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SECTION -1

KATAYAVEMA’S KUMARAGIRIRMYAM

A. Personal Information about Katayavema:

Katayavema (KV) is the first commentator on Vik who upholds the 

south Indian recension. He has given some information about himself in the 

introductory portion of his commentary on Sak called Kumaragirirajlyam

(Kgr). According to it, he was the son of Kata, grandson of Mara and great 

grandson of Kltaya Suri.1 It is well known that his name was only Verna 

(Bhupala). (Could it be taken to mean the “king in the line of Kataya”?) We

_ 3know about KV’s royal position and his marital status from N. Vehkatarao. 

He “is the brother-in-law of Kumaragiri, being the husband of Malllmbika, 

daughter of Anopota Reddi, as known from the Kaluva Ceru inscription of 

Anithalli, the daughter of Katayavema in 1423-

srimatkalayabhupater bhujabhrto naptaprataponnateh 

pautro maramahisvarasya tanayah srikatayorvlvibhoh/ 

jamata prabhur annapotanrpater vemaksamadhTsvaro 

yasyasit sa kumaragiryadhipatih syalah patir daivatam//”

But Dr.V.Raghavan tells us from KV’s Ahobila inscription of 1410 

A.D., S.I.I. VOL, X, No. 577 that “ he married Annamamba the daughter of 

Anavota Reddi who was his maternal uncle. Annamamba was the twin sister

of Kumaragiri Reddi.” 4 Hence, one thing is noticeable that though KV’s



wife’s name is different in two places, yet both of them at least'agree in this 

that he belonged to a certain royal relation, as his wife was the daughter of 
Anavota Reddi. His son was Kalaprabhu.5

6KV was the minister of the fourth Reddi king named Kumaragiri, 

who ruled Rajamundry principality of Telugu country on the bank of 

Godavari, from his ancestral capital, Kondavidu with success in the closing 

years of the fourteenth century (1386- 1402 A.D.) He was a powerful 

personality and was appointed as a minister by his power. Kumaragiri was

conscious of his important position as a great warrior and gave him 

responsibility to look after his Rajamundry portion 

(i.e.Rajamahendrapuram). KV was at the helm of administration and 

established peace and order in the kingdom. We can find a mythological 

reference, about his qualities from the Tottaramudi plates of KV (1411 A.D.)

(Verses Nos. 18 & 19) which say that “Kumaragiri’s minister was KV, who 

excelled Brhaspati and Sukra in intelligence, and Parasurama and Arjuna in 

valour. KV rendered great help to Kumaragiri in obtaining possession of and

ggoverning his ancestral territory, even as Rrsna did to Yudhisthira.”

Kumaragiri bestowed on him the sovereignty of his region in appreciation of

his services. KV was also a worshipper of lord Visnu as he donated villages

to build temples of Visnu. He built of a boundary for the Kuntimadhava

temple at Plthapuram.10 He was highly conversant with the religious, social

and cultural customs of his times and places. He was conscious of the 

manners of his times and of poetic conventions and mentioned or employed 

them also in his works.

He was not mentioned anywhere his surname or caste. We only know 

about his maternal grandfather Verna from the Tottaramudi plates (Verses



Nos. 5 & 6) that his surname was Jaganobbaganda aVd he l^otlgell to^W 

Pantakula11 i.e. the last caste. We have another infonnation^^t!J^%on1 

VanapallTplates of Annavema (1378 A.D.) (Verses Nos. 5 & 6) that the king 

Prolo (i.e. Pralaya) his mother’s grandfather was a Sudra by caste and 

Annavema bore the surname Jaganobbaganda .

KV preferred to comment upon the three renowned plays of K. Since 

he highly appreciated his patron Kumaragiri, he always associated his 

patron’s name with his commentaries (on the three plays of K) which are all 

called Kgr by him . Dr. V. Raghavan mentions KV saying in the 

introductory portion of his commentary on the Sak that his commentaries on 

the plays of K are written in the light of the principles of dramaturgy 

enunciated in the Vasantarajlya (VR). Kumaragiri’s surname was

‘Vasantaraja’. 14 KV has nowhere said that he commented on any other 

work. Prof. Charudeva Shastri had a rare possession of another commentary 

on Amarusataka which he believed to have been written by KV. He informs

us: “Katayavema has commented on the Amarusataka. The Research 

Department of the D.A.V. College, Lahore is in possession of a MS. of 
Katayavema’s commentary on the said work.”15 However, on actually

looking into the commentary we find that it is not by KV but by Verna 

Bhupala, a distant cousin of KV’s wife Mallambika. This becomes clear 

from the genealogical table furnished by C.R. Devadhar who has edited this 
commentary. 15 a Prof. Shastri has high regard for the commentator KV as he 

says that “Katayavema is a sound Sanskrit scholar who has a clear

Judgement16. He has compared the commentator’s work with the work of 

Sankar Pandurang Paldit and observed that Mr. Pandit could not give us the



superior readings in the whole text than KV except in two places. According 

to Prof. Shastri, Mr. Pandit was influenced by the commentary of KV whom 

he calls “a careful, scrupulous and exact scholar. His commentary is simple 

and brief. The language is easy throughout. Unnecessary details are 

conspicuously absent. The commentary is in all respects suitable for the 

beginners.” His text is so carefully selected that even modem scholars like 

Mr. Pandit with all their criticus apparatus and other paraphernalia can 

hardly better it.

Few lines about the classic edition of Vik by S.P. Pandit will not be

out of place here. The first edition was published in 1879, but we could have 

access only to its third edition of 1901. The edition has compared the 

readings of the text of the play from 8, MSS and occasionally from two 

commentaries of KV and RN. The MSS are carefully collated. The editor has 

decided the text judiciously. Again, the method of printing the edited text 

with the entire critical apparatus below it throughout the play and from page 

to page appears almost classical since it was improved and adopted later on 

in projects like the critical edition of the MBh, It almost appears as a

forerunner of the critical edition of H.D. Velankar and even much better than 

that. Pandit has carefully kept the Prakrit stanzas in Act IV away from the 

main text and printed the inflated text of Act IV separately in Appendix I, 

which is more appropriate. Velankar’s approach in spite of his elaborate 

defence and exposition, in going against the large manuscriptural evidence 

and printing the Prakrit stanzas within the main body of the text does not 

seem convincing. Pandit has also quoted various important and significant 

portions from the commentaries of KV and RN in the notes. His notes show
that he has evem considered the commentators’ readings in preparing the! y/

critical text: for example, while selecting the following reading of the text, 

(Act II, the speech of Vidusaka, pp. 47-48) “Vidu - na khu



adiththaetattahodle uvvasle bhavado paridevidam sunia samananura asua

aim akhkharaim visajjiaim honti,” his footnote of the collation of MSS runs

thus: CCU N2 B nam khu. P reads nunam khu - A N N1 adilhtharuvae. U

avibhavidae. N N2 tatlabhavadfe - P Paridevanam - N N2 Sunio - P

samanuraa : N N2 Suaaim U raassa suaaim - A edani alddirani for

aldikharaim B edai akhkharai. N N2 edaim akhkharaim - A visajjidani

haventi N N2 vitakkidani bhavanti B Visajjidai G K agree in reading nam [k

om ] adiththae uvvasle bhavado paridevidam sunia visajjido bhavissadi [tti

G] This reading would recommend itself on account of its shortness, but the

other reading, given above, is not only the reading of six independent MSS
18 1

but also of two commentators.”

Pandit has not accepted the reading of the two MSS though according 

to him it “would recommend itself on account of its shortness.” He thus, 

systematically follows the principles of textual criticism and the 

commentators form a part of his critical apparatus.

Charudeva Shastri (Lahore, 1929) has generally followed S.P. Pandit’s 

edition so far as the text of the play is concerned. But he has often compared 

the readings of KY with those of Pandit. His footnotes show that though he 

has not commented upon Vik, yet he had a profound knowledge of the style

and methodology of a commentary. He often adopts a variant different from 

that of KV. He had a deep knowledge of Sanskrit and Prakrit grammar (he 

later authored Vyakaranadvadasadhayl, Vyakaranacandrika and editing of

nine ahnikas of the Mahabhasya). He has looked into each and every word of

the commentary, even the original text, and compared with Mr. Pandit’s 

readings and finally set up the appropriate word which is very relevant and 

grammatically correct. He has also justified in footnotes the readings of his



choice but he has done away with the critical apparatus and given a full text 

of KV’s commentary for the first time though he does not always accept his 

readings. He also very often quotes from RN’s commentary with the words 

‘iti nathalf at appropriate places. For example: “manyo bhavah samuddistah

kincidunastu marisah /iti nalhah /' (Charudeva’s edn. p.3 fn. 1)

Mr. Shastri expresses his opinion firmly as he has clear conception 

about a particular point of view. For exmple, in introduction to his edition, 

he says: “In IV 34, Mr. Pandit reads 'gaganamabhivrstam punaridam. ’ I

have followed the commentator in adopting ‘gahanamabhivrstam. ’ My 

reasons for this choice are: abhivrstam if used in the active sense cannot 

have gaganam as its subject; for we know that it is the parjanya (cloud) that 

is established by usage as the subject of the act of raining (varsanakriya). 

gagana can not be confused with parjanya. Moreover abhivrsta is generally 

used in the passive sense. The sense of idam as just now suggested by Mr.

Pandit looks strange; we do not meet with this sense elsewhere in K. KV 

died about 1416 A.D. His son ruled only for 4 years, after which the 

descendants of Anithalli bacame the rulers.

B : Kumdmgiri-rajTyam of Katayavema :

The text of the commentary Kgr was first published in 1929 by Prof.

Charudeva Shastri from Lahore. KV wrote this commentary on Vik after 

Sakuntalavyakbya. He says in his commentary on Vik- “ankalaksanam 

coktam Mkuntalavyakhyane” He refers to Sakuntalavyakhyana for the 

definition of the two dramaturgical terms namely nandi and anka. Dr. V 

Raghavan says: “The introductory portion of the commentary on the Sak and



the concluding portion of that of the Malavikagnimitra, the last to be 

commented by the author” . So we can easily realise that Sakuntalavyaldhya 

i.e. Kgr on Sale is the first composition of the author and the commentary on 

Vile is the latter one.

1) KV comments upon the south Indian recension which represented by 

most of the south Indian Mss. Prof. Charudeva Shstri has followed three 

MSS of KV’s commentary as he shows in the preface of his first edition. 

All the three MSS are from the south i.e. GOL, Madras; Adyar Library, 

Madras and GOL, Mysore. First two of them are originally written in 

Telugu and the last one in Grantha characters. However there is no 

reference to any other recension in KV’s commentary. It is probable that 

no other commentary has been written on Vik before KV. Particularly the 

inflated musical version of Act IV which contains Prakrit and 

Apabhramsa verses are conspicuously absent in his commentary which

shows that he was not aware of their existence. These superfluous stanzas 

are included in the main text latter on to make the presentation of the 

fourth Act more melodramatic, musical and popularly appealing. The 

dhruva songs and dances in the fourth Act are found in the northern 

recension only.

2) KV does not refer to any other commentary by way of refutation or 

support. Though Mallinatha (1400-1414 A.D) was perhaps a junior

contemporary of KV (not very far from him in place also), he has 

commented upon K’s more reputed poems like Raghuvaihsam,

Meghadutam and Kumarasambha vam. Therefore, there is hardly any 

scope for cross reference. The fact is intriguing that while Mallinatha 

chose the three poems of K, KV has chosen his three plays. Thus,



between them, they have commented upon the entire K as it were (since 

Rtusamhards authorship of K is still a debatable question). KV has not 

mentioned any predecessor in his commentary. It seems that he is the first 

person to comment upon Vik, at least among the available commentators.

3) We notice that he does not record any variant readings throughout, his 

commentary. The first modem editor of his commentary, Prof. Chamdeva 

Shastri compares his readings with Pandit’s readings and in most of 

cases, he has accepted the commentator’s readings for their poetical and 

grammatical appropriateness. For these reasons, Kgr seems to be the

oldest commentary on Vik.

4) KV shows a good command over traditional grammar all through his 

commentary. Explaining the title of the drama Vik he says: “vikramam

corvasim c'adhikrtya krtam natakam vikramorvaslyam/ 

“sisukrandayamasabhadvandv'endrajananadibhyaschah (Panini 4.3.88) 

id cha- pratyayah / vikramasabdah pururavasah samjned 

sampradayahr “Here the base Vikramorvasyau (a Dvandva comp.) is 

made to take the suffix cha (tya) ordained by the sutra 

sisukrandayamasabha dvandvendrajananadibhyaschah IV 3.88. 

According to the commentator, Vikrama is another name of Pururavas. 

But the word may also be analysed as vikramena grhlta urvast =

vikramorvasT (UrvasI recovered thorugh valour), tam adhikrtya krto 

granthah - VikramorvasTyam. It should not be urged that the word 

Vikromorvasi would not take the ordained suffix, for it is neither a 

Dvandva compound, nor one of the particularly mentioned words, since 

indrajanadi is held as an akrtigana, and thus made comprehensive enough



25to cover instances met with in standard classical literature.” KV has 

disussed the technical side of each word of this drama, resolved 

compounds, explained grammatical fonnations and quoted from 

authorities. He prefers Paninian grammar and also quotes Panini’s 

fonnulae in 23 places throughout his commentary whereas RN and Kon 

refer to Panini only in 3 and 4 places respectively in their commentaries.

5) He calls this play as ‘Nataka’ only. At the beginning of his commentary 

he invokes Siva as the Supreme Being and then appreciates his patron 

king Kumaragiri as ‘ Rajaves'yabhujanga’ a title actually adopted by Ana 

Verna Reddi, his maternal uncle and Uncle-in-law. He brings out the 

suggestion of the hero of Vik from its Nandi He says: in the portion

vedantesu yam ahur ekapurusam, Purasa also implies the hero of the play. 

For this, he gives three arguments: i) In the Vedas, Pururavas is 

mentioned as the husband of UrvaSI. ii) yasya va ambaratale etc. The

speech of the Apsarases implies that the hero could move in the air, and 

iii) he was sought after by the nymphs who wanted to free UrvasI from

the demon. The phrase primarily means the Highest Purusa but

secondarily it applies to Pururavas also.

C : Dramaturgical Analysis in Kumaragirirajtyam :

The most important charcteristic of Kgr is its dramaturgical analysis of

the plot of the play. KV has mentioned very clearly the Arthaprakrtis and 

Karyavasthas in this commentary and also located five Samdhis with their 

angas. They are as follows:

Arthaprakrti : Arthaprakrti is a dramatic element which is five types of 

actions of a plot. Sir Monier Williams explains Arthaprakrti as: “the 

principal thing required for a special aim, names of the five constituent



27 ?8elements of a drama.” Dhananjaya says in his DR~ that Bija, Bindu, 

Pataka, PrakarT and Karya are the five states which proclaim of the Arijaprakr 

t! in a drama. Visvanatha explains in SIT9 that Bija, Bindu, Pataka, PrakarT 

and Karya- these are the five means of achieving the intended goal 

Csadhanopaya) of the artha {prayojana). Events take their course naturally 

and generate desire. This desire finally is translated into action constituting 

the karyavastha. Visvanatha and Dhananjaya define the states almost in the 

same manner.
1) By a (the germ): Visvanatha defines Bija thus : “That is called Bija (the 

seed) which is the first cause of the fruit and which only slight when first 

referred moves about in many ways.” In Act I of the play, after 

regaining consciousness and hearing of the king’s valour in rescuing her 

from the demon, when Urva&T looks at the king Pururavas, she is strongly 

attracted by his personality. She says (to herself) “uvakidam khu

danavehirii’ This is the first stage of Urvas'i’s desire. The condition of

the king at the sight of the beautiful Urvasi restored to her normal self is 

also very much similar, as his small soliloquy after the stage direction 

(prakrtistham urvaslirh nirvarnya / svagatam) shows. At this point, the

commentary of KV runs thus: “prabhavarh mahatmyam darsayati 

prakasayatlti sa tathoktah tena mahendrena /upakrtam khalu me danavaih 

/ atra urvas'ya’bhilaso gamy ate / ayam’abhilasah prathamavasth’eti 

mantavyam / prakrtistham urvasim viloky’atmagatam ityadina 

gamyamano rajabhilaso,smin natake bTjam ity’anusandheyam / ayam 

ev’abhilaso rajnah prathamavasth'ety'anusandheyam /*2 KV here shows 

that this sentence of Urvasi indicates the first stage (of the ten) of kama 3.



