg@y: 1| bid, X.140
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Sfceiferes™T FYAFG defage G YT |
Aqpfed ATFANTG Wafd g3 |l 7 FHeR: ? 1| BC, VIL.28

5222

24. Anyonya (Reciprocal) — I found many examples of ‘Anyonya
alankara during my study of Bhismacaritam. Some of his best uses of
this alankara are there in the poem. For illustration, in I11.31 the poet has
made a commendable use of Anyonya alarnkdara by incorporating that one
should follow truth because truth resides in God and God resides in truth.
FIRITIRY] o SrgHIgaRMfdad |

frerTeiTaY W 9 fasidigay: | BC, 11131

The other examples are .25, V.26, VI.19, X.45, XV.9, XVII.12, etc.

25. Ekavali (Necklace) — Some examples of ‘Ekaval’*® alarkdra 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.

e g Prsfu gat 7wt wman GRgafiE |
g 9 fpfachadariiq Bel 9 f5Fag wdiariiq 1 BC, 1V.38

The other examples are V1.47 and VI1.48.

26. Ullekha (Representation) - An effective use of ‘Ullekha’ alankara is
found at one place in this poem of Hari Narayan. Here in [X.40, the poet
has accurately made the use of ‘Ullekha’ alankara in presenting
Devavrata by two persons in totally different manner. When Devavrata
approaches Santanu, he looks him like an enemy while Satyavati looks
upon him like a son.

S5¥ o Hegad gagH fuerged 9 gaet Wi |

Sea¥Ta) T8 garedfoR wewagqut fagenfer e Il BC, 1X.40

222 Rpara g IRy xR Nl Ibid, X.120
2 worerdrerd aify gemgd WU |
oo = g dpreet fgem 1l [bid, X.131
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27. Bhavika (Vision) — In the poem, the poet has deliberately used
‘Bhavika’*** alankara. For illustration, in IX.43 the poet has described
how Satyavati looks on the arrival of Bhisma at her place as the present
has showered grace on her by his footsteps and wishes that the future will
also grace accordingly.

39 9 g4 TEHT ARG YAl I WaafEEnmE: |

"iesadre st T adamadg gdgd Mraad= 79 11 BC, 1X.43

The other example is XIV.35.

28. Tadguna (Borrower) — There is an example of ‘Tadguna’*® also in
Bhismacaritam. 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 Para§urama like that a lamp acquires from another lamp.
dag ool RYEERIG ded it sRfEARMERT |

ST RrsArsf 91 qHmEd I gQueSsafrdrs=I&ysd: 1| BC, V.28

29. Arthapatti (Presumption or Necessary Conclusion) — The poet has
also used ‘Arthapatti’®® alankara at three places in his poem. For
instance, in XIV.38 the poet has described how Bhisma became relaxed
and happy after showing Arjuna the trick of killing him only in the battle.
The reason lying in Bhisma’s happiness is that then he found a way to be
free from unrighteousness (4dharma).

s ffafaca fsr 9 Ry fiarTs: |y 9va |

FHAN ARSI FHled ¥ SAalss =i ? 11 BC, XIV.38

The other examples are XV.40 and XVIII.1.

> qegen 39 TqwE: R YW agwiiie Il [bid, X.114
% g T ARTaRIeaen RS & |

T AOITART 9=t 9 g ager: Il Ibid, X.137
>0 gueTgfrearraRrEsaaRiRsry 1 SD, X.83
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30. Aprastutaprasrmsa (Indirect Description) — The poet has nicely used
‘Aprastutaprasmsa@**’ alankara in his poem. For instance, in I1.38 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.
Head IRARIARTSIA: HAN Noord A FAd |

g Rrsaval gereaa™l wafa geRaEfl 999 1| BC, 11.38

The other examples are [X.6, XIV.22, XV.29, etc.

31. Parikara (Insinuation) — The poet has made a wonderful use of
‘Parikara’®*® alankara in his poem. An illustration is found in XII.56,
wherein the poet has accurately described significant traits of Vicitravirya
as having stout form, devoted to wife, expert in sexual pleasure,
attracting the minds of people etc. which are rare qualities to be found.
fafemrdt Fa-afug emvad fufvsd 7 7 |

I | =Y el HARE ERfEEIAEfEEEE 11 BC, X11.56

32. Virodha (Contradiction) — In the poem, the poet has deliberately used
“Virodha’** alankdra. For instance, in VIIL.4 the poet has aptly depicted
the sorrow of king due to separation from Satyavati, his beloved lady.
During that time the king feels cool breeze of Monsoon even hot.

J FTU qUASIAC AT SRR

&= ¥IsT Y TEavamig Sreoier |

1A GETIERIT~IIaIgebearq 4 !

|d gafd Y@< geevrn A 1| BC, VIIL4

The other example is 1.9.

27 SroregawEr a1 < ¥a wegarsan | KP, X.98
228 FedfdwdY: wiftmrd: aRew w1a: 11 SD, X.57
2 R SRR Regad 8= | KP, X.110
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33. Drstanta (Exemplification) — Few examples of ‘Drstanta’™’

alankara 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 Hastinapuri for a beautiful woman. Due to celebration
Hastinapuri 1s looking more beautiful than Amaravati, the city of Gods
and thus Amaravati starts feeling sorrow and jealous like a lady jealous
of a beautiful lady.
2107 &0 gravaragst Bfd qEmaeay Idi |
AT ATRIHRIEH YT 7 HIGd SHavIA-I3rT 1| BC, VI.21

The other examples are XI.6 and XV.7.

34. Nidarsana (Illustration) — Some examples of ‘Nidarsana’*" alarkara
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, Dasaraja has aptly consolidated his daughter Satyavati.
RS © Jufea G | o SIS a9 HgSilfet |
Pl &1 Al IR | SIA ag-ERRIT A W9 I BC, 1X.20

The other examples are 1.8, 1.51, I1.9, XV.2, etc.

35. Udatta (Exalted) — The poet has skilfully used ¢ Udatta’>* alarkara in
the poem. For instance, in 1.14 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.

20 eseravg wEERR v Rk 11 SD, X.50
TSCT: gAvaSt wawt wfafdese | KP, X.102
B R ST S |
I3 Reaafirad relq @ freem 11 SD, X.51
e svaERgsy STmfveers: | KP, X.97
2 ArpreraeraRaoFiarTd |
JgIf wgaeTet wedi afvd waq Il SD, X.94-95
9o g Wi wedl Arveevry | KP, X.115
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TN IR I RGN 4 €10 el 9 AN - |
S Ed IR fdepdiueh! ST Sl WA= 4yd: 1| BC, 1.14
The other examples are .12, .13, .15, .16, 1.17, etc.

36. Preya — The poet has also made the use of this ‘Preya’ alankara in
the poem. This one is full of sentiments. For instance, in VII.41 Satyavati
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.

Jfereni Ao 79 g Ygea) A Ta A |

fpaft F gopa & quIpd WietaHa v | 1 ¥R 11 BC, VIL41

37. Urjasvi — In the poem, the poet has deliberately used ‘Urjasvi’
alankara. For instance, in [X.81 Satyavatt 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.

gl ° a1 da AfSSIagg daarse gfeeay fUdamey |

P JouTravsary @srRIgat faqerg wa 917 Il BC, 1X.81

38. Lokokti — The poet has made the use of this ‘Lokokti’ alankara too in
the poem. For instance, in IX.73 how the father of Satyavati becomes
happy on hearing the strict vows of Bhisma. It is a matter of great regret
that wicked persons remove their coldness by setting fire in others
houses.
W daMl g SNt eFeAadic T |
g S8 WeIEH: We: Wl fiffara=er | 11 BC, 1X.73

The other examples are 1.26, X.7, X.11, X1.8, XV.3, etc.
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39. Asth - In the poem, the poet has deliberately used ‘Asth’ alarnkara.
For instance, in .11 the poet bows down again and again to the great poet
and sage Vyasa, the composer of the Puranas, and thus starts writing on
the life-sketch of Bhismapitamaha and hope that he will guide him in this
direction.

YT IR HEThl RIUThevae Hgig: |

Yoy oAy feranfy Site A T 3 fawl yeeRq 1 BC, 111

40. Sambhavana — The poet has made the use of this ‘Sambhavana’
alankara in the poem. For instance, in IV.17 Sage Devala shows to King
Santanu the possibility of Sage Parasurama’s training in the science of
archery to Devavrata Bhisma. 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.
< SR AR S & SRR |
I AsSYFENST a1 HagHiferesa RYum 1l BC, V.17

The other examples are VIII.34 and 1X.35.

41. Visadana — In the poem, the poet has deliberately used ‘Visadana’
alankara. It shows the sense of agitation. For instance, in VII.61 King
Santanu 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.

SNHEAUTT: B+ IMf~IhM:

THTRRIGAT NSRS |

fafsra ga st gae™ T8
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fafémferfafmen wmasar 1 afy 11 BC, VIL61

Numerous examples of the figures of speech may be cited from
Bhismacaritam 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) Kavyadosas (Poetic Defects)

The alankaras discussed in the preceding pages are desirable
attributes of a kavya, whereas the dosas are undesirable elements. In
other words, they are the opposites of the gunalankaras. Consequently, if
to accomplish alankaras was an important activity, to avoid dosas is an
equally important duty of the poet. That is to say, the avoidance of dosas
is also, in a way, a means of achieving poetic beauty. Bhamaha 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.”>> 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.”*

In Kavyadarsa, Dandin 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).”>> Abhinavagupta emphasis this fact
by remarking that a kavya, even if it is devoid of poetic excellences and

figures, is acceptable if it is just free from defects.>® Bharata enumerates

2 e geER A PrTerdEa |

frarewon f& w1 o fee 1 KL, 111
2 Aol ey US|

Gepfacd gA: Sem=forrgar fior: 1| KL, 1.12
P ol et e g5 Y |

wgY: gavar Rezorea g 1t KD, 1.7
¢ Cp. Abhinavabharati on Bharata’s NS, XVI. 95
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ten types of faults in poetic composition.””’ The first element of the
definition of poetry in Bhoja and Mammata is the condition of its being
free from flaws™® on the avoidance of which the former evidently puts
special emphasis by discussing the dosas first of all in his work. In the
Agnipurana the poetic defect is defined as one which causes concern to
the critic.” According to Vamana, the avoidance of defect in poetry is as
essential as the employment of the gunas.”*® Further he defines it in

I1.1.3**' and says that they are five-fold.**

According to Bhamaha, anything that is employed improperly or
indirectly and, for that reason, perturbs the mind of a man of taste
(sahrdaya) constitutes a defect.*” And this attitude of his as also his
analysis of the dosas 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 dosas 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 dosas 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
dosas also changed accordingly. They were related primarily to the soul

and through its relation were, just secondarily, connected with the body

“TNS, XVI, 88
¥ SKB, 1.2; KP, 1.4
> g AW: IR | Agnipurana, 1. 346
MKLSV, 1.1.3
! Sty wos=: | KLSV, 11.1.3
2 g vgay B IrgARdtaRaYd® 1 | KLSV, I1.1.4
KL, 1.6, 7, I1.51
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of poetry, the word and sense. Thus when dosas came to be killed with
rasa, the soul, it began to be defined as that which hindered the

enjoyment thereof.***

In Sahityadarpana, Visvanatha says dosas are five-fold.**
(A) Defects of Word (Pada-dosa)
(B) Deffects occurring in parts of words (Padamsa-dosa)
(C) Deffects of Sentence (Vakya- dosa)
(D) Defects of Sense (Artha-dosa)
(E) Defects of Rasa (Rasa-dosa)
Now let me show you the treatment of Kavyadosas (Poetic

Defects) as applied to Bhismacaritam of Hari Narayan.

(A) Defects of Word (Pada-dosa) - Mammata says that Defects of Word
are of sixteen types as following:

T 76 g TP |

frrganeimgfaanet feieraras Prareier |

AT gAY I =1eHe A feerseq |

Jfergeef g frgafipaRmTada | Kavyaprakasa, VI1.50-51

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;

4 e v EaRdEIRIER: |

IHITNRMA: §g: Trearerad asaf 1 1| KP, VI1L.49

In Mammata’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)

wussHl @ | SD, VI
* § qA: wsmer 7@n: 1 SD, VILI
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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.**°

In course of my study, I found two defects of Word (Pada-dosa) in
the poem and they are 1. The unpleasantness to the ear (¥fdbge) and 2.

uselessness (FRefFH@).
1. The unpleasantness to the ear (¥febgea) — The words consisting of
harsh letters are found in some verses of the poem. An example is as
follows:

A RIS AT Bered i AT SR T |

IGRGAT TSI gy galdusds 9 Il BC, [V.42
Here the letter “%° in SO and the letters ‘O & ‘& in ARG
are harsh and hence the verse becomes unpleasant to the ear while sung.
The other examples are V.37, V.48, VIL.57, VIIL.22, IX.6, IX.17, IX.31,
X1.34, XIV 41, etc.

2. Uselessness (Frefed@) - feefe ueqromBgEeH akes ' In my

study some verses are found with ‘A4’ having no sense and use. An

example is as follows:

Rt Eazad: Jufcmr ffémr uRurfera: |
gaAaE VRIS gaerierdal f§ ger T 1| BC, 1114

The other example is:

 sferresfer 7 7 ARF 7 fagen = gen 7 qufe: |
TRYEGRE T JereTst Tomie qer aRargaar] || BC, 11.31

And still others are I11.20, V.24, 1X.29, XI.5 and XII.33.

(B) Defects occurring in parts of Words (Padamsa-dosa) - Mammata

says that Defects occurring in parts of Words are as follow:

0 KP, pp. 165-166
*7 Ibid, p. 170
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U Faivbraaae fAvefay |

IR QT T UGRIRY da | Kavyaprakasa, VI1.52
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.**

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 (9fcrererauiy)

(ii) The Blunted Visarga and the Rejected Visarga (SUgdfaavigiufat o)
(ii1) Unrhythmical (&99<H)

(i) Discord of letters (Yfereheraui¥]) - Certain letters are in consonance with

the delineation of certain particular Passions; and letters that are not in

. 249
such consonance are called ‘discordant’.

AUl oIl gedd | dfguid dlcreperaoiy |
An example is as follows:
AR PHUleHE I UG VEerH |
Hai FrEmHY g Fueydur wHgHaer || BC, X.37

(111) Unrhythmical (&Gd<¥) - In VI.22, we find the third quarter having
the portion gFFIAISHIN Tcf: Fe=erab:” (though formally correct) is not

pleasant to ear.
TAUHUS S gdmusa fafRfiarsyg woligee: |
gRadiseiik ad: ge=ed: hampamisafim<awa 9 1| BC, VI.22

(D) Defects of Sense (4Artha-dosa)
JUTYSC: BN ATEAYTCIAGSHHAIII: |
wfere frdg: wRifgfeafrgea |

S KP, p. 184
*¥ Ibid, pp. 207-208
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dipa: afmimaRmT feRmufvesr: |
ABIEEUegdd: e YhIRafeg: |
frer e aasaTayq:-gpaee: | Kavyaprakasa, VI1.55-57

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.””

In my study, I found two Defects of Sense and they are: (1) Vulgar
(UTRT:) and (ii) Indecorous (3T¥e:)

(1) Vulgar (UTH4:)- An example is as follows:

AT THASITH BHICYS YT 99 |

qT TGRS I-RIfSTeett #Ar || BC, X1.7

Here the descriptipn is entirely vulgar (in the expression of his desire).
(ii) Indecorous (3¥eAlaT:)- An example is as follows:

AR Ut SN SeEr |

S A~ DR feemgres | BC, XII1.56

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:

PTGl IR YRMRET: Riareaf g |
gIRTSCHGAY #cal T2 gavrse: || BC, XI11.59

Here in the above example, the cry of crow have an implication of

something inauspiciousness predicting the death of someone.

P0KP, p. 242
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(E) Defects of Rasa (Rasa-dosa) — <IN WG Rf¥vey i
TIYEAIGT | Mention by Name of either the Rasa or the Accessory or
Permanent Emotion
FRrEERIRYEHT IsqaredT |
PHSChAT PR HIafaHre: ||
BISESIERICIEREICI BN CH
JPIUS YT SISl |
SRR Tl R |
IASTRIANYH T W SN GG || Kavyaprakasa, VI1.60-62
(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.”
An example is:
HYUrEISTRIUATRISTG deagiegaled Jysuay |
frrTa=n @ 7 epgi qa1 YeMfRER WRasufr: || BC, VIL22
In above example there is the mention of grief (Soka) which is the
‘Sthayi-bhava® of ‘Karunarasa’, by the word ‘Soka’ itself. Here is the
mention by name of pathetic sentiment, which is the defect of Rasa.
Another example is:
Ssov] o UGS YT fhprRIareH-Te | |
7 wroTer A Higd Fdearf fmféanfa | 1 BC, XVI.41

In above example there is the mention of the term nirveda which is
the ‘Sthayi-bhava’ of ‘Santarasa’. Here is the mention of a sentiment,
which is the defect of Rasa.The other examples are VIII. 15, X.47, XI1.57,
XV.12, XIX.20, etc.