In the king’s" "desire he shows the first stage of his desire. Thus both of 

them experience the first stage of lcama simultaneously. And their 

eagerness for each other is the seed of the plot of this play.

2) Bin du (The secondary germ) The second Arthapralqii of a drama “which 

is the cause of the continuity of the main plot when it is disconnected due 

to intermediate elements.” In the last verse of the first Act, when 

Urvas'I has to leave after meeting the king for the first time, the king also

is dejected and becomes love-sick. It seems that their love-story is going 

to be discontinued. His mind is extracted fonn his body as the swan 

would take the lotus stalk from the flower. This is the stage of Bindu. The

commentator indicates the second stage of the king named manahsahga 

like thus “atra urvasya’dinirgamanena vastuvicchede sad rajno 

manassanga uttar'ankavast'upayogitvad bindur ity'anusandheyam/” 

When the thread of the main story will be cut off on account of Urvas'I 

etc. going away, the king’s attachment being useful in the theme of the 

latter Act, should be connected as Bindu.

3) Pataka (The collateral action): The third Arthaprakrti is Pataka. When the

relevant incidents go for and extend over for a long way, that is called 

Pataka.” KV does not show the Pataka m this play throughout his

commentary. There is no scope to show this Arthaprakrti in this particular 

drama, because it is a small play and with no subplot or subordinate story. 

In this context, it should be noted that Smt. Sudha Palival locates the 

Pataka in the whole of the fourth Act of the play which is mainly 

happening with the king in separation from Urvasl. Palival has not 

properly read the dramaturgic texts like DR or SD which illustrate the
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terms by referring to subordinate plots with different heroes or heroines. 

When any subordinate plot devlops only to help the development of the 

main theme of a drama and continues for some part of the play, it is 

called ‘Pataka' such as “the story of Sugriva in Ramacarila or the story of

Vidusaka in Sair etc.” They are not the main characters of those plays 

but they do act as associates, whereas Palival shows the activities of the 

hero of this play in this particular Act as Pataka and the hero himself as

the Patakanayaka. This is nothing but the author’s ignorance of the 

fundamentals of dramaturgy.

However, the commentator has mentined the Patakasthanaka at one

place. In Act I, when the rescued Urvas’T has met her friends again, the

charioteer hears a sound of the movement of some chariot and sees some 

bright person descending from the heaven. The nymphs soon recognise 

the new-comer as Chitraratha. On this KV comments thus: “ayusman

purvasyam’ityadina ammo cittaraho ityantena

sutasy’anavadharananantaram ammo cittaraha iti nirnayasya pratiteridam
__ _ _ _ 39vimars'ad am nimayakrtam patakasthanakam ity’anusandheyam /” 

There was an an-avadharana ‘indecision’ or vimarsa ‘doubt’ about who 

the newcomer from the heaven could be. Then it is decided that he is 

Citraratha. This is called a Patakasthanaka by KV. But it does not fall

within the definition of Patakasthanaka given by DR. It does not even 

fitin with any one of the three types of Patakasthanaka defined by the 

SD.41 The fact is that KV is here following some different work on 

dramaturgy and in the words ‘ vimars'ad anu nirnayakrtam\ he iswhaps 

refering to one type of Patakasthanaka as defined in that work. It is an



established-fact that KV very often refers to and quotes from VR, a work

on dramaturgy written by the king Kumaragiri Reddi himself and which

is now lost. This definition of Patakasthanaka could also possibly be from

that work. This inference is confirmed when we refer to the Kgr on Sak

There-occurs in Kgr on Sakan actual quotation from VR as follows:

“patakasthanakamprahur bhavino’arthasya sucanam/

catorbhih karanaireva caturdhaparikirtitam //

sah saivarthasampattya vimarsadanu nirnayat /

43tulyena samvidhmena tatha tulyavisesanat/r

It can be seen from this that in his explanation of the 

Patakasthanaka in Vik, KV is actually repeating the words of VR

where in this is shown to be the second type of Patakasthanaka,

4) PrcikarT (The Episode): The fourth Arthaprakrtiis Prakan. “The character 

which is relevant and exists in a limited area, that is called Prakaif> 44 KV 

does not show the Prakan anywhere in his commentary on Vik. Thus 

according to KV there is no sub-plot in this play, either Pataka ox Prakan.

5) Kdrya (The Deed): The fifth and final stage of the Arthaprakrti is 

mentioned as Karya. “That is called Karya which is the desired goal, for 

which all the activities have been started and the accomplishment of 

which is the finale of the action” When Pururavas obtains Urvasi for 

ever as his life-partner whole action for achieving that goal is complete. 

This is the final stage of love. When Narada in Act V blesses the pair

“avirahitau dampatT bhuyastam etc.” KV says: “avirahitav ityadina 

karyasya siddhatvat karyarh nama pane a ml arthprakrtir



, 46 _lly'anusandheyam. ” Narada has actually brought a message froih lord 

Indra for king Pururavas and Urvas'I which is very beneficent to them.

They shall now live happily together ever after. So the whole action of 

the drama is successfully complete here.

Karyavastha : Another mode of analysis of dramatic plot is the five stages of 

“Action” Karyavasthas. The five stages of the action which has been

initiated by the hero with a desire for its achievement are: Armbha

‘commencement’, Prayatna ‘effort’, Praptyasa ‘hope of attainment’ Niyatapti

47‘certainty of attainment’ and Phalagama ‘attainment of the fruit.’ At first,

the action is started for the final goal; then it runs through the relevant 

incidents and efforts are made to remove obstacles; then after the obstacles 

are removed comes a hope to obtain the main object; then arises an assurance 

of its acquisition and finally the fruit, the object of desire, the goal is 

achieved. These stages form the five Karyavasthas.

KV shows these Karyavasthas in this play as under :

1) Arambha (The commencement): The first stage of Karyavastha is called 

Arambha. “The anxiousness for achieving the fruit is Arambha. In Act 

I of this drama while answering Urvasf s inquiry about the state of her

friends, the king replies: “They are in a state of great dejection x x x 

oh fair one, any one, within the range of whose fruitful 

eyes you have stood even once, would feel uneasy in 

your absence; what to speak, then, of your friends with 

warm friendship?” ( Vik 1.9)

The king speaks of ‘any one’, which includes his own self. He has 

conveyed his own autsukya ‘anxiety’ for Urvas'I under the pretext of the

general statement. This is the first Karyavastha ‘stage of action’ called
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Arambha, since the king conveys his feelings to the heroine and it is the 

beginning, the first step in the direction of the achievement of their love. 

The commentator says: utvaya vina so'pi samutsiiko bhaved id

samanyoktya atmani pratlyainanam autsukyam arambho nama
___ 49

pratham ’a vasth 3 eti manta vyam r

2) Prayatna (The effort): The second stage is Prayatna. “When that desired

object is not achieved, the very quick action is called Prayatna. In Act

II, the king tries to think of some remedy whereby his desired object may 

be accomplished. He consults his friend Vidusaka about how to meet 

UrvaS. His mental agony is increasing on account of not seeing UrvaSi 

any more. This love situation of the dramatic action is the second 

Karyavastha. The commentator remarks: “tadupayas cintyatam yatha

saphalaprarthano bhaveyam itya tra prayatno nama dvitiyavastha

sucitaf,S1

3) Prdptydkd (The hope of attainment): It is the third Karyavastha. “When

there is a possibility of attaining (the goal) through means of achieving 

and impediments and doubts, it is Praptyasd’ In act III, the king and the

Vidusaka are waiting alone on the terrace of the Maniharmya palace for 

the queen who will be coming there after a while. In this solitude, 

Pururavas wants to describe his mental condition Vidusaka says : “It is

obvious. But, seeing (her) indescribable (tadrsam) attachment, it is 

possible to hold yourself with the bonds of hope”. The king agrees: evam 

etat. “Of course, it is so!” Vidusaka indicates that UrvasI being an apsaras

may not be accessible to others, but she herself holds stomg attachment 

for the king. Hence, there is a hope that she will come again to the king.



Vidusaka clearly uses the word asa; therefore, it is natural that the 

commentator would show here the third Karyavastha. KV, therefore 

indicates this point of the drama as “evam etat / atra urvas'T- 

praptisambhavanaya gamyamanatvat praplyasa nama trtTyavastha 

sucita/’53

4) Niyatapti (The certainty of attainment): The fourth Karyavastha is

Niyatapti. “The surity of gaining the End, from the absence of obstacles is 

_ 54called Niyatapti.” We would expect that in the last portion of the fourth

Act, when the king finds the sahgamamya gem which would lead him to 

obtain Urvas’I, then it becomes certain that he would obtain Urvasi. But

KV shows a different context in the beginning of the fourth Act, which as 

it is only indicates or suggests the certainty of gaining the end. When 

Citralekha expresses her anxiousness about Urvasl after having known

her condition and that of the king. Sahajanya consoles her that the

excellent forms cannot suffer misery for a long time and there will be 

some favourable event effect in their reunion. At this point KV’s remark 

runs thus: “bhuyo’pi samagamakaranam bhavisyati / atra

samagamasy'avasyambhavitvaniscayan niyataptir iti caturthy'avastha 

sucita /’SS We must note here that it is rather difficult to agree with KV in 

accepting niyatapti at this place.

5) Phaldgama (Attainment of the fruit): The fifth Karyavastha is

Phalagama. “The stage in which the ultimate object or the fruit is 

obtained completely, is called Phalagami’ It is known from Narada’s

speaking as: iyarh c’orvasf yavadayus tava sahadharmacarinl



57bhavatv’iti/” KV’s remarks at this point are : “iyarh c’orvas'T’lyatra 

samagraphalasampalteh phalagamo nama pane a my’ vastha darsila /,5S 

/The^happy union of the king, Urvasi and the Prince Ayus is accomplished 

^ through (@ the above words of sage Narada in the fifth Act. This is the 

fruit or the ultimate object, which is fulfilled here dramatically. Thus the 

dramaturgic point karyavastha is indicated in the Kgrcommentary.

D : Samdhis and Samdhyahgas :

The entire dramatic action has been divided into five sections on two 

different principles of classifications. According to one of these principles 

the five sections are called Avasthas which are described above in this

chapter. According to another principle, they are called Samdhis which have 

been divided again into sixty four sub-section called Samdhyangas. 

Samdhyahgas are treated as an ornamental part in KV’s commentary. The 

Samdhis ‘junctures’ are defined as junctures having connections with

intervening objects of the plot which are all connected with one principal 

object. There are five such junctures according to the five stage of the action 

respectively. The junctures are: 1) Mukha ‘Opening’, 2) Pratimukha

‘Epitasis’, 3) Garbha ‘Catastasis’, 4) Vimars'a ‘Peripateia’ and 5) Nirvahana

‘Catastrophe’. These five junctures and their aiigas (forty four of them)

‘elements’ are clearly located by KV in his commentary. They are shown 

below in accordance with KV.

# Mukha Samdhi:

“Where the BTja arises, full of possibilities of various meanings and 

sentiments and which is connected with the beginning; that is Mukha 

Samdhi.”60 KV also defines it similarly and places it properly in this play. In



Act I, after UrvasT becomes normal and looks at the saviour king, the 

dialogue runs like this:

1) “UrvasT/ (rajanam vilokya/atmagatam) uvakidamkhu danavehim/

2) Raja / (prakrtistham urvasim nirvarnya / svagatam) / sthane Idialu 

narayanam rsim vilobhayantyas ladurusambhavam imam drstva vriditah 

sarva apsarasa id/athava n’eyam tapasvinah srstir bhavitum arhati/tatha 

hi-

3) asyah sarga vidhau prajapatir abhuc candro mi kantaprabhah2 

srhgaraikarasah svayam mi madano maso mi puspakarah // 

vedabhyasajadah katham mi visaya vya vrttakautuhalo/ 

nirmatum prabhaven manoharam idam rupam purano munih //

4) UrvasT / halaso sahijapo kahim khu bhave /

5) Citra / maharao abhaa dal janadi/

6) Raja / (urvasim avalokayan)/mahati visade varate/pasyatu bhavati/

7) yadrcchaya tvam sakrd apy’a vandhyayoh 

pathi sthita sundari yasya netrayoh / 

tvaya vina so’pisamutsuko bhavet

61sakhljanas te kim ut’ardra-sauhrdah U 

We have already seen how KV locates the first stage of love in UrvasT 

in dialogue No.l and in the king in dialogues 2 and 3. This he calls the Blja, 

the first of the five Arthaprakrtis. KV also has shown Arambha the first 

Karyavastha in dialogue No. 7. Now we know that in the broadest sense, the 

first Arthaprakrti and first Karyavastha together constitute the first Sathdbi.
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KV confirms this on dialogue No. 7 above; his final remark is this: “atra 

bljarambhayoh samanvayan mukhasandhiritimantavyam/”

KV mentions five elements out of twelve of this samdhi 1) Upaksepa, 

2) Parikara, 3) Parinyasa, 4) Prapti and 5) Samadhana. According to T.G. 

Mainkar, “in the Muklia Samdhi■ the Upaksepa, the Parikriya,, the Parinyasa

and the Samadhana contain the BIja ; while Ynkti, Prapti, Udbheda and

_Karana constitute the Arambha.”

1) Upaksepa64 means ‘throwing at’; mention or suggestion. Hence this

element of the opening juncture appears to be the starting point of the 

action as the king and UrvasT see each other and the seed is cast here.

This subdivision not only mentions the start of the action, but it also may 

be taken to mean the circumstance, which has started the action. KV 

remarks on this section like this: “asyah sargavidhau x x x purano x x x

munih / manoharam idam rupam ityanena dyotyamanasya rajabhilasasya

bljasya vinyasad upaksepo nama samdhyahgam uktam bhavati/” 65

2) Parikara 6 means ‘assistant or attendant.’ It suggests proliferation of the 

BIja. When UrvasT is brought back in the king’s chariot and when the 

chariot jolts as it touches the land on the hill-top, the king’s shoulder 

touches that of UrvasT causing a romanca in the king’s body and also the 

sprout of love in his mind. In view of this, the commentator says:

“yadayamityadl /yat yasmat karanat mamam&ah rathasamksobhat x x x

ahkuritamanobhaven’eva udimanmathen’eva /atra saromavikriyam sprsta 

ity’anena bljasya bahulTkaranat parikaro nama saihdhyahgam uktam

67bhavati/”



683) Parinyasa means ‘completely planting or establisliment.’ In'Act I,

when UrvasI turned to the king on her return under the pretext of

disentangling her necklace, the king thought : “Oh creeper, you have 

done me a kind favour by causing obstacle in her way for a moment. She 

was once again seen by me today with her sidelong glances and her face 

half turned round.” (Vik. I. 16). So Parinyasa is used to root firmly the

Bija. KV’s commentary runs thus: “ Priyamacaritarrf ityadih spastah /atra

bljasya drdhikaranatparinyasa iti samdhyangam uktam bhavati/”

4) Strangely, however, KV also shows here another element of Mukha 

Samdhi called Prdpti. Prapti means ‘approach’; the approach of a 

pleasurable circumstance. KV’s words are: “atraiva arth’anukulyena 

sukhapter gamyamanatvatpraptir nama samdhyangam uktam bhavati/”11 

It is the Samdhyanga called Prapti on account of the things being 

favourable and a smooth attainment (of the fruit) being implied.

5) Samddhami ~ means ‘approach or recurrance of the germinal

circumstance’. Samadhana occurs at the end of the first Act when UrvasT

leaves for heaven and the king is looking up in her direction and 

exclaims: “Alas! that love should inspire on ardent passion for an object 

difficult to attain. The commentator remarks: “urvasigamanonmukhah

aho nu khalu durlabhabhinivesT madana ity’artha bijasyanusandhanat 

samadhanam nama samdhyangam uktam bhavati/”

KV gives the dramaturgical analysis of Vik according to its dialogues and 

situations. He points out the situation very carefully. We have seen a clear 

picture of kamavasthas of a love story. KV is a learned scholar and shows in 

a masterly way how from the beginning, the seed is cast and in what



situation the seed sprouts and grows up. In Act I, the hero of the play first 

hears of the beautiful heroine, who is captured by the demon. Then the hero 

sees the unconscious heroine and is attracted to her. After regaining 

consciousness the heroine also experiences the powerfully attractive and 

valorous personality of the hero. Now the heroine thanks the demons and the 

king appreciates her beauty and charm and the desire on both the sides forms 

the Blja, the first Arthaprakrti. The king then makes the first move and

makes bold to suggest that anyone who has seen UrvasI even once would 

feel anxiety without her. This is the Arambha, the first stage of Karyavastha 

where the king becomes active in the direction of achieving Urvas’I. The 

Mukha Samdhi is formed by a combination of Blja and Arambha.

Five Samdhyangas also run with the series of event simultaneously. 

The desire of the king forms Upaksepa. The seed is sown here and this is the 

starting point of the Mukha samdhi. When the king’s shoulder touches that 

of UrvaS in the chariot, he feels a romahca in his body and sprout of cupid 

in his mind. This is the proliferation of the seed, the Parikara Samdhyahga. 

Then, towards the end of the Act, when the lovers must part, while in a 

flying position UrvasI requests her friend Citralekha to disentangle her 

necklace from the creeper. According to the commentator, the second stage 

of UrvasI’s love called manahsahga is indicated here! While returning she

turns to the king to have a look at him and this indicates a firm rooting of the 

seed, the Samdhyahga called Parinyasa. It confirms UrvasI’s intense love for

the king. The. circumstance is favourable for the king and he can hope to 

achieve his desire easily, which is the Samdhyahga called Prapli. When

UrvasI actually leaves, the king thinks of her as an unattainable object, and 

yet he feels the pangs of desire for her, which implies that he will pursue the



goal,, will continue to nurture the seed, and this is Samadhana. Naturally, at 

Urvasf s leaving, the king feels uneasy, anxious. That is the second stage of 

the king’s love named manahsanga. UrvasT’s departure has caused a 

temporary break in their company but his anxiety; his attachment for Urvas'I 

will be pushing the action further in the next Act. That is Bindu, connecting 

the disrupted thread of the story.

# Pratimukha Samdhi:

The second juncture is the Pratimukha wherein the Blja, the first cause 

of the ultimate object which is laid in the opening juncture, has sprouted but 

not in a clearly perceptible manner, that is called Pratimukha SamdhP DR 

says : “The visible-invisible sprouting of that (.Blja) is called Pratimukha. 

According to the efforts in the form of Bindu, there are thirteen limbs of 

it.” KV also defines it similarly. The seed sprouts up in this Saihdhi in Act 

II, when the king looks for the remedy i.e. some means to meet UrvaS once 

again. According to KV, it starts from the last verse of Act-I as Bindu, one of 

the Arthaprakrtis. We also see the second Karayavastha named Prayatna in 

Act-II, where the king is thinking of Urvasl. Now the two stages combine 

and make Pratimukha Samdhi. KV shows eleven angas (out of thirteen) of 

this Samdhi. They are : 1) Vilasa, 2) Vidhuta, 3) Sama, 4) Parisarpa, 5) 

Pragamana, 6) Vajra, 7) Upanyasa, 8) Puspa, 9) Narma, 10) Narmadyuti and 

11) Paryupasana. “In the Pratimukha there is drstanastatva of the Blja, so 

few of the angas deal with the real development. The Parisarpa gives the 

search; -while other angas are of the nature of a mixture of tones and of 

entertainment; they nevertheless contribute to the rasa of the play.” KV 

locates this Samdhi in the whole of the second Act of the play. Actually it
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has started from Urvasfs departure in Act I which causes anxiety in the king

and consequently suspicion and jealousy in the queen which form the bindus 

into the second Act.

1) Vilasa is the demonstration of love or desire for the object of love as in 

Act II, when the love-lorn king enters the pleasure-garden along with the 

Vidusaka and discusses about his present condition. The five-arrowed

God has already pierced his heart it is very difficult to withdraw from its 

desire for the unattainable, when the mango-leaves being blown away by 

the Malaya breeze are putting up fresh sprouts. Hence KV’s remark is 

like this: “ idam asulabha vastuprarthana dumivaram x x x/

atf estarthavisay’ehakathanad vilaso nama samdhyajgam uktam bhavati 

/” It is the Samdhyanga called Vilasa because the desire for the object 

of love is mentioned.

2) Vidhuta means ‘approaching, occupying.’ KV follows the definition of 

DR. The king looks at the creepers in the pleasure-garden and expresses 

his unhappiness. His eyes do not find any pleasure in these garden 

creepers which have now flowered as he is pining for UrvasTs charms.

KV’s commentary runs thus: “mama kusumitasv’api xxx/ sakhe vayasya 

tadrupalokadurlalitam urvasi gatarupavalokanadiptam mama caksuh 

kusumitasv’api samjatakusumasv’api namravitapasu xxx upavanalatasu 

udyanavalllsu, dhrtim prTtim na badhnati na samyacchati / atra 

kusumanyabharanasthamyani / vitapa bahusthamyah / lata 

angayastisthamyah/ tasmadasam latanam urvaslrupa-sadrsye 

vidyamane’pi tathavidbasaubhagyabhavat pntyabbava ity’abhiprayah / 

atr’arater gamyamanatvad vidbutam nama samdhyangam uktam bhavati

jn 80



3) £ama 81 means ‘calmness,’ KV follows the DR as the illustration from

the Vik refers to the love-lorn condition of the hero. His remark is 

“nimittam daksinaksi-spandanamP In this context Mr. S.P.Pandit

explains this point thus : “such as the palpitation of the right eye or the 

right shoulder. Even to this day in a man the palpitation of the right eye or 

the right shoulder is universally believed to be a go omen leading to an 

unexpected meeting with a dear one, and the same in a woman if the 

palpitation is in the left eye or left shoulder. But it is a sign of an 

impending unexpected departure (may be from this life) of a beloved one 

if the palpitation is in a man’s left eye or shoulder or a woman’s right eye 

or shoulder” . Hence KV’s commentary runs like this: “na sulabha x x

x/atr’aratisanteh dama iti samdhyahgam uktam bhavatiT,U 

854) Parisarpa means ‘going about in search of something.’ The search of 

an expected thing which is lost or scattered is called Parisarpa. In Act II, 

Urvas'I and her friend Citralekha come to the royal pleasure-garden to

meet the king. They are looking for the king; where would they find him? 

Hence it is a search of UrvasT for her desired person who also has already

fallen in love with her. The commentary of KV runs here thus: “{sakhi 

kva nu khalu) atra drstanastanusarpanat parisarpo nama samdhyahgam

uktam bhavatir It is the Samdhyahga called Parisarpa as she is 

searching for the king who was seen first and then lost.

5) Pragamana means ‘progressive or progressively excellent utterance.’ SD

illustrates this from Vik itself: yatha vikramorvasyam. UrvasT-jaadu jaadu 

maharao /raja - maya nama jitam yasya tvaya jaya udiryate /ityadi i

But KV shows this Samdhyahga a little earlier, on the verse



nitantakathinam rujam etc. He comments: “ nitantakathinam ityadi / yo 

janah nitantakathinam mama manaslm pldam na veda na janati / athava 

prabhava-viditanuragam prabhavena svaklyena mahimna atmano vidito 

jnato’hnrago yasya sa tathoktah tarn mam apy’avamanyate api nadriyate/ 

apisabdah hhkayamf x x xJ atra pralhamardhe yatholtaravacanakaranat 

pragamanam nama samdhyangam uktam bhavati?8 By a general consent 

pragamana appears to be an utterrance which reiterates the feeling in 

different words and pushes the movement further by emphasising.

6) Vajra means ‘thunder-bolt,’ which suggests anything very hard or 

harsh. The cruel speech is called Vajra. When the king explains about his

unsuccessful love, the God of the five shafts feels happy by making his 

desire of union with that divine woman void of any pleasure on account 

of their fruitlessness.

The commentator remarks here: “tasmin jane urvas'yam mama 

alabdhaphalamrasm alabdhani phalani yais te tathoktah te ca te nirasa§ ca 

tan samagama-manorathan vidhaya pancabanah krtikrtartho bbavatu/x x 

x uttaradhe manmathadhiksepasya gamyamanatvad vajram iti 

samdhyangam uktam bhavatir90

7) Upmyasa1 means ‘some thing newly introduced, pleasure or a

suggestion.’ The Upanyasa is a propitiation or gratifying. The king

laments that UrvasI neglects him. So she does not come to him. But

UrvasT is not at all like this. She makes an answer to him by means of a

Bhurja leaf in which she writes about her equal love for the king: “My 

sire, if I were as you imagine me to be without knowing (about me) the 

heavenly breezes would not feel so hot upon my body even while I lay on



a bed of crushed parijala flowers” (Vik 11.12-13). The commentary runs 

thus: “svainin natha yathaham Ivaya ajnata iyam kfdrgavasth’ ety' 

aparamrsta, asambhavita asammanita ca aham c’anuraktasya tavopari 

tatha tadrilyadi nama jnatri asam-bhavayitri cen -nametyarthah / lulita- 

parijata sayanfyake lulitaih tapalunthanad vyakimam parijatanam 

parijatakusumanam sayamyam yasya lat tathoktam tasmin mama s'anre 

nandanavanavata apy’aty’usna bhavanti kim na / bhavantTtyarthah / 

atadrsatvan mamaty’usna bhavanti’ ty’arthah / atra svanuraga-

prakasakasya vakyasyopapattimattvad upanyasa id samdhyangam uktam 

bhavatiP2

8) Puspa means ‘flower, flowery speech or gallantry.’ A declaration of 

special delight or excellence is called Puspa. The king reads the letter of 

Urvasi and feels as delighted in his mind as if her face with her upturned 

eyelashes and her bewitching eyes, had come close to his face. Here KV’s 

remark is: “tulyanuragapis'unam samanapr&masucakam / lalitartha-

bandham lalito madhurah arthasya vastuno bandhah sandarbhah yasya tat

tathoktam patre nivesitam vinyastam priyaya uaharanam vacikam, he

sakhe utpaksamano mamananena samagatam tasya madireksanaya

ananam’iva bhavad / atra vis'esa-pradpadanat puspam nama 

* 94samdhyangam uktam bhavati/”

959) Narma means ‘pleasantry or a joke.’ The sport or jocular speech is 

called Narma. It is a very sportive context when Urvasi salutes the king 

after removing the tiraskaranli charm, the king takes her by the hand and 

leads her to a seat. Then the Vidusaka asks her to salute the dear friend of



the king. This dialogue just makes a joke here. KV remarks thus: “Jcim na 

vandyate / atra parihasasya gamyamanatvan narm’eti samdhyangam 

uktam bhavati/”96

10) Narmadyuti means ‘brightness of joke.’ The joy produced by joke is 

called Narmadyuti. The king keeps the letter with the Vidusaka secretly, 

but the Vidusaka loses it only out of his carelessness. So they search it in

the garden. The queen comes suddenly and presents the love-letter to the 

king. The king is caught red-handed and becomes puzzled and replies to 

the queen that that was not the object of their search, it was some 

otherthing. Here the king’s dialogue makes the joke colourful and bright. 

The commentator also remarks here like this: “n’edarh may a mrgyate /

idam bhurjapatram maya na mrgyate nanvisyate/ x x x atra rajna

dosapracchadanan narmadyutir'nama samdhyangam uktam bhavati?%

11) Paryupasanam means ‘pardon or excuse.’ Asking pardon for one’s 

fault is called Paryupasanam. When the queen catches the king red-

handed and becomes angry and wants to leave the place, the king 

confesses his fault and prostrates himself at her feet. He tries to conciliate 

the queen by appreciative words. This will be the Samdhyanga called

Paryupasanam. KV says: “aparadh'ityadii x x x / aham'aparadhinama x 

x x prasida prasanna bhava / samrambhat rosat virama virata bhava / 

svasyaparadhitvam pratipadayati - sevyajanadcetyadi / sevyajanah svami 

kupitas cet rusto yadi dasah sevakajanah katham nu niraparadhah 

aparadharahitah /katham nity’aksepe /aparadhy’eva bhavatTty’arthah / 

atra strinam manapanayanopayesu sama prayuktam'ity’anusandheyam / 

yathoktam vasantarajlye



samna danena bhedena naty’upeksarasantaraih / 

manapanayanam lasam upayaih sadbhir acaret// 

tatra caluvacah sam'eti / atraiva santvanat paryupasanam iti samdhyangam 

uklam bhavati / wl0°

KV here quotes VR mentioning six ways of appeasing the angry lady 

out of which three are illustrated in this context. When the king is baffled 

after being caught almost red-handed, he uses the first way named Sama

(flattering speech) in aparadhi namaham etc. This is caturaca/fflattering 

words.’ When this fails, he uses the second way called nati or pranama

(prostration). But even in this he is frustrated as the queen refuses to accept 

his explanations and leaves in anger. Hence now there is still scope for a 

third means and the king now employs upeksa i.e. indifference. Now the

king will only wait with patience till the queen herself compromises. The 

queen is aware of this possibility. It is the queen’s fear of repentence which 

is considered as Bindu pushing the action of the play further in the next Act.

The second Act of this play opens with the Praves'aka,101 one of the 

five Arthopaksepakas in which, two minor characters converse in Prakrit to

give the audience the information regarding the events that have taken place 

between the time of the two Acts and which provide the necessary 

background for the understanding of the action of the coming Act. Vidusaka, 

the intimate friend of the king Pururavas, is a fool and very fond of jokes. 

Nipunika is the maidservant of the queen. Her cleverness is able to collect

the secret of the royal love from the foolish Vidusaka. Nipunika, then



informs the queen about the king’s secret love with Urvasi. As the king is 

announced, the main Act begins.

In Act II, the king is looking for the ‘remedy’. He wants to be 

successful in his goal of achieving the love of Urvasl. He is trying his best.

He consults his close friend Vidusaka. This situation is shown to be the 

second Karyavastha called Prayatna. In this very state, the Bindu and the 

Prayatna together constitute the second juncture called Pratimuldia Samdhi. 

This Samdhi starts from the separation of the hero and the heroine (end of 

Act I), then the obstacles come from the sides of both the lovers. On Urvasf s 

side, her dependence or servitude of Indra is the obstacle. The king faces an 

obstacle from the queen. Vidusaka in his foolishness and Nipunika by her

cleverness help to create this obstacle. Nipunika takes away the royal secret 

from the foolish Vidusaka tactfully and Vidusaka drops and loses the secret

love letter in the garden. Not only that, the maid informs the queen and when 

the foolish Vidusaka drops carelessly and loses the precious royal love letter 

in the garden, they recover the letter and the heresy is confirmed. As a result, 

the queen becomes angry and goes away from the king in spite of the king’s 

prostrations.