51 Ibid, p. 279
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(V) Narrations

The entire corpus of a Mahakavya is invariably constituted of
descriptions and narrations. Since technically the Mahakavya 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 Mahdkavya-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 Mahdakavya is concerned, we can distinguish
narrations from descriptions on the basis of the attitude of the poet. Those
portions of this Mahdkavya which narrate the various incidents of the
story and also those which tend to carry the Kathd-Vastu of a Mahakavya
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 Mahakavya, the major portion being occupied by
descriptions. The present epic Bhismacaritam 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) Varnanam (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
acaryas 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
Valmiki in his ‘Ramayana’ gives the importance of it as follows:
PTIORIART TR |
TR Yegd wdgfrEee 1P
Bhamabha says in his ‘Kavyalankara’as follows:
HAGAYANIARI SRS AT Iq |
st afufrfed Tieredigeag I
Dandin says in his ‘Kavyadarsa’ as follows:

TR A SIhiaaquia: |
S RITAPISFTE MR I
Riverfares ARG © |
HAGTIAONISARIGTRIEIRM I

Agni-purana also admits as follows:
TR |
SEFRITABISFIE MR ||
IR aRargd: |

T AT HIaRffN: 1172

252 Ramayana, 111.8

KL, 1.20
KD, 1.16-17
3 Agni-Mahapuranam, 337.29-31, 6.317
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Vi$vanatha says in his ‘Sahityadarpana’ as follows:
AN gRSTIYG I ETIaTNIT: |

W SAE T RIRTG NI |

FANTRYer ) T FRaTTQRISART: |
RUTGAONRHAAAGAG : |l

Ui AR AreEaren 3R 88 °

Bhojadeva says in his ‘Sarasvatikanthabharana’ as follows:

AT i P veEvAarsifassfd i

SEHfAeThISMHEUMRdIeHdT: |

fersreres feramerem aser: B W@ ||

AN SRS RgEae™: |

gfee: GO W& Py aufe ||

i FRrETT g e |

I IerRE=Suig eIk I

We must keep the following verses of ‘Kavyakalpalata Vytti’ in our mind

while dealing with the description

Y Uity Heg=r i I wdEay: |
HErbrATYfay Ja=ay g9 ||

RTSITS SATCAYRIfEAN TUaEL IISTSITST: A0y
IR STRRGEAATRRTATZAT: |
A RIS Mg

GrereY fovg: FerRieRgRT: TsurReT Yo I
T fren <13 afdade dwepvae: |

26 8D, VI.322-324
7 SKB, V.130-135
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TSTRN&T: USTRIN erfehrareigen ||
TAURUE S MIGIRATTI NGRS |
RN sfRrenfearar sRYv=Ia Il
HE: SMQMDIATE IO WIeuie |
HeMI 14 s O gfgeteiiean i
Tfed: I SR fafdsar |
g wferdar Mot |
qusHifersic Ylgeridieraersar: |
ERIRCEIECINCERINIGERICR Al
WAV I TRA: |
Uit R HITSGUHTRIBT: ||
PUTERATY Bl |
BUSHTEHNISTHIN 7Y afer= |
rfersRrEEreimHTEr: HA I
FARN IR BTSN |
IIEAG el RrerHfed: gHaed: |
JAIN HeNewTs: HfEav e |
VYT 918 I IR 9 s oy |
39 SEEGAYIITHRIGHT: |
FIUFSHIRIFEAgPaeEd: |

UM HIIgEr R IIgYsey: |
SARICCHERIPAAGTLfIYT: ||
PRSTCUREEYYARIAR0TET: |
YRATGTEAYURTET 9T elica™ |l
RTINS SYCyal: |
EAAPIGIRINEASNIber: ||
g FufeRAAuaARSITeRTa: |
fersupp e rrEaIqgfeRid ssagRur |
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AR deal Sereiey: |
I SCUeT §TpIE: Herente: |l
JEM IR0 FABAYSYTArgHT: |
friferafergsrn: PemamasaafRufd: 1|
et FweergaRfhRi-eR: |
KIEURICHRNGEERICIE R Ea Al

INTY STEaRRwIUNIEEA GAl: |
Plebleihepulden Rieeveeiadiad: |l

s sfafrgaronfereamrar = |
ITH ORI AP qepergH: ||

= TAGTaRIDYS TANRING: |
ST WRiFeegaad: i
g YRS AP HcaPpe: |
YD TS G eI ||

I2 J gAY AfRaRieIRIvSwRae: |
oAU G FaRgIg a9 iRy sIas: |
W0 AR PrIETEe: |

PRI TSI A VFBDHCAINT: ||

TR YGH>R GRRT AAetase |
WeeHHN: fegg R |l

T ERGRICECRST: FeTeoeufe: |
ol AR STfaafRigusT= i

TS AeadifterTad $uraer |
IRggfAfee Hrgaararter: |l

G AeTpfherreagiiiaaeaaigaar: |
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a9y FARIREERIETA: Yghbadigaa |
SITch eI heIBII et =11 sferdifel: Il
IRGIGRRAUgE SeleBarRcIgagyayi: |
e Uy aRgeHeyr: ||
I oA Mg Ao BRI |
RIRRY HvYA: FIargsiaeRIfERdiehsi: |
I seurd femrmrgsuiieera-yifd: |
ARgaIDIN B ARG GBercHd: I
T BACTapRgeeaveaaal-Nesdedd |
SRS a NG erdifer: i
ferame: RIS eI A |
JERATTNE ASTEITeradH |

g Ty TR A pere |
rssrerA frremesd SIMR: RiRRsTar ||
TR TRAREFSTHUSTHSS |

ST JUIBRTEIASIBIRAA ||

U et waer aan T |
SrseTTegfer: WA YereToryHT: ||
ISUTead gsuTead: gsurdoniiie g |
HATE RGeS iap [ Faa yaeasT: ||
STedbel! X STIDHEATITUUR |
TR G4 AN SEoregf: |

g4 |IRGDT AT bR FgATe |
PISUID DRSS RV SERTEE ||

UTdl: PIPIgSilcehsl HET AUHwd: |
R gaifaefedd apusnfafaera: |
PN siiase foeaeeaeld |

A RTHTAR A IgHarERet: ||
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qudy qudvEHl fegHEfE SR |
e Yasmear I

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 Bhismacaritam is full of superb descriptions of
natural resources including different seasons like Vasanta, Varsa, the
dawn, the dusk, river Yamuna, 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:

FEAIRAN Ui FaareHIgad g |
! g g¥aTwar], fReRigasT g ga: ? 1l BC, VIL13
YR THHT ALINIT FARIG JART G |

% Kavyakalpalata Vrtti, V.45-93
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%Y TIa-uecTaetierd UvAaR U0 gfead Il BC, VIL.15
feqera: HEAY T ool AYPFAAITT | DI, |
pagauRdisherycia a7 mfiagicead | | @ Il BC, VIL16
JardIeTd e AaUR-GGSITHDRG 4T |

dfa aifteraRYTR gEIieT 9 a&1 9 A1fer] 1| BC, VIL17
IERen: FERaIEn: gRaTHREREneST: |

Hergdiaae: gaareensi gaforRa <1 erwa=d 989 Il BC, VIL18
SR eRIaRIT®T: T esSTaetp i |
JaARIBGDHUSAITI: T a4 TrbdRD: || BC, VIIL.20
IR ucihdi YHi GuRuaaher grd: FRYH |
ferevraramaed 3 qifedt fAstper=ml svafeasy 1| BC, VIL.23
FIaRARTgR ™A e a4 GEHY FEf: |

gEHa yofafdve Ryg-wafer 9 79mify dwmr: 1 BC, VIL25

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 Varsa season is found in some verses of the
eighth canto of the epic as follows:
=< A5 9 Stere fgaiaseas
SRR ¥SIHR WaeRAl faeie |
RIST WE ggfel fagR A-aeRr:
IR 9N geifed I da1 a1 SRIeg || BC, VIIL3
& Db feeafe ™ 2w
s T gANIgY HURITR VIe: |
e PraRgEfRRURa &g 9% || BC, VIILS
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RS THRT Sefs: Biffige:
TRITIHT ARG o 4 |
AR 9 60 IRIGARTHY

AR IR ffiarer a9 1| BC, VIIL6
T g ey ama:

arIgse) Rf frgegifieree—es: |

Feu— foRfefn s wifvM: Sfiea

War: ife fequfa w9 | sgai we@daq || BC, VIIL14
PIRASCIG T AR HETseas
IIEIGETY “RUGTaesT YRETar |

ot qHfrely Wi RN = gsean

&= g ¥faferfaa argqol sy 11 BC, VIIL 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:

1 B HE | R - |
8™ IFIRUATT SARA |

JHEIGA Hbleg 6: ? || BC, XX.1

W Eelwt g He AR

Tv5i TSN FUAITARNTG TR |

TR WY 9d WU TaRie fgg: 11 BC, VIIL10
ARIBINToMafgar Afgoffferars

T =l TR fevTa 7Y 6 |

1 N S, FfsaRfm ot of g &
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RIST Y o FEa™l Il Aiseawsaq | BC, VIIL11

The description of the river Yamuna is as follows:
AT | 1 ¥afdi GrAGHRe Fifeary |
YeHam TS emft ybeaf~r fAsmm= B/: 11 BC, VIL27
Sfccreiferes™T FYAFG defage G YT |
AqpIfed ATGANTG Wafd g3 |l 7 |HEw: ? 1| BC, VIL.28
Pierast ST FRE UGt AT HaT |
ARG I FEf=d R GATEI=dl SHaEARYF Il BC, 1.15

We can easily find the description of different Mountains also in

some verses of the fourth canto of the epic as follows:
IGERAMTAEIRTGr I8 TafgHed Aéew: |

HeAMI HegdalSal JNT I garedid Il BC, 1V.34
s QIR Ofcraed W HE 99 O HUrgaq |

|4 BRIAUETEISTY AdsieNe TFRsEaR 1| BC, IV.35
FAfIG gEISTHSIAN: YUTAT: TV aX=<il SRUMET Ty |
RN T DT AT FARAAISHIT e 1| BC, IV.36
TSUHAT: DIAAUSERA: BeRaHl Yl Tared |
THipaRe= RO Te o gRaErferad || BC, V.37
A3 GRS NGAT Bergd i IR SaofR T |

IR ARSI oy gEif<usas 9 || BC, [V.42

The poet in the following verses as gives the picturesque

description of shinig India serially:

GG =erei I HEeTed a1 gt |

Xd I guAY HYsIge foremerrse, 79 wifer ke 1| BC, 1.12
uitftraiaft I ugs feATeral Iw fhdedi a: |

gAY TSN W] I A | el ST HH HRawe: |l BC, 1.13
TEENT IR F IRINOHAT & 9= gaTl I A 4a: |
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S e IR fdepdiueh! ST SEll WA= 4y Il BC, 1.14
Pierast ST FARE! UGt AT HaT |
ARG I FEf=d W GATEI=Al SHaEARY 1l BC, 1.15
el T PRI AYRT T AT I SRNEASSIRA YANRIS, |
adg PN sEAqUIa BT aUEIES ¥R I BC, 1.16
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
Hastinapura, 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:
AN ARITHI ART: TR TR ARSI |
IR e Tesar TR RmAHarggegar: 1| BC, VI.28
R Srgagafedtd: YIMYUIsa APENR: |
PN TN TR ARaRggear || BC, V1.42
Il o NSTRIAN S¥Iercid il ST JSuayury| |
qERSTHaeed S weawd Afg AfvsfEeq 1| BC, V145

There is a verse found in the same canto depicting the glory of the

city Hastinapura as follows:

2107 &0 gravaragst Bfd qEmaeay Idi |
AT AT Y2 7 Alqd BRI | BC, VI.21

The description of the coronation ceremony is also depicted in

following verses:

DA -G -AG-ANRI-qg el Raeeasd: |

frerge faftr wafifthar] & gavrsiua agemfd: 1| BC, VIL3
fasremfafea: gftaran: JafrreTerfiard: wet: |

e T greRaRaet A4 1 9 99 da1 URknlfesas 1| BC, VIL4
aafiefafe aRdiférg geufa: gryseaafRa: |
HYSTAGITERdl ¥ el Aeawanraarear ! Il BC, VILS
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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:

YIUSTURII HSUI: I ATl AT |

fopg =1 el gl sferse < HHBer Il BC, XII1.83
EFTEHYLT: PHIYHNT: AhHGSDPHYT:

ARG qgdll G STayer: |

QUIAYUAUREdISS o JARIE T

GIRT: UUSgDRaT g dal WU Ian: Il BC, XI111.84

eI s fpdfeamm gwsst st Afg wrier: |

frgea Py Sgema: Rar@) yfider 9o 1| BC, XIV.52

T%: WRSY deaar I8 @HIRHAT fAsHgery = |

| g4y S S 89T Yaged s fAsrsaar | BC, XV.9
YIpISSraferd Siav AN I 5154 |

A7 IV IS Tl AeIATHR— WA d | BC, XIV.40
I T YTAISHGHM SRR Wi faermee |

Dreffuredifaa o T FHRR=IEY Yogdbyq Il BC, XIV.41
IRRIST-fAdAR o IR o S99 o |
Jagadaenguadr: umgat ffH-fregwer: 1| BC, XV.7
qal FARN 3 PRARKIGT YU Joped SIaR AV |

g MRS gven aa=ifeR gaseraq Il BC, XV.35

(vii) Chandas (Metres)

The metrics has been one of the most neglected subjects in the
hands of the traditional scholars.”” My observation says that the art of
the use of proper metres in a Mahakavya is the main criterion of the
quality of the poem. In this regard R. K. Panda rightly observes in his
book ‘Suvrttatilaka of Ksemendra® that metres are ornaments to poetry.”®

As already mentioned, early rhetoricians have been very vague on the

*? Mishra, Madhusudan, Metres of Kalidasa, p. 35
% panda, R. K., Suvrttatilaka of Ksemendra, Introduction, p. 9
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proper application of the metres in a poem.*®' Among the poeticians, only
the early author Vamana has given some notice to it, when he has said
that Chandoviciti is a science®® and that its knowledge removes doubts
about metres.”” Others have generally dismissed the whole topic by
pointing out the possible defects of the metres. Bhamaha, e.g., mentions
Yatibhrasta or displaced caesura and Bhinnavrtta or irregular rhythm as
the main defects,”® which have been repeated verbatim by Vamana.** 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

266
metre.

There is no type of Sanskrit composition so limited yet so varied
with regard to metres as the Mahakavya.*’ 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

268 and other later

emphasised at the end of the canto by Dandin
rhetoricians like Vi$vanatha.”® 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 Valmiki and Vyasa.
Here a question arises - why a different metre or metres were employed
at the end of a canto by Valmiki and Vyasa? 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

' Suri, Satya, A4 Critical Study of Janakiharana, p. 132
22 KLSV, IIL3

* Ibid, TIL.6

** Ibid, IV. 24, also Dandin, KD, I11.156

% Op. cit., VL4

266 Moliya, M. K., Prasista Sanskrita Chando, p. 5

27 Mishra, Madhusudan, Op. cit., p. 30

>0 Ffafrger: KD, 1.19

29 repegerd: TRARTISIgEd: | 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-

Jagatl metres at the end of a canto.””

Usually a single metre runs
throughout the body of a canto, but Visvanatha, a later rhetorician,

suggests that there can be a variety of metres even in a canto.””’

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 Vamsastha, Viyogini, Drtavilambita,
Vasantatilaka, Anustup, Malint, Upajati, Sardiilavikridita, Mandakranta

and Arya metres.

The poet has taken care of the propriety in the use of metres in his
poem. Ksemendra, the author of Suvrttatilaka, 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 Mahakavya is greatly determined by the subject-

matter and sentiments:

" Mishra, Madhusudan, Op. cit., p. 31
7I'SD, VI. 321
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BT WAFARYN GO0 7 |
Hdta adgarEr et sl (P72

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.””> 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.”’* 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.*”

The researcher’s observation and study of the poem says that the
poet has successfully used Vamsastha metre in the poem like that of
Magha,”’® Bharavi’”’ and Kalidasa.””® In this regard Madhusudan Mishra
observes that Vamsastha takes up the sensitive topics closely or distantly
related with family (Vamsa).”” In Suvrttatilaka it is said that in the
description of six-fold policy, the Varmsastha is suitable.**

IO e ferera

Thus in the description of King Santanu’s appropriate governance,

our poet has appropriately made the use of the Vamsastha metre as

follows:

9 STfcanal 1 g aeiHIeAr
9 Arcg-afGfaNgdeT |

2 ST, 1117
B Ibid, p. 80
™ Raghuvamsam, Introduction, p. 2
*” Mishra, Madhusudan, Op. cit., p. 32
%76 By ofty: AaRranig SRTSHIRTERY agsa S |
TeeEaR-ARRIgReTHiesTyd 4 &R | (Sisupalavadha, 1.1)
*7 Bpr: BT Trert T aff Fge Al |
¥ gfviferestt fafee: Y gfifsey dew a=aw: I (Kiratarjuniyam, 1.1)
278 W@'\‘Bji m; JHIE: &fcd W= |
AR s wreaR=Tel feraeTer: wurT: R 11 (Riusamhara, 1.1)
P ST, p. 80
0 1bid, p. 84
1 Ibid, 3.18
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9d Al ShTg gral
TR TrIgAIfaaEE || BC, 1.28

The poet has deftly used the different fourteen (14) varieties of

iy 282 : : - . 2283 - .
Vamsastha™ metre in union with the Indravamsa™" metre as depicted in

Vrttaratnakara™* as follows: SeRE-GGeRAMMUSTIIAT a1 eI —

9. IR (d. §. 5. §.) - We find twenty-one examples of Vairdsiki

variety of Vamsastha metre in the present poem. The fifteenth canto
opens with an example of Vairasiki.

TPl aRISCHAGAl

e e SR |

RiRUEEENEERINE D]

0T ~ggageraf=Hl 169 Il BC, XV.1

The other examples are as follows:

XV.25, XV.46, XVL7, XVIL.21, XVI.29, XVIL.12, XVIL.25, XVIL40,
XVIIL.19, XVIIL.26, XVIIL.33, XVIIL.49, XVIIL.51, XIX.8, XIX.26,
XIX.29, XX.13, XX.22, XX.27 and XX.28.

R. VAP (. d. 3. 3.) — We find twenty-six examples of

Ratakhyanaki variety of Vamsastha metre in the present poem. The
example of it is as follows:

g'?ﬁ'éFﬂ?JT Il ?TE’IE‘\’T:

FATARISCT: HafaHaT ol |

gah A4 genfgarim:

AR DIvaafgaRon || BC, XV.37

The other examples are as follows:

XV.47, XVI.10, XVI.17, XV1.20, XVI1.23, XVI.25, XVIL.34, XVI.38,
XVIL.44, XVIL.32, XVIL38, XVIIL3, XVIIL.6, XVIIL11, XVIIIL.15,

8 S g devem@Ra s | Vyttaratnakara, 111, 46
*8 wenfegden qa wRgY | Ibid, 111.47
* Ibid, p.101
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XVIIL.20, XVIII.37, XIX.9, XIX.36, XIX.41, XIX.49, XX.26, XX.42,
XX.47 and XX .48.