Eleven Samdhyahgas are shown in the progress of this event. The 

king’s desire for the object of love is shown a Vilasa. In Act II, the king 

enters the pleasure garden but is unhappy at the sight of the flowered 

creepers. This is Vidhuta. Sama refers to the love-lorn condition of the king 

in a state of slight recovery as his right eye is flickering. It is a sign of 

obtaining a woman. Urvasl comes looking for the king in the pleasure-

garden. This search is called Parisarpa. Pragamana carries on the movement 

of the story progressively. The king explains about his unsuccessful love,



this is called Vajra.When the king seems to think that UrvasT does not love 

him, UrvasT writes on a birch leaf about her equal love for the king. This is 

Upanyasa. Pusf>a is used here as flowery speech, the king feels delighted 

after reading Inis beloved’s love letter. Narma and Narmadyuti are jocular 

speeches which' are pleasant to the audience. Paryupasana is used as

consolation. In the last portion of the second Act, when the king is caught 

red handed by the queen, he tries to conciliate her by propitiation, prostration 

and at last by upeksa one of six ways of elimination of anger. The queen’s

leaving in anger breaks the progress of the love theme. But her pascattapa 

will reconnect it and there the Bindu is formed which indicates the further

movement of the story in the third Act.

# Garbha Samdhi:

The third juncture is' called Garbha because it is “pregnant with the 

fruit.” SD defines it as that “wherein the first cause of the ultimate object 

which has previously sprouted is devloped but is attended with frequent 

hindrance in its grouth and search for the object.” When the king and the 

Vidusaka are waiting for the queen on the terrace, it being solitude the king’s 

mental agony is severe as well as his spirits optimistic considering the 

intensity of UrvasT’s love. So there is a hope of obtaining of the first cause in

the king’s expression. KV mentions eight (out of thirteen) Samdhyangas in 

Garbha Samdhi. They are: 1) Anumana, 2) Abhutaharana, 3) Marga, 4) 

Udaharana, 5) Sambhrama, 6) Samgraha,, 7) Krama and 8) Aksepa. KV 

locates the Garbha Samdhi and its Samdhyangas, in the third Act of (this of 

this play. It has started witKthe hope of obtaining UrvasT and towards the end



of this Act Urvas'i is really obtained with the queen’s consent. The 

Samdhyangas are located by KV as follows:

1) Anumana ~ means ‘inference,’ which is a conclusion from a

characteristic sign. In Act III, the king’s right ami throbs and it indicates 

• obtainment of a beautiful woman - UrvasT in the present case. S.P. Pandit

explains: “Vidusaka means that the king with his drooping limbs 

(parihTamanehim angehim) should appear dejected and in low spirits. 

Such, however, he does not appear, but on the contrary in spite of the 

drooping limbs Vidusaka finds him the more lively and cheerful (ahiam

sohasi). From this he concludes that the fulfillment of his desires is

approaching. This refers to an idea that unexpected cheerfulness is a 

precursor of approaching good luck. This is confirmed by the additional 

auspicious tokens that befall the king in the shape of the sudden twitching 

of his right arm (daksinabahoh spandanam) x x x. By this speech of

Vidusaka and the following of the king the poet prepares the minds of the

audience for the sudden arrival on the stage of UrvasT and Citralekha in a

celestial car.”104 Hence KV remarks thus:“ vacobhir ityadi/ spasta 'rthah /

atra bahuspandasy’orvasipraptihetutvad anumanam nama samdhyangam

uktam bhavatk”195 

1062) Abhutdharana means ‘resort to fraud.’ An unreal utterance is called 

Abhutaharana, UrvasT comes to the royal palace in an abhisarikah-dress 

along with Citralekha. She asks Citralekha to know through her 

supernatural power where he, who has stolen her heart, must be at this 

time. In reply, Citralekha chaffs her a bit. She tells her that he is in a 

place fit for enjoyment, happy in the company of the beloved of his



wishes. KV’s words are: “sakhi esah / atra kapatakalpanaya

gamyamanatvad abhutaharanam nama samdhyangam uktam bhavati/”
1083) Mdrga means a statement of facts that brings the ‘correct way.’ It is 

the declaration of the truth. When UrvasI expresses despair at the chafting 

words of Citralekiia, the latter alleviates her fear with the words: “Silly 

girl, why any other thought about the company of the beloveds?" The 

commentator says: “(Citralekha^ - x £ x / tvam vineti s'esah / atra

yatharthakathanena marga nama samdhyangam uktam bhavati/”

4) Udaliarana110 means ‘statement of excellence.’ An extolling or

glorifying speech is called Udaharana. The king describes his shoulder

which was pressed by UrvasI at the jolting of the chariot which was

fortunate enough. On this KV remarks: ‘‘ayam tasya ityadi / xxx atra

vakyasy’ otkarsavatvad udaharanam nama samdhyangam uktam bhavati 

111

1125) Sambhrama means ‘panic.’ The Vidrava or Sambhrama is produced

by the confusion, fear and terror. KV shows it in the proper place here in 

this play. He says: “antarhite avam/ atra sahkaya gamyamahatvat

sambhramo nama samdhyangam uktam bhavti/ But Mainkar sees here 

the Samdhyahga called Udbheda. His remarks are: UrvasI is confused 

when the queen is being ushered in, but this can be Nayikatobhayam and 

hence Udvega”114

6) Samgraha115 means ‘winning over.’ It is the accomplishment of an

object by means of flattering speeches and a gift. When the king is told 

that the vow is called priySnuprasadana ‘concilition of the loved one,’ he
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says “Why do you propitiate a slave who is always eager to win your 

favour ?” ( III-13) The commentator’s remarks are: “anenetyadi / x x

x I atra santvanasya kathanat samgraho nama samdhyahgam uktam

bhavati/”116

1177) Krama indicates a bold manner of proceeding by which “the real 

feelings are realised.” UrvasT covers the kings eyes from behind and the 

king realises the touch of his beloved. He believes that nothing else can 

give such delight to him as the touch of UrvasT’s hands. The

commentator’s remark is: “ahgamanahgam iti / x x x / atra

samcintyamaiiasyarthasiddheh krama iti samdhyahgam uktam

bhavati/”118 

“ 1198) Aksepa means ‘explaining or understanding a hidden meaning.’ The 

devlopment of a concealed matter is related to Ksipti or Aksepa. UrvasT 

explains to her friend Citralekha that the queen has given away his 

majesty to her. “So I approach him like his loving wife”. Then the king 

asks UrvasT: “if you approach my person because the queen has given me

to you, by whose permission did you first steal my heart”? KV’s remark 

is like this: “devy’etyadi/ x x x atra devlprasahgena vyavahitasya bijasya

punaryojanad aksepo nama samdhyahgam uktam bhavati / This 

remark implies that the Blja which was obstructed by the queen’s 

incident, is reconnected here. Therefore, this is the Aksepa Samdhyahga.

In the opining of Act III, there is a Misraviskambhaka in which two

disciples of sage Bharata converse with each other and inform us of the 

events that took place after Act II. A play Laksimsvayamvara composed by

SarasvatT was to be staged. UrvasT was to play the role of LaksmT. When



Menaka in the role of Varum asked her when did she like from amongst the 

gods gathered, she was to reply “Purusottama.” Instead, she blurted

“Pururavas.” Sage Bharata, the dirtector, was angry and pronounced a curse 

upon her to lose her divine place. But Indra ordained that during her stay 

outside heaven she should stay with Pururavas till he sees the face of his son 

bom in her. Her curse was thus turned into a boon. In the Act itself, the king 

is informed that the queen wants to perform a vow in his company. So the 

king reaches the terrace of the Maniharmya palace alongwith his friend

Vidusaka a little earlier. After moonrise, the torchbearers are allowed to go 

away. In this solitude then, the king wants to narrate his condition to his 

friend Vidusaka. But Vidusaka says, it is obvious. However he consoles him

saying that in view of such intense love (on the part of UrvasT in Act II ) 

there is indeed some hope. This is considered Praptyasa, the third 

Karyavasatha. But the king says, his agony is intense. This reconnects the 

Bija and goes to make, with Praptyasa, the third juncture named Garbha. 

According to KV, eight Samdhyangas can be indentified in this Samdhi in 

the play. The first indication of the hope of attainment is Anumana which is

indicated by the throbbing of the king’s right arm, an omen for obtaining a 

beautiful woman. This can also be taken as compliance of the rule 

n’asucitasya patrasya pravesah, since immediately after UrvasT enters the

stage in the dress of an abhisarika alongwith her friend Citralekha. She 

intends to meet the king soon. So she asks Citralekha to find out where her 

lover would be staying at this time. Citralekha first knows by her power 

where the king at present is and then tell UrvasT that he is now in a place fit 

for enjoyment, happy in the company of his contemplated beloved. This is



only a chaff, identified by KV as Abhulaharana. At these words of 

Citralekha, UrvasT expresses her despair. Cirtalekha immediately consoles

her with the words: “Why should you think of any other beloved”? This is 

called Marga. The friends descend and remaining invisible in their tiraskarim 

charm, follow the king. The king describes his shoulder as the only fortunate 

part in his body since it had touched UrvasT at the time of the jolt of the

chariot. This is a statement.of excellence and is called Udaharana. When the 

queen is announced on the terrace, UrvasT feels dejected and she would 

know what they can do now. Then Citralekha relieves her by reminding her 

that they are invisible. Thus, UrvasT is confused when the queen is ushered 

in. This confusion is Sambhrama, related to fear and terror. The queen then 

makes a vow only for the propitiation of the king. The king uses here the 

Sama, one of the six means of propitiation (mentioned before). So this is the

king’s propitiation of the queen and is identified as Samgraha. After the 

queen’s return, UrvasT comes on the scene and covers the king’s eyes from 

behind. The king feels UrvasT s touch and realized that it must be his 

beloved. This is a bold indication of UrvaSi’s love for the king which is 

considered as Krama. She removes her hands, approaches the king and in

sitting with him behaves like his loving wife because the queen has given 

him away to her. At this, the king asks, by whose permission had she stolen 

his heart. The context of the love-story is reconnected here which was 

obstructed by the queen’s incident in Acts II & III. This is identified as 

Aksepa. The king tells UrvasT: when his desire was not fulfilled before, the

nights used to pass as if they were prolonged a hundredfold; if it happens 

now when he is united with UrvasT, he would be so happy. This is an



indication useful for the extension of the event to the next Act and is rightly 

designated as Bindu.

Wimaria Samdhi:

The fourth juncture is called Vimarsa, “where the means of gaining 

the ultimate object is developed further than Garbha, yet it is.obstructed by a 

curse or the like, that is called Vimarsa.” In Act IV, the demented king is 

looking for his beloved Urvas'I in the gandhamadana forest. Urvas'I enters the 

kumaravana .prohibited for women and turning into a creeper, disappears. 

Hence the assurance of gaining the first cause is known as Vimarsa Samdhi. 

KV mentions eight (out of thirteen) Samdhyahgas of this Samdhi in the 

fourth Act of this play. It has started from the very first action of the fourth 

Act and continues through the whole of the fourth Act. The Samdhyahgas

are : 1) Vyavasaya 2) Apavada, 3) Dyuti, 4) Vicalana, 5) Prorocana, 6) 

Vibodhana, 7) Adana and 8) Sakti. The Samdhyahgas are located by KV as 

follows:
1231) Vyavasaya means ‘a fixed determination, combined with a reason.’ 

The king searches UrvasI in the forest believing that she has remained

invisible due to her anger through her power or has flown away to the 

heavens. But she can not do this for a long time because her heart feels a 

longing desire for his love. Even the demons cannot kidnap her in front of 

him. The commentator says: “tarn hartnm vibudhadviso'pi na ca me

s'aktah purovartinim'ity'anena svasaktikathanad vyavasaya nama
124sarhdhyahgam uktam bhavati/”

I've
2) Apavada means ‘blame, the declaration of a fault.’ The king asks so 

many birds and animals in the forest about Urvas'I. Once he asks a



peacock about his beloved. But the peacock is not interested in 

responding to his inquiry and keeps dancing in his own mood. So the king 

decides not to ask him who seems to be happy in another’s misfortune. 

Hence the king censures the peacock. This is apavada. The commentary

runs thus: “paravyasananirvrtam paraduhkhasulchitam enam mayuram na

praksyami khalu / anena dosasya prakhyapitatvad apavodo mama
126samdhyangam uktam bhavati/”

3) Dyuti21 means ‘picturesquness’ and is declared to consist of reviling and 

vexing. The king asks the swan whether he has seen his beloved. When 

the swan is not found to respond, he accuses him “Had you not seen her, 

how could you have stolen her gait?” {Vik IV 16) The commentator’s

remark : “yadihamsetyadi/spasto'rthah /atra tarjanasyagamyamanatvad
128dyutimama samdhyangam uktam bhavati/”

1294) Vicalana means ‘boasting or exposition of one’s strong points.’ Here 

the king Pururavas says in his own introduction that the sun and the moon 

are his grandsires on both the sides; while he is the self-chosen lord of 

UrvasT and the earth ( Vik IV 19), The commentary runs like this: “yasya

me suryacandramasau matamahapitamahau suryo matamahah candrah

pitamahah /kinca yo’ham urvasya ca bhuva ca dvabhyam svayam vrtah

atmanaiva svikrtah patih priyah x x x atra vikatthanaya gamyamanatvad
130vicalanam nama samdhyangam uktam bhavati/

1315) Prorocaria means Tusture or relish, that which respresents the End as 

almost accomplished.’ When the king sees the gem, he is undecided 

about picking it up. The beloved whose hair it would have adorned is lost. 

Why should he then soil it with his tears? ( Vik IV 34) The commentary
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runs : “mandarapuspair ityadi /x x x / atra bhavikaryasucanat prorocana 

nama samdhyahgam uktarii bhavati/"

6) Vibodhana means ‘an awakening, a perception’ or “searching for the 

goal.” The king says “the tender leaves wetted by the clouds as her lower 

lip washed by her tears, she has been silent in anxious thoughts. So she 

seems to be stung with remorse.” The king perceives the right creeper to 

be his Urvasi Hence KV says: “tanvltyadi / x x x / atra karyanvesanad

134vibodbanam nama samdhyahgam uktam bhavtiZ’

- |35 _7) Adana means ‘a sign or symptom or nearing the karya or phala.’ It is 

the summing up of the main action. When the king realises the creeper 

vasantllata as Urvasi and embraces it, it is Adana. So embracing this

creeper is a sign or symptom of obtainment of UrvasI. The commentary 

runs thus: “yavad asyah prianukarinyahparisvahga pranayl bhavami, iti 

latam alingat'Tty'atra alihganasy’orvaslprapteh hetutvad adanam nama 

samdhyahgam uktam bhavati/’136

8) &aktim menas ‘power or power of resistance.’ It is the quelling of 

opposition. UrvasI begs pardon of the king for her anger. Her anger is 

appeased. Urvasi says: “dava pasTdadu maharao jam mae kova-vasam 

gadae edam avaththantaram pavido maharao / The commentator’s 

remark is: “yanmaya kopavasahgataya idam avasthantaram upapaditam
Or

maharajasya / atra virodhasya 6amanat jktir nama samdhyahgam uktam 

bhavati/’138

In the Pravesaka of this Act, Citralekha and her another friend 

Sahajanya are talking about their common friend Urvasi. Citralekha informs
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Sahajanya that Urvas'T and Pururavas went to the gandhamadana forests for 

enjoyment. Once Pururavas looked at a Vidyadhara damsel called Udayavatr 

intently. At this, UrvasT became jealous and in anger entered the sacred 

kumaravana forbidden for females (she had known about the prohibition but

forget it in the feat of anger) and was immediately transferred into a creeper. 