3. ggA1 (d. 9. §. §.) - We find eighteen examples of Induma variety of
Vamsastha metre in the present poem. The example of it is as follows:
IR fASHTgeTy 3l

A g7y ST S

HId Taed e fAersagil BC, XV.9

The other examples are as follows:

XV.19, XV.36, XV.50, XVI.33, XVIL3, XVIL7, XVIL.29, XVIIL.32,
XVIIL42, XVIIL45, XIX.5, XIX.42, XIX.43, XX.4, XX.6, XX.16 and
XX.25.

8. m (8. 3. 4. 3.) - We find fourty-one examples of Pustida variety
of Vamsastha metre in the present poem. The example of it is as follows:
ST ddl SIIvd:

S0 Jraferr grferr:|

AT YIS

UTOTH GRRGed RUMANTAT: || BC, X V.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, XVL.8, XVI.9, XVLI18, XVI.27, XVI.31, XVIL41, XVIL50,
XVILS5, XVIL13, XVIL22, XVIL37, XVIL46, XVIL.47, XVIIL.22,
XVIIL28, XVIIL.31, XVIIL.35, XVIIL.36, XVII1.43, XVIIL.44, XVIII.46,
XIX.15, XIX.23, XIX.37, XIX.38, XX.8, XX.19, XX.34, XX.36 and
XX.45.

4. S9AFT (4. 8. 9. §.) - We find seventeen examples of Upameya variety
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of Vamsastha metre in the present poem. The example of it is as follows:
A Arefer fomr =R

& o ARe 1l & |

Sfd IS FoBHAMC:

PRI gran Faarg da1 || BC, XV.2

The other examples are as follows:
XV.7, XV.8, XV.12, XV.35, XVI.32, XVIL44, XVIIL.8, XVIII.14,
XVIIL17, XVIIL25, XIX.1, XIX.46, XX.3, XX.9, XX.12 and XX.46.

&. ARAAT (3. 9. 9. §.) - We find fourteen examples of Saurameyi variety

of Vamsastha metre in the present poem. The example of it is as follows:

oY I IS WA

=g 9 Aped depadNN: 1| BC, XVI.2

The other examples are as follows:
XVIL.3, XVI.35, XVI1.43, XVIIL.15, XVIIL.17, XVIL.21, XVIL.51, XVIIL5,
XVIIL47, XIX.10, XX.2, XX.40 and XX.49.

9. YA (4. 9. 9. §.) - We find sixteen examples of Stlatura variety of

Vamsastha metre in the present poem. The example of it is as follows:

7 fagren 7 et

SHIfT MISided WI¥a: |

ARG < e UG-

asSRETE 9 felieargE ] | BC, XV.21

The other examples are as follows:

XV.40, XVL5, XVIL.36, XVIL8, XVII.16, XVIIL.33, XVIIL.39, XVIIIL.13,
XVIIL34, XIX.13, XIX.25, XIX.30, XIX.32, XIX.48 and XX.15.
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¢. IEfIPT (3. §. §. d.) - We find thirty two examples of Vasantika
variety of Vamsastha metre in the present poem. The example of it is as
follows:

NIz e EECICLRMIBMIIE

HUIA farprr feed VoIl

fafte~re¥u gass_yon

el fafgar yarfi=m (| BC, XV.15

The other examples are as follows:

XV.22, XV.26, XVI1.26, XVIL.30, XVIL46, XVIL.48, XVIL.6, XVIIL.23,
XVIL28, XVIL35, XVIIL.42, XVIL.43, XVIL45, XVIIL49, XVIIIL.2,
XVIILY9, XVIIL.12, XVIIL.18, XVIIL.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.

R. {=<eM™I (d. §. §. 9.) - We find sixteen examples of Mandahasa

variety of Vamsastha metre in the present poem. The example of it is as

follows:

foarreRatd guifrenfyon

AR FUREISY & |
Arefiepifer W famad e
femmereprar gaea Afer: 11 BC, XV.3

The other examples are as follows:
XV.18, XV.28, XV.29, XV.48, XVI.19, XVI.28, XVIL.24, XVIIL.26,
XVIL34, XVIIL.1, XVIIL41, XIX.28, XX.17, XX.23 and XX.35.

so. fIRRI (3. 9. 8. 4.) - We find twenty-seven examples of Sisira

variety of Vamsastha metre in the present poem. The example of it is as

follows:
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99d JGI ot~ fo |

T PHARM: G

gRigar< 9 Yo faefar: 1 BC, XVv.34

The other examples are as follows:

XV.38, XV.41, XV.44, XVI1.42, XVIL.45, XVL51, XVIL.30, XVIL31,
XVIL36, XVIL48, XVIL50, XVIIL4, XVIIL.40, XVIIL48, XVIIL.50,
XIX.16, XIX.17, XIX.20, XIX.33, XIX.39, XIX.47, XIX.51, XX.10,
XX.31, XX.44 and XX.50.

33. qumA (4. 4. . 9.) - We find twenty examples of VaidhatrT variety of
Vamsastha metre in the present poem. The example of it is as follows:
Jfew=ft Tdfifiaw

fepifer R grférar wel

T 98] FHURICT Weaq

afRgwrn RiRkerferes e I BC, XV.6

The other examples are as follows:

XV.23, XV.30, XVIL.6, XVI.49, XVIIL.1, XVII.14, XVII.19, XVIIL.7,
XVIIL16, XIX.2, XIX.19, XIX.44, XX.1, XX.7, XX.11, XX.18, XX.21,
XX.30 and XX.39.

3. YWYl (3. 8. 9. d.) - We find seventeen examples of Sankhaciida

variety of Vamsastha metre in the present poem. The example of it is as
follows:

AT 9 A1 9 =34 Qe

g1 JUT VRl RIPII |
TN FA™T FAAT IS

e w¥9eH || BC, XV.24

The other examples are as follows:
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XV.39, XVI.12, XVL16, XVI.24, XV1.37, XVIL4, XVIIL.29, XVIIL52,
XIX.3, XIX.6, XIX.21, XIX.27, XIX.35, XIX.50, XX.37 and XX.51.

33. ¥9UN (4. . 9. 9.) - We find sixteen examples of Ramana variety of
Vamsastha metre in the present poem. The example of it is as follows:
I Wi A A

T 35w f49fg <eon |

fSfigon ssagafenfyon

INIR-RET 9 Befer Il BC, XV.31

The other examples are as follows:
XVIL11, XVI.13, XVI47, XVIL9, XVIL11, XVIIL.10, XVIII.24,
XVIIL27, XIX.12, XIX.18, XIX.34, XIX.45, XX.14, XX.24 and XX.29.

38. |AN (3. 9. 9. d.) - We find twenty-six examples of Kumari variety
of Vamsastha metre in the present poem. The example of it is as follows:
JTTESRIY Wifera:

TSRS TSTYsGENa: |

NerfEreel M Tead:

veIirigRar feifesar: | BC, XV.10

The other examples are as follows:

XV.11, XV.17, XV.32, XV .49, XVI.1, XVI4, XVI.14, XVI.15, XVI1.22,
XVI1.39, XVI1.40, XVIIL.2, XVII.10, XVII.18, XVIIL.20, XVII.27, XVIL.41,
XVIIL23, 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 Upajati metre are also found and they

are as follows:

3. PIfT: (S. 8. 8.5.) - We find eight examples of Kirti variety of Upajati
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in the present poem. The example of it is as follows:
qoTeE g | R

TR AT < A0S |

TGRS T

IisaRise: e @ 11 BC, IV.15

The other examples are as follows:

X.2, X.3, X.9, X.27, X.28, X.37 and XIV.24.

R. 9 (3. 8. . 3.) - We find eleven examples of Vani variety of
Upajdati in the present poem. The example of it is as follows:

RIS AR Tfer

YHRIA ATeRAGRICET |

Hical aard fafeer = ard

TS TANHA &d9 || BC, IV.9

The other examples are as follows:

Iv.10,1v.20, 1V.35,1V.37,1V.39, X.22, X.30, XI.16, XI.37 and XIV.12.

3.9 (S. 3. 8. 3.) - We find ten examples of Mala variety of Upajati
in the present poem. The example of it is as follows:

el 7R AT Wi !

aaf<id W ISR |

NI I 9§ ST

Jar wdi Rifgdd SOTm 11BC, 1V.18

The other examples are as follows:

X.29, X1.8, X1.24, XIV.1, XIV.20, XIV.39, XIV.42, XIV.53 and XIV.60.

8. TMm (3. §. S. 8.) - We find eighteen examples of Sala variety of

Upajati in the present poem. The example of it is as follows:
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TGy : AT e

feran: & e agaifcieed |

qenfae dieg go vl

Y g9 dradasafaed: | BC, IV.2

The other examples are as follows:

IV.31, 1V.34, 1V.48, X.16, X1.6, XI.11, XI1.20, XI.23, XI.26, XI.30,
XIV.13, XIV.16, XIV.23, XIV.25, XIV.28, XIV.34 and XIV.49.

4. B (8. 9. 3. 8.) - We find eleven examples of Hariisi variety of
Upajati in the present poem. The example of it is as follows:

< SR BN

e 3 e RN |

JFEIR AsSHIHASY

el waqHiferen¥r RYome 1| BC, IV.17

The other examples are as follows:

X.14, X.17, X.34, X.46, X1.4, XI1.13, XI.14, X1.27, XIV.8 and XIV.56.