The king is now madly searching his beloved days and nights in that forest. 

Sahajanya consoles Citralekha that such excellent forms do not suffer misery

for long, some divine intervention will reunite them. The Pravesaka ends. 

Here the posibility of regaining Urva.4l indicates Niyatapti\ the fourth 

Karyavastha. In the main Act, the king enters the stage in a demented 

condition madly searching his beloved UrvasT. This is reconnection of the 

Bija which, with Niyatapti, makes the fourth juncture named Vimarsa. We 

observe eight Samdhyangas in Act IV according to KV. The king thinks of 

the possibility whether Urvasl has remained invisible in anger through her

supernatural power, or has flown away to the heaven. But she can not remain 

there for long as she deeply loves him. Even the demons cannot carry her 

away in front of him. This expression of self-confidence is considered as 

Vyavasaya. The king moves here and there in the forest and asks various

birds and animals for some information of his beloved. He asks a peacock 

about his beloved but the bird gives, no response and keeps dancing. The 

king feels that he seems to be happy in another’s misery. He rebukes the 

peacock. This is the Samdhyahga called Apavada. Then the king asks a swan

whether he has seen his beloved, he must have or else how could he steal her 

gait. This is Dyuti. The king then tries to attract the attention of a Cakravaka

bird who seems to ask “Who are you?” The king introduces himself as the 

grandson of the sun and the moon and the self-choosen lord of UrvasT and



this earth. This introduction is identified as a proud or bold exposition called 

Vicalana. When the king sees the sahgamanlya gem, he is confused about

picking it up because he has already lost his beloved whose beautiful hair 

would be the right place for it, why should he then soil it with his tears. This 

is Prorocana. When the king sees the creeper, vasantllala, that creeper

attracts him as by UrvasI. So this searching is going to be fruitful and it is 

called Vibodhana. When he embraces it with the gem in his hand. The 

embracing of the creeper is a symptom of the obtainment of UrvasI is called 

Adana. The creeper instantly turns into UrvasI. She is penitent of her fault 

and begs pardon of the king for her anger. Hence the mitigation of their 

dispute is called Sakti. The king then comes to know of the reason of

UrvasI’s invisibility due to the rules of prohibition of entry for women in the 

kumaravana and explains the power of the gem. They return to royal palace

by an aerial car.

# Nirvahatia Samdhi :

The fifth and last juncture is Nirvahana, “in which the matters like 

Mukba etc. sprung from the germ and scattered in different directions, are

brought to a single proper end.” KV places it in the last Act of the play. 

The scattered threads are harmonised and knit together in this Samdhi. 

According to KV, Karya the fifth Arthaprakrti and Phalagama, the fifth 

Karayavastha combine to make this Nirvahana Samdhi. This Samdhi is 

shown to operate throughout the fifth Act. There are thirteen Samdhyahgas 

in this Samdhi KV locates twelve of these in thise Act. They are: 1) Samdhi 

2) Vibodha, 3) Granthana, 4) Nirtiaya, 5) Prasada, 6) Paribhasa, 7)



Upaguhana, 8) Samaya, 9) Ananda, 10) Krli, 11) Upasamhara and 12) 

Prasasti.

1) Samdhi 140 means ‘connection or link’ which is the noticing of the germ. 

In Act V, the hermit-woman brings Ayus to the king as he has broken the 

hermit rules by killing a bird. She introduces the boy as the prince bom of 

UrvasT. The king therefore, calls UrvasT for justifying the incident. This

point indicates the sign of Samdhi or “union”. KV says: “latavya 

ahuyatam urvas'T ity’atra bijasyorvasya anusandhanat samdhir nama 

samdhyangam uktam bhavati!141

2) Vibodha means ‘awakening, the seeking after the End or the

consummation of the ultimate object.’ UrvasT is brought to the king and 

looking at the prince, she says: “ko nu khu eso sa-bmasano

padapithovaviththo saam maharaena samjamlamana-sihandao ciththadi/”

“Who is this, armed with the bow and seated on footstool, whose crest 

knot is being tied by my lord himself?” KV quotes a single word, as he 

says: “tisthati / atra karyamarganad vibodho nama samdhyangam uktam

bhavati/’143a

3) Granthona 144 means ‘stringing together’. It is the itimation of the end. 

Looking at the hermit-woman, UrvasT recognises her son Ayus, as 

SatyavatT’s presence makes it clear. The commentator only says: “mahm

khalu samvrttah / atra tasya karyasya nibandhanad granthanam nama

145samdhyangam uktam bhavati/’

4) Nirnaya146means ‘definite statement’ or “certainty” which again, is the

narration of one’s own experience or declaration of a fact personally 

known. The hermit-woman explains about Ayus being the prince and
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returns him to Urvas'T in the presence of the king and the commons; The 

commentary runs thus: ‘‘niryatitah pratyarpitah /

atranubhutarthakathanan’ nirnayo nama samdhyahgam uktam

bhavati/ ,147

1485) Prasadci means ‘graciousness, gratification’ as also “waiting upon” or

propitiation or the like. When Urvasi recalls her past, she weeps. The

king asks her “when the great joy has come to me through the 

perpectuation of my race why should you weep?” Then the king wipes 

away her tears. The commentator says: “asy'a urvasyah baspam as'ru

pramarsti apanayati / atra paryupasanat prasado nama samdhyahgam

149uktam bhavati/”

6) Paribhasii150 means “a speech implying disappointment or censure (or 

self-censure).” Urvasi was bidden by the great Indra to return to heaven 

when the king sees the face of his son borne in her. So Urvasi’s stay with 

her dear lord is now over. Hence the commentator remarks like this: 

utasmad etavan me maharajena saha samvasah / atra mitho jalpanat

paribhasa nama samdhyangam uktam bhavati/’

7) Upaguhana means concealing or hiding. “The appearance of 

something marvellous” is the Upaguhana. When all are in a sad state, 

their eyes are dazed suddenly by a lightning-flash coming from the clear 

sky. That is the sign of the heavenly sage Narada’s coming. The

commentator’s words are: “kinnu khalvity’atra adbhutarthaprapter

153upaguhanam nama samdhyangam uktam bhavati/’



8) Samaya154 means ‘tune or a situation’ in which all the troubles the 

principal characters are over. The removal of misery is the hour of 

happiness, when Narada declares that UrvasT shall live with the king for

ever as he is the worthy ally of the Gods. UrvasT says (aside) “a barbed

arrow has been extracted from my heart” Here the commentary runs 

thus: “ammahe iti harse nipatah / s'alyam me hrdayad apamtam / atra

duhkha-vinirgamatsamayo nama samdhyahgam uktam bhavatif’

9) Anan4a means ‘joy or delight,’ which is the attainment of the end. 

After hearing Indra’s order the king feels very delighted in his heart; he 

says: “I am subservient to the will of the lord of Gods.” KV says: 

“para van asmi devesarena ity’atr’estarthasiddher gamyamanatvad anando

nama samdhyahgam uktam bhavatif’151 

15810) Krti means ‘achievement’; the consolidation of the object gained is 

the Krti. The nymphs approach UrvasT and congratulate her at her son’s

coronation and union with her husband without the fear of separation. KV 

mentions the Krti Samdhyahga like this: “distya putrasya / atra

labdharthasya sthirikaranat krtir iti samdhyahgam uktam, bhavatif ’

11) Upasamhgra160 means ‘conclusion or accomplishemnt’. The occasion 

of giving a boon is related to the Kavyasarhhara or Upasamhara. At the 

coronation of the prince Ayus, Narada is reminded of the coronation of 

Mahasena by Indra as the chief of the heavenly host.. The king says: 

“How could he fail to prove worthy where he is favoured by lord Indra?” 

So the commentary goes on: evam atra anugrhlto maghavata katham asau

na pujyo bhavisyati’ty’atra varasya gamyamanatvad upsamharo nama
161samdhyahgam uktam bhavatif’
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162 !12) PraSasti means ‘lessings or benediction;’ the wishing of peace for

the king and country is called Prasasti. In the benediction of the drama, it

has been said that the learning and wealth are in opposition to each other 

but they unite on one comon platfonn, which is ever so rare and it brings 

prosperity to the audience. This is Prasasti Samdhyanga. The

commentator remarks: “parasparetyadi / x x x / atra subhasamsanat 

prasastir’ nama samdhyangam uktarh bhavatiP163

The fifth Act of the play begins with the Pravesaka in which Vidusaka

in a small soliloquy informjus that the king has already come back after ^=- 

enjoying a long vacation in nandanvana and other places with Urvasl 

Excepting a child progeny, nothing is wanting in his happiness. At that very 

time, the sangamanlya gem which was being taken along in a palmleaf

basket and which appeared like a piece of flesh from high above is taken 

away by a hawk. In the main Act, the king is anxious for the gem and would 

hunt the bird which, however, has soon flown out of the reach of an arrow.

In a little while, the chamberlain brings the gem with an arrow, which has 

killed the bird. The king reads the letters inscribed on the arrow which say 

that it belongs to one Ayus, the son of Pururavas and Urvasl. Soon after, a

hermit woman brings the child Ayus. He was kept with her as deposit by 

Urvasl immediately after his birth. Sage Cyavana has performed all his 

sacred rites. Today he killed a bird and transgressed the law of the 

hermitage. Hence the revered Cyavana has bidden her to return the child to

his mother. Urvas'I is called by the king. This is the re-connection of the 

incident with the Bija which is called Samdhi, one of the Sarhdhyahgas of 

Nirvabana Samdhi Urvasl looks at the boy and wonders who could he be. 

This is called Vibodha as Urvas'T is trying to search mentally who the child



could be. Then, by Satyavail’s presence Urvasi recognises him as her son. 

After a long time Urvasi sees her son, so this is a string or connection with 

the past story, which is identified as Granthana. The hermit woman verbally 

confirms that she has returned the deposit. This is called Nirnaya. The king 

is very happy to obtain his son but Urvasi recalls the curse and weeps. The 

king wipes away her tears. This is the gratification or propitiation of Urvafi 

considered as Prasada. Urvasi was bidden by the great Indra to return to 

heaven when the king sees the face of his son bom in her. Therefore, 

UrvasTs stay with her dear lord is now over. This is an utterance of dejection

and is called Paribhasa. This is a mournful situation in which all are sad. The 

king decides that he would consecrate prince Ayus on throne and would

renounce the world. Suddenly, a flash of lightning comes from the clear sky, 

which means the heavenly sage Narada is coming. This is a wonder called

Upaguhana. Narada blesses the king and Urvasi: “may the couple never be 

separated:” This blessing is the accomplishment of the action which is called 

Karya, the fifth Aarthaprakrti. Narada also brings the message of lord Indra

that since the hostilites between gods and demons are a certainty and since 

the king is a worthy ally of the gods, he should not take sarmyasa. This

Urvasi will be his consort for his life-time. This utterance of Narada is the 

attainment of the entire ‘Fruit’ and is called Phalagama, the fifth 

Karyavastha. This Karya and Phalagama make the fifth and final juncture 

called Nirvahana. Urvasi says a barbed arrow has been extracted from her 

heart. All the troubles are over and this is the Samaya Samdhyanga. After 

hearing Indra’s order, the king feels very delighted and expresses his 

gratefulness to the lord Indra. It is called Ananda. At the. coronation of Ayus



as the heirprince and at UrvasT’s permanent union with the king the nymphs 

congratulate Urvasl. This is the Samdhyanga called Krti. The king says the 

prince blessed by the lord will certainly be worthy. This is the conclusion of 

the theme indicated as Upasamhara. In the benediction of the drama, the two

opposite things, learning and wealth are desired to unite in one common 

abode which is so rare and which brings prosperity to the good. This is the 

Samdhyanga named Prasasti. It should be noted that the action of the play is

complete when Narada declares Indra’s boon for the lovers to stay together 

for lifetime. The commentator rightly shows the Karya, the Phalagama and 

the Nirvahana all together at that place in the play. The part of the play that

follows is merely an expression of joy at the happy ending and even this 

contains no less than five out of fourteen Samdhyahgas. In the overall

discussion of dramaturgical viewpoints, we have seen that KV has shown 

five Samdhis and fortyfour Samdhyahgas exactly in their proper places.

The dramaturgical discussion is the most important single aspect of 

the eommenaty of KV. Howerver, there are some other minor points which 

emerge during the reading of the commentary. We may note these 

observations below. KV calls his commentary Kgr. On this S.P. Pandit 

remarks: “That this is most probably true is shown, first by the fact that 

Katayavema calls his commentary kumaragirarajlyam vikramorvas'Tya

vyakhyanam: thus iti snkatayavemabhupaviracite snkumaragirirafiye

vikramorvaslya natakavyakhyane dvitiyah ahkah and similarly at the end of 

each Act; where Katyavema (not Katavema, observe) looks like a Dravidian 

name; and Kumaragiri is the name of a sacred hill near Bellari in the 

Dravidian country, where many thousands of pilgrims flock annually even in 

these days, and Katyavema who calls himself a King might have been the
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king of that place, or' so connected with a King thereof that he dedicated his 

eommenatry to him by calling it Kumaragirirajlya\ 2ndly from a casual

remark x x x wherein explaning the passage ama tattabhodl kasiraautff

uvvasitti kim alavida &c., the commentator observes ametyabhyupagame,

‘the word ama means yes', ama or am being the regular and ordinary word

16*4for yes ’ in Tamil to this day.” However, it should be noted that the

colophon to KV’s commentary of Act I runs like this: “iti

katayavemabhupaviracite vasanta (kumaragiri) rajlyavikramorvasiya-
165vyakhyaneprathamo’ nkah samaptah/”

In most of the cases, he comments upon Sanskrit rendering of the 

Prakrit dialogues. He is very brief and exact. He does not comment on each 

and every word or sentence of the text. He mentions only the pratlka and

adds ityadi (etc), in most of the places. He often says spasto’rthah\ of course,

he sees no need to comment upon such portions. Quite often he even does 

not mention at all the whole sentences or even verses of the text. His one 

object is to find out the grammatical points, as he is a good grammarian. He 

has quoted Panini’s sutras twenty three times in the whole of his

commentary.

We have noted that KV was very closed related to the king 

Kumaragiri. He, therefore, naturally quotes from his VR but not very often.

He has quoted from VR four times in the whole of his commentary.

1) At the end of Act I, he mentions the definition of a heroine, who in the 

present case is UrvasT.

166“ vesya’ cennayikarajnah sa divya syan na manusiP

167In this context, he also quotes seven verses from Bharata’s NS.



2) In Act II, he again quotes from VR at the point when Urvas'I is called

back to perform a play with eight rasas in it. viz.

“eko raso bha v&dangi viras'riigarayor dvayoh/, 

angany anyerasah sarve bhaven nirvahane'dbhulah//”

3) In Act II, he quotes from VR when the king tries to appease the angry 

queen by falling at her feet. We have already seen this before. Cf samna 

danenaetc. in No. 100 above

4) In Act III, he quotes the laksana of abhisarika from VR.

“madena madanen 'apiprerita sithilatrapaZ 

yotsukabhisaretkantam sa bhavedabhisarika // 

kulajam ganikam presyamyatharhairvesacestitah/ 

ragatisayasampannam vamayed’ abhisarikam//’

_ i7QOnce he quotes from Varadarajiya about the duties of the king in 

various parts of the day, almost in the beginning of Act II,

“divasasyastamam bhagam muktva bhagatrayam ca yat/

sa kalo vyavaharanam sastradrstahparah smrtah IF

KV often quotes from the works on Dharmasastra like Manusmrti

and Yajnavalkyasmrti . He quotes from Amarakosa at least eight times.

Apart from these he refers once to Dharmasastra without mentioning

the authority. He says: “tatha ca smrtikarair apy’uktam. ”llS He also quotes

from Khandanakhandakbadya 76 and TaittirTya Samhita 77 once each. He has

commented upon all the three dramas of K. Not only that, he has also read 

and refered to (but not commented upon) K’s poem Kumarasambhava and



Raghuvamsa because he mentions them in his commentary on Act IV “yasya 

c'opavanam baliyam sugandhir gandhamadanah/’ & “tena dutivlditam

nisedusa id/” At times he has also quoted without mentioning the 

soursces. He would just say 

“id vacanat, ” such as :

“nyunam'apy atra yaih kaiscid ahgair natyam na dusyati/
ISOyadyupattesu sampattir aradhyati tadvidahf11

Kgr is the earliest and shortest of the commentaries on Vik, Its author

KV does not follow or refer to any other commentary; therefore, jhis is 

possible that it is perhaps the first commentary on Vik. It is very interesting

and informative to note that the earliest commentary on Vik comes from the

south. KV is, of course, a good scholar but he never wants to show his 

scholarship in his commentary. He has a tendency not to exibit his vast 

knowledge of different Sastras. Therefore, perhaps, he is very brief and

exact. His commentary is characteristically very simple and his language is 

very easy. He refers to and quotes from a few authorities. He has not 

followed the longer recension of the text particularly in regard to the fourth 

Act. So he has no occasion to comment on the musical aspect and dance 

movements of the thirtyone Prakrit or Apabhramsa verses in Act IV. He

specially appreciates his patron king Kumaragiri in his work. He consistently 

avoids any references to or discussions about alahkaras in his commentary. 

He has, of course, mentioned upamaP‘1 {atra upamam aha) but not exactly

in the form of its technical definition according to the rhetoricians. Once he 

also indicates upama in the definition of a Paninian sutra . He indicates

Jl-t



—183utpreksa ' also twice in his commenatry, but again, not in a technical way.

He does not indicate metres at all throughout his commentary, but he 

mentions the dramaturgical points in clear details and refers to the 

dramaturgic works like DR, VR and at times even NS. This therefore, 

appears to be his singular principal intention, to show how appropriate the 

Vik fits in the dramaturgic technical analysis of the plot-construction as

enumciated by dramaturgic works. We have already shown the 

dramaturgical points above by discussing each such item individually. We 

once again put them below in a tabuler form for ready reference.
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GENEALOGY OF KV ON FATHER’S SIDE AS GIVEN IN ‘THE 
TOTTARAMUJDI PLATE OF KATAYA-VEMA, OF THE YEAR &AKA-

SAMVAT1333’

( Ref. Epigraphia Indica VoLIV, p. 321)

1. Kata or Kataya I.

2. Mara.

3. Kata or Kataya II.

4. Kataya -Vema

GENEALOGY OF VEMABHUPALA

I
tftorT sjjrfcT;

* ctTT^jcric^r
(^ScraoT)

(circa 1403-1420)

Tftra

▼ t
3T^T

*

3R(^r) ^
€7^*“ *

T
3R(^r)%tr

T

•qnmPrfc TtwTTterr (Married the minister of
gpmPrft:)

(Ref. This genealogy is reproduced from p. 30 The Critical 
Apparatus, by C.R. Devadhar, SrngamdTpika on Amarusataka.)
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SECTION II
RANGANATHA’S PRAKA&IKA

A. Personal Information about Ranganatha:

Ranganatha (RN) is an important ancient commentator of K’s Vik. He

calls his commentary Prakasika. He upholds the North Indian recension. We 

know little about his personal life.

1. In the colophons and the benedictory verses of Prakas'ika, he gives 

information about himself. He was the son,, of Balakrsna, grandson of 

Ranganatha Diksita and great grandson of Tanabhatta. He came of the 

family of Srimbekara1 and he was the resident of Vyomakesaputabhedana 

i.e. ‘the city of Lord Siva’ meaning Benaras. He belonged to the 

Maunikula and their family deity was Ramacandra. From the information 

which he gives about his ancestors, his father Balakrsna and his uncle
c

3Narayana were great Sanskrit scholars.

2. In the Prakasika commentary, there is a peculiar indication of a place on 

the other side of the city of Prayaga at two places: (i) In Act II when 

UrvasT descends from heaven in the garden of the king Pururavas, and (ii)

almost at the end of Act IV. UN's remarks at both the places are almost 

identical: “pratisthanasya prayagapiirvatirasthita-jhumsT-samjnaka-

nagarasya / and pratisthanad’iti prayaga- purvatTrasthita jhumsf 

sarrmjakat svanagarat /”4 from Pratisthana, i.e. from his own city situated 

on the eastern bank (of Ganges) from Prayaga and called ‘JhusT’ (today)”. 

The place still exists today and is called by both the names of JhusT as well 

as Pratisthanapura. Bhavanl Sankar TrivedI says: “If we cross the
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Surasena region and move towards east, the city on the land between'the 

rivers Ganges and Yamuna that we come across is Pralisthanapura or 

Prayaga. The descriptions of Prayaga we find in a number of places in 

ancient literature. Actually, the cities of Pratisthana and Prayaga are, like
t

Slketa and Ayodhya, two parts of one city, situated on the right and left 

banks of a river.. The city of JhusT which is situated on the other side of the 

river Ganges opposite Prayaga, is Pralisthanapura There are many remains 

of dwellings, forts and temple found on the southern bank of Ganges near 

Jhusi, which go to prove that it was the site of old Pratisthanapura.” From

the remark of RN, we can say that he either belonged to that very place or 

he knew that place as well as its nearby locale very well.

3. In his commentary, RN has not made any reference to any other work of 

his. Also he is not a very widely known writer even of commentaries. Yet 

by a fortunate turn one more work of his has come to light. Besides this 

critical composition Prakasika, he has also to his credit a creative

composition, a prose work, an Akhyayika called Gmamandaramahjan 

(Gmm)6 There are about five manuscripts of this work one of them being 

in possession of the Oriental Institute, Vadodara (Acc No. 12888). The 

colophon of this work runs thus: “ili snmadvidvad-vr

ndapuramdamdiksita-srlrahganathakuksija- vibudha vara-balakrsna-smu- 

ranganatha- kavi-viracitayam gunamandaramanjan-samakhyayam- 

akhyayikSyam trtlyah ullasah //” This confirms that the same RN is the 

author of the commentary Prakasika zs well as the Akhyayika Gmm.

4. There are a few other works which pass under the authorship of RN. Prof. 

J.P. Thaker, writing an introductory article on Gmm says : “One
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Ranganatha, son of Balakrsna, has written commentaries on (1) the fourth 

Act of Kalidasa’s Vikramorvas'Tya, (2) Subandhu’s Vasavadatta, and (3) 

Bana’s Harsacarita. It appears, at the present state of our knowledge, that

the author of the work under discussion is the same as this commentator. 

In fact, the colophon of a manuscript of the commentary on the fourth Act 

of the Vikramorvas'Tya preserved in the Asiatic Society of Bengal runs

thus: “iti srTmacchrTmbekara-ranganatha-dTksitasUta-srTbalakrsna-tanujani- 

ranganathena nirmmita Vikramorvas'Tya-caturthanka-vivrtih samapta/”

Since we have both the full text of Prakasika available in a printed

form and the manuscript which is available in the Asiatic Society, it 

appears that the manuscript referred to above by Prof. Thaker must have 

been copied from the full text by Damodara, the son of RN’s brother

Venunadhava. Actually the full text (9 folios) of this manuscript is

preserved in the Oxford Universitry Library,London (135 B) and Asiatic - 

Society of Bengal possesses only the last 3 folios which form the last 

portions of the fourth Act.

5. However his authorship of the third work in the list can not be confirmed. 

When we look into the printed text of RN's commentary MarmavabodhinT

on Harsahrita^ particularly its preface, we realise that this RN is different 

from ours.10 He is the son of Snkrsna and belongs to GosthI family. In the 

preface to his commentary on Harsacarita, he gives information about 

himself as follows:

“jananena yadorvams'am vamtiam ca vadanenduna/ 

punanam srutibhtgitam gayantam krsnamasraye // 

yadyavacca mama jnanaih tat sarvamyaiprasadatah /



vande narayanaryam tarn narayanam ivaparam // 

ato’.sya vyariyagosthlkulajenayathamati/ 

srlranganathena krta srilcrsnaryasya sununa //'^1

6. From the concluding verses of the commentary, we know that Prakasika is 

composed in Kashi. We have an additional information about his-another 

work that Damodara, the son of Venlmadhava (nephew of RN) wrote

commentary on Gmm, which is copied in 1712 V.S. by Bhagavan Das 

Kayastha, a resident of Kashi. So RN most probably was either a resident 

of, or lived very near to Kashi. We know nothing more than the name Vr 

ndavana of another commentator on this Akhyayika from NCC

7. RN prefaces his commentary with eight verses, five of which are in the 

praise of five deities. In order, he invokes Ganapati, Laksmi, Rama, Krsna

and Siva. In the sixth, he pays respects to his father Balakrsna and uncle 

Narayana. In the seventh, he fonnally proposes to comment on Vik of K, 

which he classes as Trotaka12 In the eighth, he seeks indulgence of

scholars for any probable lapses.

B : Praka&ka of Ranganatha :

RN seems to have completed his commentary PrakMika in the 

Vikrama year 1712 i.e. 1656 A.D. or 1577 Saka era on the 5th day of the 

dark-half of Sravana, corresponding with Sunday and Asvininaksatra 

vrddhiyoga. It is said that after five years his son Balakrsna had made a copy

of it, and that was in V.S. 1717 (corresponding to 1661 A.D.) This first copy 

by his son can be taken to be almost as authentic as the author's copy. RN 

composed his commentary at Kashi. "The Vikramorvadlya of Kalidasa with

the commentary Prakadika was first published by the Nimaya Sagara Press,



Bombay, in the year 1888, and has been reprinted several times since." We 

have referred here to the fourth reprint edition of it of 1914 A.D.

The text of the play Vik on which RN comments is not a good text. As 

Prof. Charudeva Shastri (who critically edited the commentary of KV in 

1929) says : “Raiiganatha had a very bad text to comment on unfortunately.

He fought with his bad readings constantly though unsuccessfully. 

Dissatisfied with his interpretations, he would propose alternatives. But in no 
case, would he pronounce his judgement upon a reading.”14 The Vik text of 

RN belongs to the northern recension of the play. As C.R. Devadhar 

indicates, the text of Vik is found in two recensions : “The northern recension

represented by Bengali and Nagari Mss., and the southern recension 

represented by most of the South Indian Mss. The former is commened upon 

by Rahganatha, who wrote his VikramorvasTprakakika x x x while the latter

by Katayavema x x x . In the northern recension the play is called 

VikramorvasT and is spoken of as a trotaka, In the southern recension, 

howerver, it is called Vikramorvaslya and is desingated as a nataka. x x x the

northern recension shows a marked tendency towards amplifying the matter 

contained in the southern recension. This is the case especially with several 

prose passages x x x in the northern recension we find the following four

stanzas in excess of those appearing in the southern recension.” We can see
.>

the position of the four verses in regard to the three ancient commentators : 

RN, Konesvara (Kon) of Bengal, and KV of south.

13

RN Kon KV
1. mattanam etc. 1.3 X X
2. mandarakusuma etc. 1.7 Folio missing X

3. abhinava kusuma etc. IV.56 X

4. sarvastaratu durgani etc. V.25 X
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But the most important characteristic of the northern version is that 

besides these four Sanskrit stanzas, there are 31 (25 in Apabhramsa, and 6 in

Maharastri) Prakrit stanzas in Act IV, in various metres, as also directions in

prose as to the way in which they are to be presented to the accompaniment 

of music and dance movement for showing- the original theme which is 

pathetic as well as melodramatic. In this context some of the scholars have 

tried to show that these stanzas may have come from the pen of K. But they 

almost invariably contain matter which is repetition of the original verses and 

as such most probably are interpolated in the text of the play. They could not 

have been composed by a great poet like K. However, RN’s explanations in 

most cases are very good and he records many variants.

RN was a well-read scholar and a learned critic. We find number of 

references and quotations from various authorities throughout his 

commentary. He refers to many works of dramaturgy like NS , DR , SD ,

iQ jq ?2 23ND , Natyalocana' , BF , Sagara," Matrguptacarya , Devapani-

_24 25 26 27Dasarupaka-tika , Dhanika, JyotirTsvara , Sanglta-kalpataru etc. He has

mainly given Sanskrit chaya of Prakrit text, other words and definitions. He

did not give appreciative comments. He quotes from many Kosas like

Amarakosa, Anekarthakosa, Ekaksarakosa, Dharanikosa, MuktavalTkosa,

Rupacintamanikosa, Vaijayantlkosa, Vis'valocanakosa, Visvakosa,

TrikandTkesakosa etc. We notice that sometimes he has refers to the

Amarakosa as ‘ity’amaram and sometimes as ‘iti trikandi Since

Amarakosa has three Kandas or books. He also refers to the grammar of
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30 3T 32 33 "* 341Panini, Patanjalayogasastra, Mahabhasya, Halayudha, Hemachandra

etc.

About the purpose of his writing commentary one thing is noticeable 

that he consistently avoids showing the Samdhis and Samdhyahgas in the

play (except that at one place he shows one Samdhyanga, named

Pragamana'' of Pratimukha Samdhi) which can generally be considered to be

one of the important purposes of writing commentary on a play. In the case of 

Pragamana, he differs from KV in indicating the place of its occurrence and

shows it when Urvas'I says 'victory to the king' after removing the Tiraskarim 

charm and when the king appreciates UrvasI for greeting him. Perhaps he 

follows SD as he mentions the name of the author of SD and quotes the 

definition of Pragamana Samdhyanga from the same work. He accepts 

Visvanatha on this Particular point. RN’s commentary at this point runs like 

this : “maya named / jitam sarvotkarsasalina jatam / jayasabda 

utkarsasucakah sabdah / sahasraksad'indrat /purvam tvadukto’yam sabdas 

tasminn ev’asit / idanlm mallaksane purusantare’pi jata ity’arthah / atra 

ca’urvasT:- jayatu’ ityarabhya ‘agatah purusantaram'ity antam’ uttaram 

vakyayojanam pragamanakhyam prabmukhasamdhyangam’idam /

‘pragamanam vakyam syaduttarottaram’ id visvanadiaka viraj ’ okta 

tallaksanatZ’36

One is surprised at this consistent avoidance of any reference to 

Samdhis etc. Perhaps RN has before him the commentary of KV who has

already shown the Samdhis and Samdbyangas in full details in his

commentary. However KV is commenting on the southern version and his 

text would not have the four extra Sanskrit verses, and the Prakrit verses in



Act IV to comment upon. RN does just the opposite, he has before him the 

northern version to comment upon which contains the extra verses as well as 

the Prakrit verses in Act IV. Being probably aware of KV’s commentary he 

studiedly avoids those aspects which are dealt with by KV. Could that be the 

reason why he has taken the northern version and that he particularly 

emphasizes the fourth Act(?).

C ; Praka.4ika on the Fourth Act:

The text of the fourth Act of Vik upon which RN comments, mentions,

particularly in its Prakrit portions, many ancient musical compositions like 

Dvipadika, Jambhalika,\ Khandadhara, Carcaif, Bhinnaka, Khandaka,

Khuraka, etc. which are now lost to us. They were mostly musical 

compositions in Prakrit. RN shows his speciality particularly in this respect. 