& AT (8. 9. 3. 3.) - We find six examples of Maya variety of Upajati

in the present poem. The example of it is as follows:

eI I ARHART:
LGRLIGERCE R RE i
assac 4R gRiEd 4
o AfY Serwfesaeelq 11 BC, V.4

The other examples are as follows:

V.7, X.31, X.40, X1.32 and XIV.29.
©. SR (S. 3. 3. §.) - We find ten examples of Jaya variety of Upajati

in the present poem. The example of it is as follows:

A T o= 76
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MY Wrer | s |
iRy waifor feaf=ret
9af=y A =1 F=EwIn | BC, IV.13

The other examples are as follows:

V.21, 1V.40, X.10, X.11, X.44, X1.5, X1.34, XIV.10 and XIV.36.

<. 9 (8. 8. 8. 3.) - We find twenty-three examples of Bala variety of
Upajdati in the present poem. The example of it is as follows:

gl T A4 9 qHIGN T

Hifci Upsei SHbR d=a |

TN STITIISTY] FEH

F¥iscy-egasr-vaEr | BC, IV.3

The other examples are as follows:

IV.12,1V.16,1V.19,1V.24, IV.28, 1V.29, IV.42, X.12, X.23, X.36, X.38,
XI1.19, XI.21, X1.35, XI1.36, XIV.4, XIV.26, XIV.27, XIV.50, XIV.51,
XIV.57 and XIV.58.

Q. 3MMGT (3. 8. §. 3.) - We find thirteen examples of Ardra variety of

Upajdati in the present poem. The example of it is as follows:

ATy fRemAer ISTgE

g STHAHE: |

TI e fefere

faegaNesy w9 w@ft=n 11BC, 1V.1

The other examples are as follows:

V.26, X4, X.5, X.6, X.7, X.13, X.18, X.26, XIV.5, XIV.6, XIV.7 and
XIV.18.

30. 94T (3. 9. §. 9.) - We find thirteen examples of Bhadra variety of

Upajati in the present poem. The example of it is as follows:

Tl | TG FERURS
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R faed wgisy: |
AT AIHSRATE
Ui T gedl 11 BC, 1V .45

The other examples are as follows:
V.47, X.21, X.35, X43, XI.17, XIV.3, XIV.21, XIV.31, XIV.37,
XIV.41, XIV.43 and XIV.52.

3. 99T (S. 9. 8. 3.) - We find twenty examples of Prema variety of

Upajati in the present poem. The example of it is as follows:

GEIENGRICARN AR

TFHEIRd iy FHR: |

o SSHNTIGAGETSIN:

el ARGy I | BC, IV.6

The other examples are as follows:
Iv.g, IV.11, 1V.23, 1V.30, IV.50, X.1, X.8, X.15, X.19, X.20, X.25,
X.33, X1.2, X1.10, XI.12, XIV.30, XIV.35, XIV.40 and XIV.44.

3. VMI (8. §. 9. 9.) - We find sixteen examples of Rama variety of
Upajati in the present poem. The example of it is as follows:

el Al YT yE=

YT IS ¥ |

o R

fremRsFTE=Y=: | BC, IV.25

The other examples are as follows:

IV.27, 1V.32, 1IV.46, 1V.49, X.39, XI1.3, XI1.22, XI1.25, XI1.29, XI.31,
XI1.38, XIV.15, XIV.33, XIV.47 and XIV.54.

3. Bfg: (S. 8. 3. 3.) - We find sixteen examples of Rddhi variety of

Upajati in the present poem. The example of it is as follows:
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Toft T ey o

qfg 9 gl fgd wanfa |

U A waf=y

Pfer Ve M & wfdd: 1BC, 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, X1.9, XI.39,
XIV.2, XIV.19, XIV.32 and XIV.55.

38. 9fg (3. 3. 9. 3.) - We find eighteen examples of Buddhi variety of

Upajati in the present poem. The example of it is as follows:

ST ST s

g Yfrder TRig: |

T PIsf IR TR Sig

o WG Jafd qegddaq || BC, V.14

The other examples are as follows:

Iv.22, 1V.38, XI.1, X1.7, XI.15, XI.18, XI.28, XIV.9, XIV.11, XIV.14,
XIV.17, X1V.22, XIV.38, XIV.45, XIV.46, XIV.48 and XIV.59.

The Indravajra is preferred to be used in describing the beauty of a noble
heroine or of spring like that of Upajati 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.

SR HRY 799 qqf%{:

W BT AR |

SR 0Ty, AehAeq

ifRafoeanfd qargdIRa 1| BC, X.45

Further the Sardilavikridita is preferred in the praise of a king’s

valour.?®®
YIRS U edersifsd wae 1

ST, p. 88
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In praise of bravery of Kauravas and Pandavas, our poet has deftly used
the Sardiilavikridita metre as follows:

&m’raﬁzgn: gﬂTgI‘TQ’(—IT: Wgsab—sfm;

B ISR R DB gl J&™ SIIgerl: |

QUIAYUAUREISS o JARIE FH T
dRT: UrUSaORaT 9d dal SAMYR @ 1| BC, XI11.84

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 Anustup metre in all
works whixh are of the type of the Puranas, or which are didactic in

. o, . 287
nature, and aim at clear exposition.

UGy THAUR—EE |
SUSIWYMY FAfCaTSaISGH I
Following the same rule our poet has also appropriately used Anustup

metre. The advice of inviting guests is given as follows:

BN e I8 Seraedar |
gatare gerHi gensfigdsa @ | BC, 111.37

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 Upajati metre.”™

HEIRICTFEAGRATRIBTOUIUAH |

TG TEEIT5d ASSRUST: (F°

In the description of love-making sport of King Santanu and Satyavati,

the poet has skilfully applied the Upajati metre as follows:

I oY freravgemr=a
TRORIfTI A= YT |
i WY qHa 3

6 Ibid, 111.22
78T, p. 81
8 Ibid, 111.9
* Ibid, p. 84
* Ibid, 111.17
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UIIGAT e’ || BC, X.29
Thus, the poet has appropriately used Upajati metre in the poem. Further,

it 1s said by Ksemendra that at the end of a canto, the poet should use
Mailint, full of racy rhythm.*"

FHATRI TIRT A1t gerereraq 17

Following this rule, our poet has used Malini metre at the end of third,
fifth, sixth, seventh, ninth, tenth, eleventh, tweleth, fourteenth, fifteenth,

sixteenth, eighteenth and nineteenth cantos.

RAGITGS PIFIage
~fcrereRRa-rel argeTavyof |
RABTHEAN HIITHT Nl
HaaHasiTg SAagyd || BC, XI1.57

In describing the calamity of living abroad in the rainy season,

Mandakranta excels others.””
U YaNeaR ATl fRre I

In describing the earth which has become beautiful because of rain, our
poet has used Mandakranta metre as follows:
RS THRT Sefs: Biffige:
I EIRIDAT JSUIHTI=Iel 7 |
SRR 7 $9d IRIGIRGHY

ARR JforR e o= 1| BC, VIILG6

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 Anustup. In the mouth of Vidyadhara the same metre is

! Ibid, p. 85
28T, 1IL.19
3 Ibid, p. 87
4 Ibid, 111.21
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very effective like a magic pill. Panini is loveable by his charming
Upajati verses, just as a garden grows agreeable by its jasmine creepers
which work unique wonder. There is some indescribable beauty in the
Vamsastha, the royal umbrella (i.e. best) of metres, of lustrous gleam, by
which the beauty of Bharavi’s poetic fancy has been enhanced. The
speech in the form of creeper, which climbs the Vasantatilaka and
embraces it closely and has buds coming forth, looks bright in the garden
of eloquence. The charming Sikharini employed by Bhavabhiati and
having its flow unimpeded, dances like a lovely pea-hen, at the advent of
the rainy season. Kalidasa’s Mandakranta, well in his hand, saunters like
a mare of Kamboja country in the hands of a good trainer of horses.
Rajasekhara is famous on account of his Sardulakridita 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

- 295
particular necklace.

Metrical Blemishes

There are 1118 verses in Bhismacaritam. 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
42™ 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
Upajati metre as follows:

3 GRS ] q?‘@"l’%j

A Rt SR |

IRGAT HTUHABI:

¥ ST, I11.27 to 111.36, pp. 90-92
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gAY gERRusES 7 Il 1V.42

Here the last light syllable of the first, second and the fourth quarter is
‘ca’ which 1s short. Following the rule of Upajati, our poet has
considered these light ‘ca’ as the heavy syllable to fulfil the condition of
the metrics. The other examples are:

1.27, 11.33, V.39, V.40, V.41, VIL.19, VIII.18, IX.4, X.30, XI.7, XII.17,
XII1.22, XV.9, XVIL.42, XVIIIL.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-dosah

The presence of the light syllable in the twelth syllable of the

Sardilavikridita secures its melody while sung. In the third quarter of the

52" verse of the fourth canto of the present epic, the twelth syllable

should be light. But it is not so and there is ‘/a@’ - a heavy syllable.
AT GANIeA™ ABITRIN: |

Apart from this, the Yati-dosas are found in the Malini metre also

employed in the poem as:

THARUIRNT gRRIE eTefre

HAMNY TeuRaiERRm! Jeg: Il BC, V.52

Though some metrical blemishes are found in the poem, our poet has
remained successful in deliniating different sentiments appropriately with
their bhdvas 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:

TN BII-HAN Bfavd: FSafar: |

JoTsEY Aqa fed a9 aReca 1177°

O KP, Vrtti of 1.1
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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 Vamsastha metre and
ends with the Mandakranta metre. In total 11 cantos (viz., I, V, VI, IX,
XII, XV, XVI, XVII, XVII, XIX, XX), the poet has employed
Vamsastha metre, whereas in 04 cantos (viz., IV, X, XI, XIV), the poet
has used Upajati metre. In the entire epic, only one example and the
usage of the metre Indravajra is found and it is X.45. Apart from this,
our poet has employed Drtavilambita, Anustup, Mandakranta and Arya
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 Malini metre.
While only 03 cantos (viz., IV, VIII and XIII) get over with
Sardilavikridita metre and 02 cantos (viz., II, XVII) end with
Vasantatilaka. First canto and twentieth canto end with Viyogini and
Mandakranta metres respectively. The most striking feature of the
present epic is that our poet has very skilfully and aptly employed
fourteen varieties of Vamsastha metre in union with the Indravamsa
metre as well as fourteen varieties of Upajati as depicted by Kedara
Bhatta in his Vrttaratnakara. Thus, it can be righly concluded that the
Vamsastha and Upajati metres with their manifold varieties have

remained the poet’s favourite metres.