This can be inferred from the fact that he gives one more mangala in the

beginning of his commentary of this Act which is very unusual. In it he 

worships his traditional God Ramacandra. It should be noted that no other

commentator has recited any benedictory verse in the beginning of this 

particular Act as RN has done. Perhaps he intends to indicate thereby the 

unique identity or characteristic of this Act in the entire range of Sanskrit 

drama. (Was that the reason for which he chose to comment upon this play 

leaving many other well-known ones?) So as an important commentator, he 

gives definitions of all the Prakrit verses indicating their tunes with 

definitions from well-known works on Music. He also occasionally defines 

and explains metres, rhythms, dance types etc. Quite often he quotes the 

definition of the musical terms from Sahgitaratnakara, but always mentions

the source as Bharata!. At times he quotes the definitions but does not 

mention the authority.



This Act is full of Dhruva songs. Dhruvas are songs which are to be 

sung in the course of a play. Bharata has defined Dhruvas as those songs 

which are sung by Brahmanas such as Narada and other twice bom ones. 

Dhruva is so called because the words, varnas, alankaras, yalis, panis and 

layas etc. in them are fixed pennanently. Abhinava suggests that Dhruvas

are so called because either (1) they stabilise the production or (2) their 

themes are of fixed significance. The tala for the Dhruva songs was Tryasra

or Caturasra or of either six or eight katas respectively. The Dhruvas are to be

used appropriately taking into consideration the theme, the performance, the 

type of the characters, moods, season, age, place, time, condition etc. O.C. 

Gangooli says : “The gloss of Abhinava Gupta (Gaekward Edition p.228) 
suggests that it is a class of songs in a special kind of metrical setting.”40 

Bharata says that those things which are left out from being expressed in 

speech should be presented in songs. The meaning of the words gains 

firmness and ripeness through the songs only. Mr. Gangooly defines : “There 

was a class of old Indian stage-songs referred to in our old dramatic literature 

as Dhruvas”41 Dr. Raghavan writing an article on ‘Music in Ancient Indian 

Drama’ says : The Dhruvas were not written, by the poet himself; many of

them took lead of the verses in the play and would appear redundant, x x x 

song verses were added when the play was enacted; taking the suggestion 

from these song-verses or Dhruvas, the poets themselves began to insert

verses wherever the emotion or idea reached a degree of pointedness and 

needed effective expression. In the great classical period, when the prose- 

verse dramatic masterpieces were produced, the stage artistes had their own 

composers who wrote the Dhuva music, using the poet's contextual verses for

guidance, x x x These Dhruvas are remarkable for certain features : They are



always in Prakrit language, which on one hand lights up their popular origin 

and on the other emphasizes their adaptability for musical treatment. 

Secondly, they are always symbolical, e.g., x x x mad Pururavas as a king of 

elephants restlessly roaming in the forest; the two lady friends of UrvasT as

two female swans on the lake.” 42

Pravesiki(entrance) is the first of the five types of Dhruvas. Themes

of various sentiments sung at the entrances of persons on the stage are called 

PravesikT Dhruvas. It should be noted that among the tenns mentioned by

RN, except PravesikT and Aksiptika, none of these terms are found in NS. 

Even in the case of PravesikT and Aksiptika, the definition of PravesikT is not 

given and that of Aksiptika as given by RN as an indication of the entry of

the nymph-friends, where it is mentioned for the first time. He does not 

repeat it when Pururavas enters. Dr. V. Raghavan agrees with RN and calls 

Aksiptika a song (GTti-vis’esa) being sung and the entrance of characters.

Aksiptika is qualified by the PravesikT type of Dhruva i.e. 

Pravesikyaksiptika.He also mentions another meaning of the term Aksiptika 

as in Bhoja's Smgaraprakasa. Bhoja “gives a Prakrit Gatha on Goddess 

MahalaksmI as illustration and says that it is sung only for the sake of the 

introduction of its particular melody (Raga), the subject of the song being of 

no account. It seems from this that certain situations in dramas were done on 

the background of some Raga sung by the orchestra, x x x Bhoja says: seyam

abhidhitsita-ragavisesa-prayogamatraphalam vacanam aksiptika/ S.K.A.

p.262”44

According to H.D. Velankar, 45 there are 20 stanzas in Act IV, all of 

which are composed in Prakrit i.e. in MaharastrT except one (in Sanskrit) and



they are not recited by the king or any other character on the stage. All of 

them are intended to suggest the condition and sentiment of the king actually 

moving on the stage. Two of these, namely 1 and 5 are described as Praves'ikT

Aksiptika in the stage direction about them; The first suggests the entrance on 

the stage of the two celestial nymphs, while the second suggests that of the 

hero, Pururavas. Both the words Praves'ikT and Aksiptika are evidently

significant adjctives, the latter being used in place of a noun and this noun is 

Dhruva. Out of the remaining 18 stanzas from this Act, stanza no. 4 and 75

are taken as NaiskramikT Dhruvas and the remaining stanzas are 'some kind 

of Dhruvas’

Among the musical terms which are mentioned in this particular Act 

CarcarTis a song. Sarangadeva in his SR says that CarcarTor CaccarTwas the

name of a tala in which compositions were sung in raga Hindol at the time of 

the Spring festival (Vasantotsava). This composition was named after the 

tala. The modem Holi festival is a remnant of the ancient Vasantotsava. 

There were sixteen matras or beats in the ancient CarcarT tala. In the text:

gamdhummaiamahuaragTehim 

vajjantehim parahuaturehim / 

pasariapa vanuvvelliapalla vaniaru 

sulaliavivihapaarehim naccai kappaaru HIV. 12 

This is a CarcarT song. It is an elaboration of even fleeting ideas

actually expressed. Such expressiveness is not natural to K. Another thing is 

that here the text grammatically corrects the commentator’s version. 

Carcarika is also an important musical term. RN calls it a song or tala. He has

quoted from SR about tala.46 H.D. Velankar says CarcarT and Carcarika must
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mean a dance, a musical dance, the former being of the chorus type, the later 

of the solo type, if a distinction is to be made between the meanings of the 

two forms of the word. Thus the king either joins the chorus or gives a solo 

performance. Prof. Velankar says : “We get first the direction carcarikaya

avalokya and then punascarcarl shows that the two words Carcarf and 

Carcarika are used in the same sense. Thus the juxtaposition of CarcarT and 

Carcarika (in the instrumental case), as also their implied identity of meaning, 

ought to leave no doubt that the sense of the instrumental case is 

‘accompaniment’, {sahartha) and not ‘instrumentality’ (karanartha). In other

words Carcarika is to accompany the act signified by the verb with it is

associated; it does not express the mode or instrument of doing the act.” 47

Kutilika, Mallaghati, Dvilaya, Kakubha, Caturasraka and 

Ardhadvicaturasraka are allied with CarcarT. RN tries to explain these terms 

in his own way; he calls Kutilika and Mallaghati as natyavisesa and dvilaya

as a (double) ‘consonance of dance, song and music’, whatever this means. 

H.D.Velankar said that if the names are supposed to contain any indication 

about the meaning of those terms it may be said that Kutilika was a dance

with crooked and difficult movements, Mallaghati involved the use of earthen 

pitchers (like the garba in Gujarat); and dvilaya was danced in two different 

layas; fast and slow. Mallaghati and Mandaghati shows a closer connection. 

Upabhahga was to be presented to the accompaniment of Kakubha which 

therefore seems to be a kind of dance-movement like Kutilika. RN says: it is 

a kind of melody; Upabhahga is explained as an Avaccheda by the former 

and as a laya by the latter; Kakubha dance was to be done in six different
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ways corresponding to the six Kakubhas or directions (the four'chief ones, 

the lower one, and the upper one).

The terms Ardha-dvi-caturasraka and Caturasraka are found respectively 

prefixed and suffixed to this verse:

ekkakkama vaddhiaguruarapemmarase /

sare hamsajuanao kilai kamarase //WAX 

Caturasraka could be a particular posture of the body or some gesture 

in dancing. This Prakrit verses has two interpretations. Firstly, sare means 

sarasi or saravare i.e. lake. So a pair of swan are playing with emotions or 

moving excitedly. Secondly, sare means s'arena i.e. wounded by the love

arrow. The pair of swan cannot be playing freely or moving excitedly for 

long. In the fonner case, the word is used in the nominative case; but in the 

latter it is in the instrumental and also followed by the verbal form upavisya.

Its association with the verb of motion shows that it signifies a mode of 

movement which may either be a dance-movement or a mere pose.

Premarase, Sare, Kamarase etc.can be both nominative and instrumental as 

according to Hemachandra, there is no different form of gender and number 

in Prakrit grammar. RN notes a third variant: ‘nirgatasare' which would make 

the line of hyper-metrical.

Dvipadika signifies ‘a mode of movement' and the use of the 

instrumental (after v.42) shows that the action expressed by the verb was to 

be modified by this mode of movement. Dvipadika was associated with both

‘walking’ and ‘seeing’ like the other word Carcarika discussed above. In 

other words : it is a pose or a posture of the body only but not a kind of dance 

movement like Carcarika\ The word pada in Dvipadika expresses ‘the step’
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and not the pada or foot of a stanza. Dr. V, Raghavan interprets Dvipadika 

thus: “DvipadT as the name of a song, refers to the nature of the composition

as well as a time measure, a laya, as can be seen from Act IV of the

VikramorvasTya. Rariganatha Diksita takes DvipadT as a song and there is a
k

form of composition called Dvipadija. x x x DvipadT is also a kind of Laya in

the gait, Gati of the character on the stage. The actors have to move about on 

the stage in gaits and steps that are in harmony with their mental moods. 

Swift movement or slow movement will suggest Rasa. This swiftness or 

slowness of their gaits is the Laya meant here. This Laya is of various kinds, 

Dvipadika, Khandadhara, CarcarT etc. in Act IV of the VilcramorvasTya, the

DvipadT-laya is given as the movement for Parikramana, moving round to

another part of the stage and for wheeling to see around (diso’valokya).

Similarly, “sitting down” (upavisya) is done in CarcarT-laya. (Carcarikaya

„ 49upavisya anjalim baddhva).

There is another class of such terms which always appear in connection 

with Prakrit stanzas. They are most probably the names of metres in which 

the stanzas were composed. Sometimes they signify not one but a group of 

two or more metres which are closely allied. Hemachandra uses the term 

Abalambaka as class-name which includes Khandaka (4,4,5) matras,

Upakhandaka (6,4,3) and Khandika (6,4,4). As regards the names used in

the stage directions, we find that the Khandaka51 is the metre of which first

two padas have 12 matras each and the last two have 14 each and is called a

technical ardhasama. Khandadhara ~ has four padas of 14 matras each.

“Khandika is an Ardhasama CatuspadI, consisting of two halves of equal
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length, each containing two padas of 16 and 12 matras respectively. This

53name is closed allied with khandaka.

_54 __Jambhahlca is a type of song which has padas of 13 (4,4,5) matras, 

the metre of Samacatuspadl type, Khuraka is a type of song as well as of 

dance and RN has quoted definitions for both. It is a sarvasama caluspadf 

metre with 17 (4,4,4,5) matras in each pada. Hemachandra calls it as a 

Ragada dhrtivaka.56

There is an exceptional stanza (v.56) which is composed in Sanskrit 

and is called Galitalca. It is a matravrtta of the dvipadi type, each of its two 

padas containing 46 matras (each again divided into two parts of 23 matras 

each). Virahahka calls it as Visala galita. The stage-direction affixed to the 

stanza calls it a Galitaka\ RN calls it Natyavisesa. According to V. 

Raghavan, “ many dances were named after the musical compositions or their 

Talas and many musical compositions themselves were named after the 

names of the metres employed in them. Therefore, it is not improbable that
59Galitaka is the name of the metre of VikramorvasTyaJM .56.

Bhinnaka 0 is a type of song a raga. It is a Samacatuspadl, each pada 

having 16 matras made up of 4 sa ganas. The stage direction calls it Bhhmka, 

but according to Virahahka, it is Chittaka. Our stanza further shows an 

internal rhyme, each pada being divisible into two equal and rhyming parts.

Except these, RN has mentioned other musical terms like Tena, 

Valantika, Yastika etc. in his commentary. Dr. Raghavan says : "The 

different kinds of tempo, Layas, of both the songs as well as of pure 

instrumental accompaniment can be seen, for example, in the musical version



\ 130 |

of Act IV of the Vik referred to, where we come across the Layas called

62Dvipadika, Valanfika, Jambhalika, Carcarika and Khandadhara.” It is

noteworthy that RN has not devoted main part of his commentary to the 

explanation of routine dramaturgic tenns and Sanskrit rendering of Prakrit 

passages.
Among the routine explanation of tenns, like Nandi, Sutradhara etc., he 

for example, quotes the definition of Pravesaka from various sources like DR,

Dhanika and Devapani’s Dasarupaka-tJka. In Act III, he mentions

Viskambhaka and quotes the definition from SD. In the Pravesaka of Act IV,

he also quotes another verse from SD and in Act V he refers to his previous 

comments.

Along with Sanskrit rendering of Prakrit passages,one interesting point to 

be noted in connection with RN’s commentary is that he points out 9 des'f

s'abdas in the text of the play. What is more important is that all the nine of 

these are from the fourth Act only (with Prakrit -verses).The other 

commentator,i.e. Konesvara has not drawn our attention in his work to this

aspect of the Prakrit verses of Vik. IV. These words are used in the text and 

RN’s commentary also. We list them herein below.

1. Ammaku: (Text of Vik. IV) x x x ammakajanapariharanijjam

kumaravanarn pavittha / (RN’s commentary:) “ammakasabdo desi 

strlvacakah/”

2. Ollaami64 (Text) x x x aviralabahajalollaam tammai hamsTjualamf'/”

(commentary:) aviralabahajalollaam aviralabaspajalardram / ‘ollaam’

ity’ardre desk”
65 _3. Mai koi: (Text) umai jania mailoani nisiaru koi harei/”



(commentary) ‘maikoi iti ca’maya ko api’ ity'arthe desk”

4. Maim, tacche, jam ju:66 (Text) “e maim puhavim bhamamle jai piam 

pekkhihimi tacche jam ju arihisi tam In sahihimi/”

(Commentary) ‘‘maim, tacche, jam ju’ ilyadayo aham tada yadya dityarthe 

desisabdaik”

675. Vicchoiao: (Text) “piakarinivicchoiao gurusoapaladlviaof’

(commentary) ‘‘vicchoiao iti viyukte desk”

6. Kaim:68 (Text) “kaim paim sikkhiu e gailasa sa paim ditthT

jahanabharalasa//” (commentary) ‘kaim’id destsambodhane

bahuvacanam.