Lastly to say, metre is an essential ingredient of a Mahdkavya 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’.*>” 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 Bhismacaritam and
they are II1.13-14 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, kalapaka, kitlaka, etc. in
which a number of stanzas are connected with one another as forming

298
one sentence.

VLIII Set of Characters of the Epic
Male Characters

1. Bhisma — Bhisma 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 S11 Krsna. Bhisma was born as
Devavrata and is the grandsire of the Pandavas and Kauravas. He gave up

marriage and throne for his father’s sake. To the people of India he is the

7 great oAty e By werfiRtve |
e Agff: ] aged e w
i.e. A combination of two sentences is called Yugma, that of three is ViSesaka, that of
four is Kalapaka and that of more than four is called Kulaka.
% Mishra, Madhusudan, Metres of Kalidasa, p. 31
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symbol of mature wisdom. Bhisma 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

Bhisma was in all senses a true human.

A FINTadt TS AIfg wrfae=a |
Pedl Peal UG TS Peleidl Aay gRRsY || 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 Santanava
after his father and Gangeya 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
Pandavas and Kauravas to prevent the war. He was very benevolent as
well as he was having foresightedness. He was a great Jiiani, a man of
wisdom, and also a man of great renunciation (mahdtydagi). Sri Rama
obeyed his father’s words only for fourteen years but Bhisma 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 Bhisma. He was

strongly determined.

R - feareardl faares™ M e |
SHTfguaaTegarg av | ¥ yfoen &an wfesafa 1| BC, XI11.22

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 Bhisma 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 Aryan 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 Bhisma could do
it. He was happy, he was very happy, because he was able to make his

father happy.

2. Santanu — Our poet Hari Narayan Dikshit has nicely portrayed the
character of the king Santanu in his epic Bhismacaritam. Santanu was the
king of Hastinapura. He was the youngest son of King Pratipa of
Hastinapura 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.

'\?ﬁ?ﬁn ﬂgﬂgﬂ&ﬁ : Wwﬂﬂﬂﬁ% |
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He was wise, kind and just. During his kingship, the kingdom of Kuru
prospered around Hastinapura. 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
(Asrama). 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 Santanu’s ruling, the Brahmins

were always busy in learning the scriptures; Ksatriyas were always busy
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in protecting the society and our nation; Vaisyas were always busy in
farming, trading etc.; and Harijanas (i.e. Sudras) 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 Santanu 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 Santanu 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 Satyavati, the daughter of fisherman Dasaraja 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
Dasaraja 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 Hastinapura from his teacher Para§urama, 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 Ganga and then got married to her and had a son
namely Devavrata. She passed away and after sometime he saw
Satyavati; 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 Satyavati made him weaker mentally and

physically.

3. Sr1 Krsna — Our poet, like Veda Vyasa, has nicely portrayed the
character of SrT Krsna in the present epic. Like the Mahabharata, this
epic also upholds the fact that the controller of the world, the God of
gods and the Master of the entire Universe Lord Narayana had descended
upon the earth as St Krsna. When Kauravas especially Duryodhana had
strong sense of jealous for Pandavas, he planned to burn them in wax
palace by trick, but it went in vain. Later Pandavas stayed incognito for a
year and Arjuna won Draupadi, the daughter of King Drupada in
Svayamvara and she became common wife of all the Pandavas. On
knowing this fact, Sri Krsna strongly emphasised Dhrtarastra and others
like Bhisma Pitamaha, Vidura etc. to invite them back to Hastinapura and
to return them their due share in the kingdom. Duryodhana accompanied
by Karna strongly opposed this proposal and fell in hot discussions with
them in the hall. At this juncture Dhrtarastra determined to establish
peace by giving half the kingdom to the sons of Pandu. He sent Vidura to
the kingdom of Pafcala to fetch the Pandavas and Draupadi. Dhrtarastra
asked Yudhisthira to have equal share in the kingdom by going to
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Khandavaprastha forest. Thus he returned them their share in the
kingdom by giving dense forest. With the help of S11 Krsna the Pandavas
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 Pandavas ruled there happily for long time
with their mother and Draupadi, never straying from the path of Dharma.
Further when Draupadi was insulted by Duh$asana in the assembly hall
in front of all, she feeling altogether helpless raised a cry for help to S
Krsna. On hearing the pathetic call of Draupadi, 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 - Pandavas 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 Sr Krsna and Veda Vyasa
only, who came to meet and to console them frequently. The knower of
Yoga-vidya and the thoughts of mind — when the war was on, Arjuna
became mentally weak against grandfather Bhisma while fighting with
him. Knowing this mental condition of Arjuna, St1 Krsna raised him by
recalling his ksatriya dharma.

HIsHRT A1d 9 fauTey Houn s farspaHme™= |
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Further, when grandfather Bhisma 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 Krsna removed all his pain. When the war came to an end
and Ydhistira has been coronated, Sri Krsna along with the Pandavas

went to meet Bhisma Pitamaha. Understanding the wisdom of
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grandfather Bhisma, Lord Sri Krsna requested him to exhort the
knowledge to the Pandavas. Thus, Sr1 Krsna is portrayed as very kind,

compassionate and the omnipotent, omniscient and omnipresent.

4. Yudhisthira — Like Bhisma, our poet has very aptly portrayed the
character of Yudhistira as a very high soul. He was born of Dharmardja.
He was an embodiment of Dharma. For instance, when the Pandavas
having lost the stake for the second time proceeded towards the forest,
the inhabitants of Hastinapura 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 Yudhisthira 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 Pandu, a great
soul, left for his celestial abode. Since then he would regard his senior
uncle Dhrtarastra 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
Yudhistira. 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
Bhisma in the great Mahabharata 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 Sri Krsna to
His supreme abode and the extermination of the Yadavas. Similarly, he
got very sad at the time of Bhisma’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 Sri Krsna 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 Dronacarya could teach him,
attaining the status of “Maharathi” 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 Pandavas and their adversaries, the sons of
Dhrtarastra, 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
Krsna, to change his mind. He was also sensitive and thoughtful, as
demonstrated by his misgivings about the Kuruksetra 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
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his resolution to fight when he saw his grandfather Bhisma-pitamaha,
teacher Dronacarya, cousins and other relatives. Sri Krsna any how
motivated him to fight, but on the tenth day of Mahabharata war when

he was asked to shoot arrows on Bhisma, he hesitated from doing so.

6. Parasurama — Parasurama has been a Brahmaksatriya (warrior
Brahmin), the first warrior saint. His mother was a descendant of the
Ksatriya Siuryavamsa clan that ruled Ayodhya to which Rama 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 Parasurama 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.
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He received an axe after undertaking a terrible penance to please Siva,
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 Ksatriya 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 Bhisma and Drona. He was very kind and affectionate towards

his disciples.

7. Duryodhana — Duryodhana was the eldest son of the blind King
Dhrtarastra and Queen Gandhari. He was the eldest of one hundred
Kauravas, cousin and the chief antagonist of the Pandavas. 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.
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Although loved by all his family, Duryodhana and most of his brothers
were seen as inferior to the Pandavas in their adherence to virtue and
respect of elders. Duryodhana was mentored by his maternal uncle
Sakuni, who desired the elevation of his sister's children at the expense of
the Pandavas. Sakuni masterminded most of Duryodhana's plots to

humiliate and kill the Pandavas.
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Duryodhana’s hatred for the Pandava brothers stemmed from his sincere

belief that he being the eldest brother was the heir apparent to the throne
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of Hastinapura. His father, in spite of being the eldest son, had to
renounce the throne in favor of Pandu because of his blindness.
Duryodhana deeply believed that what was rightfully his was being given
away to his elder cousin Yudhistira which was nepotism. His refusal to
accept Yudhistira as Crown Prince, stemmed from the fact that he never
acknowledged the sons of Kunt1 & Madari as the sons of Pandu. To him,
the tales relating to Kunt?’s boon was all eyewash. Duryodhana never
accepted the fact that Dhrtarastra was a regent following the death of
Pandu, and that Yudhistira was the only one eligible for kingship.

He also bored a deep hatred for Bhima, 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 Hastinapura’s. When
Yudhisthira performs the Rdajasiiya sacrifice that makes him emperor of
the World, Duryodhana is unable to control his sense of jealous and
hatred.
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8. Bhima — As per the original story of the Mahabharata, sage Durvasa
had given a divine mantra to Kunti. After her marriage to King Pandu,
she used the divine mantra and gave birth to Yudhisthira. She then
chanted the mantra to invoke Vayu. Vayu blessed her with a strong son
Bhima. This way Bhima was the son of Pandu and Kunti. He was one of
the central characters of Mahabharata and the second of the Pandava
brothers. He was one of at least two sons of Lord Vayu in Hindu

mythology, another such son being Lord Hanumana. Bhima was
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distinguished from his brothers by his great stature and unimaginable
strength. He excelled all Kauravas and his four brother Pandavas 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 Pandava. He was really good in the
mace-fight. Small wonder that the Kauravas nursed, was a deep hatred

for Bhima from their very infancy.
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9. Citrangada — Citrangada was the elder son of King Santanu and queen
Satyavati. Since his elder step brother Bhisma (the son of Santanu and
Ganga) took a vow of not ascending the throne of Hastinapura, he
became the King after Santanu and was very successful. He was ruling
the kingdom greatly. He was very confident and was having impressive

personality.
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He was also sweet in his speech. He was very affectionate towards his

brothers Bhisma and Vicitravirya.
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He became haughty after becoming a crown prince and acquiring the
kingdom from his step brother.
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Unfortunately, his success angered a Gandharva King of the same name.
They fought an even matched duel and in it human Citrangada was slain

heirless. His younger brother Vicitravirya then ascended the throne.

10. Vicitravirya — Vicitravirya was the younger son of queen Satyavati
and King Santanu. His elder brother, Citrangada, had initially succeeded
their father to the throne of Hastinapura, but when he died childless,
Vicitravirya succeeded him. He was still a child when he was crowned
king, thus Bhisma ruled as his regent. But later he became a good ruler.
When the young king became at proper age to marry, Bhisma searched
for him for a suitable bride. And he heard that the King of Kasi was
holding a Svayamvara for his three daughters. Since Vicitravirya himself
was yet too young to stand any chance of being chosen by the young
women, Bhisma himself went to the Svayamvara. Bhisma won the
Svayamvara and brought the Princesses Amba, Ambika and Ambalika to
marry Vicitravirya. But Amba had already given her heart to Salva,
therefore Ambikd and Ambalika were married to Vicitravirya. He
became mad after those two princesses and thus giving up worldly affairs

he got engaged in sensual enjoyment.
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Unfortunately, shortly after his marriage, Vicitravirya died of
tuberculosis. As he died without an heir, Bhisma was asked by Satyavati
to produce the next generation by Vicitravirya’s wives, Ambika and
Ambalika. But Bhisma declined this as he had already vowed to remain
celibate for life. He instructed Satyavati to instead summon her son
Vyasa to father grandchildren for her. Ambika subsequently gave birth to
Dhrtarastra, while Ambalika bore Pandu.

11. Nisadaraja — Nisadaraja was the chief of the fishermen and father of
Satyavati, known as Matsyagandha. 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
Satyavati as she falls in love with King Santanu and Nisadaraja becomes
an obstacle in their union by putting very unethical conditions for

marriage to the King.
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Female Characters

1. Satyavati — Satyavati was the queen of the Kuru King Santanu and the
great-grandmother of the Pandava and Kaurava princes, principal
characters of the Mahabharata. According to the Puranas, she was born
to the Cedi King Vasu (also known as Uparicara Vasu) and a fish, who
was actually a celestial lady, Adrika. But she was nevertheless brought
up as a commoner, an adopted daughter to a ferryman or fisherman or a
daseyi. She was also known as Matsyagandha (one who has the smell of
fish) in her earlier life and Yojanagandha in her later life. Another name

for her was Kali. She was sweet by her speech.

When she grew older, Satyavati took to ferrying pilgrims across the river
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Yamuna. Once she was taking the Sage Parasara in her boat. Smitten by
her charm he wanted to make love to her. Parasara 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 Parasara created an artificial mist around them.
The second was that she should retain her virginity. Parasara 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 Matsyagandha or the one who smells like a fish. She
wanted this to be replaced by an intoxicating fragrance. Parasara 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 Yojanagandha meaning one whose fragrance
spreads for a yojana. As a young woman, she met the wandering sage
Parasara, by whom she had a son, Vyasa. His birth took place in secret on
an island in the river Yamuna. Later, King Santanu of Hastindpura 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
Citrangada and Vicitravirya. After Santanu’s death, she with her princely
sons ruled the kingdom. Although both these sons died childless, she
arranged for her first son Vyasa to father the children of the two wives of

Vicitravirya (Ambika and Ambalika).

2. Ganga — Ganga was a beautiful woman. She was also a devout wife
and looked after the King Santanu with love and affection. They were
staying happily. After sometime Ganga 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. Draupadi — Draupadi was the daughter of Drupada, the King of
Pancala, but she was not born of a womb. She emanated as it were, from
a sacrificial altar. She possessed unparalleled charm and grace. When
Draupadi was of marriageable age, King Drupada held a Svayamvara.
The Kauravas, Karna, Sis’upa'lla, Jarasandha, Sri Krsna and even Pandavas
in the disguise form were present at the Svayamivara. 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
Draupadi both. Then she became the wife of all five Pandavas. Our poet
has depicted her character as beautiful and devoted wife in his epic
‘Bhismacaritam’. 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 Krsna. 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 Mahabharata was undoubtedly the humiliation of Draupadi who
was faithfully devoted to her husbands.

4. Amba — Amba was the eldest daughter of King of Kasi. Along with
her sisters Ambika and Ambalika, she was taken by force by Bhisma
from their Svayamvara. Bhisma challenged the assembled Kings and
Princes and defeated them. He presented them to Satyavati for marriage

to Vicitravirya, the King of Hastinapura. Vicitravirya married only her
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sisters and rejected Amba since she had already given her heart to

another.
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When Amba went to see her beloved, he rejected her as well in shame of

losing the combat against Bhisma at the Svayamvara. Amba then
returned to Bhisma 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 Sikhandi, the son of Drupada. In the

battle of Kuruksetra, Sikhandi was instrumental in Bhisma’s death.

VLIV Evaluation of Bhismacaritam as a Mahakavya:

Mahakavya is a sub set of Drsyakavya. In Sanskrit literature Valmiki’s
composition Ramayana and Vyasa’s composition Mahabharata 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 Bhasa, Kalidasa, Bhavabhiiti, etc. Our
poet Hari Narayan, following all the rules of Mahakavya, has also
composed ‘Bhismacaritam’ on the basis of the famous character Bhisma

Pitamaha of the Mahabharata.

We have already discussed in detail the form and definition of
Mahabhdrata in the previous chapter (refer Chapter I Origin and
Development of Mahabharata). So here we directly apply them and

evaluate this epic as a Mahdakavya. 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 ‘Bhismacaritam’ and
they are well knit with the story-line of the epic.

2. Naming of the work — The hero of this poem is Bhisma. Most of the
rhetoricians follow the tradition of naming the work on the hero.
Following the same tradition, our poet has also named it ‘Bhismacaritam’
accordingly. In the present poem there is the description of the life of
Bhisma starting from the birth till his death. As it is revealing the life
history of Bhisma it is rightly termed as ‘Bhismacaritam’.

3. Plot — The plot of ‘Bhismacaritam’ is taken from the famous epic
Mahabhdrata. The theme of the epic goes around the birth of Bhisma, his
education, his strict vow, Mahabharata battle, and his distress, his
discourses on the topics like Rdjadharma, Prajadharma and
Moksadharma; and lastly gets the fruit in the form of last journey of
Bhisma (i.e. Bhisma’s Mahdaprayana).

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 Vyasa. It
advocates the life history of the famous personality of the Mahabharata
i.e. Bhisma. Further we find the descriptions of cities, mountains, forest
etc. The poet has nicely described the life-sketch of Bhisma Pitamaha
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
‘Bhismacaritam’, Bhisma is the hero having good qualities and belonging
to a noble Ksatriya 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 Kavyasastra are present in him. Apart from him there is
other set of characters like King Santanu, Guru Parasurama, Duryodhana,
Arjuna, Bhima, Sri Krsna, Yudhisthira, Ganga, Satyavati, Kunti, Amba,
Ambika, Ambalika 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 Santa, Vira
and Srﬁgdm as the chief sentiment, and others as the subsidiary
sentiments. From this point of view, Vira sentiment is the chief one. Its
types like Danavira, Dharmavira and Yuddhavira are also employed
along with the qualities like Panditya, Ksama, Satya, Bala etc. in it. The
sentiments like Adbhuta, Karuna, Srﬁgdm, 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
Anuprasa, Yamaka, Upamd, Ripaka, Utpreksa, Karanamala,
Arthantaranyasa 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

325



propriety. There are total eleven metres used in the epic.

9. Language — ‘Bhismacaritam’ 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
Prasdada and Madhurya guna.

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 Vaidarbhi diction. We find some examples of Gaudi and Paricalr

diction also.
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