7. Dekkhavehi: (Text) “x x x kimnaramahuruggiamanoharu dekkhavahi

mahu piaam mahiharu//” (commentary^ “dekkhavehi’ id darsaya ity’arthe 

desk”

708. Rumdhe viitu: (Text) x x x attaharai dasadisa rumdhevinu

navamehaalu//” (commentary) “rumdhevinu ruddhva ity’arthe desk”

9. Vasia: (Text) “gaavai gahane duhiao paribhamai kkhamiavaanao//’

(commentary^) “vasia iti prasarite desk”

He does not refer to ony Alahkaras or even Metres in the Acts I, II, III

& V. But he knows the works and views of poeticans and once he makes an

interseting remark wherein he refers to and differs from the view of a stalwart 

like Mammata in the context of the verse mrdupavanavibhinno matpriya

vinasad (Vik 4.22 in the longer version) ete.Mammata has quoted this verse 

as an illustration of aslila pada on account of the word vinasa meaning death 

of the beloved. RN directly mentions Mammata in these words atra ca
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vinasasbdo ’ mahgala-vyanjakalvad asllla ili prakasakrdaprakasayad idaip 1 

padyarh padadosesu /’and then refutes him by addencing number of 

arguments.tatra purvasloke disliksamety'atra jlvitasamdehasy ’ oktatvat 

katham adattvaiva prativacanam ity’atra prativacanapradanapurahsaram 

nartanarambhajjlvila samdehasya tavadavasthanad etasminneva ca padye 

‘nihsapatno'sya jatah’ ili siddhavad uktatvad vajnasc’onmadatisaya rupa 

prakrstatara karanavasad vipralambha posakrd evaitat padam iti na kascit 

tadukta dosa lesavakasa itipratibhati// Here the commentator tries to give a 

rejoinder to Kavyaprakas'akara (KP7-72-9)

V

73He also mentions one Vlthyahga called Trigata and quotes its 

definition once from DR and once from SD. At number of places, he shows 

the variant readings his commentary, e.g. he says: pravisanty’apatiksepena iti

pathah instead of the textual word pravisaty’apatiksepena (p.ll) and

c citranyastamivacalam ’ ity’api pathah instead of the textual word 

‘ citrarambhaviniscalam’ (1.5) etc. He is seen on such occasions struggling 

with his bad text.

There are verseions even in the larger text with one verse more and 

some variations in the order of the verses, towards the end of Act IV. RN has 

the standard text of the larger version with 74 verses. It was first published by 

Nimayasagar Press; it is reprinted by Osmania University, Hyderabad. 

However, H.D.Velankar has the largest text having 75 verses in Act IV. 

Velankar adds one verse to RN’s text i.e. ayamantikamayanti etc. (Verse 58).

/

This verse is dropped by RN, i.e. in Nimayasagar and consequently in the 

Osmania edition. Kon accepts the verse but in its Anustup metre version, KV

accepts it in Arya metre. Verse 61 (raktakadambah so’yam etc.), in



Velankar's edition is accepted by all the three commentators, but in S.P. 

Pandit and Charudeva Shastri, it is placed (as Verse 30) before the verse 

krmasaracchaviryo'yam etc. (Verse 31). The conspectus of these verses is

given below:

CONSPECTUS OF VERSES IN THE END OF VIKkCT IV
SI.

No.

Textual verses H.D.

Velankar

Osmania

Edition

Nirnaya

Sagar Ed.

S.P.Pandit&

Devadhar

Charudeva

Shastri

1 krsmsaracchavnyo 'yam etc 57 57 57 .-31 31

2 ayamantikamayantim

etc. (Amistup)

asyantikam ayantTetc (Arya)

58

(Anustnp)

X X 32
(Arya)

32
(Arya)

3 smasmhdarijahanabharalasa

etc

59 58 58 After 32

(28)

X

4 apidiptavanasi mama priyam

vane etc

60 59 59 33 JJ

5 raktakadambah so ’yam etc. 61 60 60 30 30

6 prabhalepJ nayam etc 62 61 61 34 34

A table attempting to give the names of the musical terms the Prakrit 

verses in Act IV and the sources of their definitions as given by RN and 

Konesvara is being given in the next section which is about Konesvara, to 

afford a comparative view.

Therefore, RN mainly discusses the musical tunes. At times he 

mentions one tune and also mentions the related term. For example, he 

defines Kutilika (Verse 35), and also mentions and defines in this context the

related term Ardhamattali though he does not mention its source. Over and

above these musical terms related to the verses of the play. RN also mentions 

some other terms which are not referred to or connected with the Prakrit 

verses directly. Thus, Vamakam and Caturasrakam are the types of
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Samsthanas. He quotes their definition without giving sources. (The defintion 

of Caturasraka is quoted from Natyasastrasaingraha. Again RN defines 

Sthanaka, a type of Alapa mentioning Bharata (wrongly!) as its source.

RN is not a regular (or, shall we say, a ‘professional5 or a ‘seasoned’?) 

commentator like Ghanasyama, Mallinatha etc. He had a special intention in

writing this commentary on _ Vile. He chooses Vik to comment upon mainly to 

explain the musical terms of the fourth Act of this play in its longer version 

with Prakrit verses and reveals his scholarship on this particular point

specially in this particular Act and that perhaps is the main (or perhaps only) 

purpose of his writing this commentary.

£
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KONeSvARA’S VIVEKA

A : Personal Information about Kone&vara :

We do not have any kind of information about the commentator 

Kones’vara (Kon). Nowhere has he given any information about his person. In

the two introductory verses, he praises Haradaradaraka i.e. either Ganapati or 

Kartikeya. Even his name Kon is found in the colophon only*as Konesvara. 

He is called Mahopadhyaya in the colophons of the Acts II, IV and V and

Mahamahopadhyaya in that of Act III. Form the colophon of Act III, we 
come to know that he has also called by another name i.e. Murari2 If, 

perhaps, it is the personal name of the commentator, then ‘Konesvara’ would

be either a title or indicative of some place meaning (“lord of a place called 

Kona”)

He also like RN is not a popular or well-known commentator. We do 

not get any other work of his. He does not refer to any earlier commentary on 

Vik. But like RN, he also comments on the technical details of the music of

the fourth Act of Vik. Both of them have naturally followed the longer

recension of the text. The manuscript , of his commentary is in the Bengali 

script and with the library of Asiatic Society of Bengal. We can imagine that 

the commentator most probably was from Bengal.

B : Viveka of Konesvara :
There is only one manuscript of this commentary available with the 

Asiatic Society of Bengal, Calcutta {Vide its Acc. No. RASB VII 5285). The 

commentary is called Viveka in the colophon to Acts II, IV and V by the 

commentary himself. But H.D. Velankar who has published it without the



text in the Annals of the BORI, Poona, in 1958 A.D., calls it Konesvan after
i

the author’s name. The Sanskrit Academy, Osmania University, Hyderabad 

has published the Konesvan together with the commentaries of KV and RN 

in one volume in 1966.

The date of this commentary also can not be ascertained. Kon calls Vik 

a Totaka and quotes one definition of it which again is not traceable. Dr. V. 

Raghavan makes a clear conception about the definition of a Totaka. He 

quotes Harsa’s definition of Totaka which is first given in Bha. Pra. VIII, P. 

238 tadeva totakam bhedo natakasyeti harsavak / He says : “The Totaka 

mentioned by Abhinavagupta and which is considered by some writers as 
illustrated by Kalidasa’s VikramorvasTa.”4 He comments further in the 

footnote: The definition attributed to Harsa contradicts known facts and 

Saradatanaya gives other definitions. All definitions agree that it is derived 

from Nataka. Menaka-Nahusa in nine acts, Madalekha in eight and 

Stambhitarambha in seven are Totakas agreeing with Harsa’s definition, the 

chief part of which is the absence of the Vidusaka. The Vikramorvasiya of 

Kalidasa is a Totaka in five acts and with Vidusaka, not agreeing thus with 

Harsa’s definition. But all MSS. are not agreed in calling VikramorvasTya a 

Totaka” The commentary follows the longer recension of the text like that of 

RN. In the fourth Act especially, he comments on all the Prakrit and 
Apabhrams'a verses. The commentary is incomplete in many places. Folios6

are found missing at four places. However, the commentary on the fourth Act 

is fully available.

The author seems to have a good acquaintance with the staging of the 

play as can be seen from his comments on the portion of the play at the point
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of the king's entry in the first Act. He says :“xxx pururavasah pravesam aha 

tata iti/rathe arudha upavista ity’arthah /upavistenaiva rajna rangepravesah 

kartavyah /yadaha -

upavisto vised rahgarh yogi bhogf ca bhumipah / 

iti / pravesas easy a virarasena / x x x suta ity’atra pravesamatram 

anveti / tisthata eva tasya pravesat / nrpayoginor evopavislatvena [Folio
a.missing] pravesiki pratipadanat / alam iti sanftha prayojakatvaprati- 

padanartham dvir abhidhanam /

Two of his remarks of this point are interesting: (1) He shows that the 

entry of the hero is with the heroic sentiment. (2) He refers to the stage 

conventions by showing that the king enters in a seated position whereas the 

Suta enters in a standing position and follows him only upto the entry. The 

commentator has given here a particular clarification about Pravesiki He

says : The king enters in a seated position (with vlra sentiment) as the king 

should enter the stage sitting, the charioteer follows the king upto entry only, 

since his entry is in a standing position and since the Pravesiki enjoins seated

entry for a king and a sage only. This shows that the commentator has a good 

knowledge of the conventions of the stage movement which form an 

important part of any dramatic performance. The situation of the entry of the 

hero with his attendant is somewhat technical. The device employed for 

showing such entries of characters in some particular position on the stage of 

traditional Sanskrit drama is as follows: Two persons would enter the stage 

holding a spread out cloth; the characters would enter the stage hidden behind 

the curtain unseen and when they have assumed the proper position as 

indicated in the stage direction of the play, the persons holding the cloth 

would fold it up, leave the stage and the characters would then have “entered” 

the stage in the indicated position.



Kon defines the dramaturgical term like ‘Pravesaka’ and

‘ Viskambhaka ’ of the Arthopaksepakas. In Act II, he mentions the definition 

of Viskambhaka but does not mention the source. In Act IV, he quotes the 

definition of PraveSaka once again without mentioning any source. In Act V, 

he comments about Pravesaka thus : “pravesak’eti/ saurasenyadivanya 

hmapatradvayakrtah samalapa ityarthah / yadya api tathavidhasya

vidusakatiriktasya patrasya na pravesa ih’oktastathapi nepathyasthapara
_____ __ 9patralapadeva pra ves'akanirvahat /”

Since Kon, like RN, chooses to comment upon the longer version of 

the play, our interest in reading his commentary will, to a great extent, centre 

round his treatment of the fourth Act with its musical Prakrit verses. Kon also 

comments upon the musical terms and quotes definitions from the sources but 

he is not very meticulous and his sources are not well known or not easily 

identifiable. Again he is not very careful about explaining all the technical 

terms accurately. In fact, he explains less than half of such terms. We are 

dealing with this point at a little length in the next section wherein only a 

comparative conspectus of the two commentaries of RN and Kon from this 

view is attempted.

C : FOURTH ACT : RN & Kon
The fourth Act of the play Vik is an unique piece in the entire Sanskrit

dramatic literature. It is more so in the longer version on account of its 

musical terms. The ancient commentators RN and Kon focus particularly on 

this point. They particularly explain the musical terms quoting definitions 

from two sources known to them. As the table given at the end of this section 

shows, RN explains all the twenty-two musical terms carefully and quotes 

their definitions from the well known sources like SR. Kon is not so careful
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and meticulous as RN. He defines only ten out of twenty two terms. They are: 

(1) Jambhalika; (2) Khandadhara, (3) CarcarT, (4) Khandaka, (5) Tena, (6)

Khuraka, (7) Valantika, (8) Kakubha, (9) Kutilika and (10) Mallaghail He 

also defines MandaghatT as a term like Mallaghail Kon has not generally 

mentioned the sources of the definitions of the musical terms (except the two 

terms Tena and Kakubha). Our attempts to find out sources of these 

definitions have not yielded any fruit. Even in the case of the above two 

terms we do not get any reference of the authorities. First he calls Tena, as a

song, then he calls it as dhruva and quotes three verses: One from 

SahasahkatTka, one from Anargharaghava, a Sanskrit play by Murari and the 

third from JanakTraghava (?). A look into tables presented above is very 

instructive.

RN mentions Aksiptika as a song when Citralekha and Sahajanya 

enter, and quotes the definition from SR of Sarahgadeva (II 25-26) 

(Bharata!).10 He also defines it as a metre called Gatha and two verses of its 

definition from Prakrita Pihgala. But Kon mentions the same as PravesikIand 

does not define it, he only puts the name here as he has already commented 

and given definition of it before in Act I. So far as the terms Dvipadika,;

Carcarika, Khandika, Dvilaya, Caturasraka, Vamaka and Galitaka are 

concerned. RN deals with them individually as follows:- He calls Dvipadika 

as a type of song giti and quotes its definition from SR (II. 213-216) 

(Bharata!) ; again Carcarika he calls giti as well as tala and quotes their 

definitions from SR (V.266) (Bharata!) and NSS (1.187); Khandika he calls a 

giti, a tala and a prose type. Definitions of the first two are quoted without 

mentioning their sources and the last one is defined from SR (Bharata!) ;
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Dvilaya is called a type of ‘rhythm’ laya with definition quoted from 

unidentified source. Caturasraka and Vamaka are type of stage directions 

called Samsthana and are defined again from unknown sources. To the best 

of our knowledge, the definition of Caturasraka is quoted from NSS (11.46) ; 

Galitaka is called nalyavisesa without definition. This is diffemt in that it 

occurs here as a Sanskrit verse. Sthanaka is mentioned as an alapavNesa, 

which he defines from Bharata (!).

On the other hand, Kon does not even mention these musical terms at 

all. RN calls Jambhalika as gltivisesa, a type of song and quotes from SR

(IV. 169) (Bharata!). Kon calls it a laya and defines it without mentioning the 

source. RN mentions Khandadhara as gltivisesa and defines it without

mentioning the sourcei^RNmentions khandadhara as gitivise^^KSsimefii

without mentioning the source. At this point Kon does not call it any type of 

music, he only quotes the definition without any source. RN mentions Carcari

and Khandaka as gltivisesa. Kon calls them layavisesa. Both of them define 

both the terms but do not mention sources. RN mentions Bhinnaka as a 

gltivisesa and Ardhadvicaturasraka as samsthana. Bhinnaka is quoted by him 

from SR (II. 33-34) and Ardhadvicaturasraka from NSS (II. 45) though the

first one is mentioned by him as from Bharata (!) and the last one without 

source whereas Kon calls both the terms as Jayavis'esa only but does not

define them. For the term Tena, RN calls it an auspicious song and quotes 

two definitions : one from SR (IV 17-18) (Bharata!) and another from some 

unknown source. Kon also calls it as gltivisesa and quotes the definition from 

Matrgupta. He also mentions it as a dhruva and refers to Sahasahka-



tlka; Anargharaghava (1.13) and JanakTraghava. Here the context is broken. 

Kon says : tena can also be employed" in the beginning of Nandi, as it is 

marigla, RN calls Khuraka a nrtyavis'esa (dance-type) and defines it but does 

not mention the source; he also calls it geyavis'esa and quotes the definition 

from SR (IV 219-220) (Bharata!) where as Kon only defines it without 

mentioning the source. RN mentions Valantika and Kakubha as ragavis'esa, a 

type of song and quotes their definitions from SR (11.147) and (II 108-109) 

(Bharata!). Kon only defines Valantika without mentioning the source. He 

calls Kakubha as a ragavisesa and mentions Bharataclrya as the authority. He 

calls it as a famous raga called ‘kauha’ in regional language. Kutilika and 

Mallaghatl are mentioned as natyavisesa by RN but he defines Kutilika 

without mentioning any source. He also defines ArdhamattalTa tenn related 

to Kutilika without mentioning source. On the other hand, Kon calls them 

laya and defines them without mentioning any source . Kulika and 

Mandaghatl appear to be only variant readings for Kutilika and Mallaghatl 

accepted by the Osmania edn, though Kon quotes one verse for defining 

Mandaghatl

It is clear that RN touches all the musical terms and even the related 

terms also. His intention to comment upon this particular play has been 

successful. Kon is rather careless in his comments. The contribution that the 

commentator like RN makes to our appreciation of the Sanskrit dramas is 

really very significant.
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ANCIENT COMMENTARIES : A COMPARATIVE STUDY

A comparative study of commentaries by the different commentators 

on one and the same play is very interesting and also instructive. We have on 

this point the three commentaries of KV, RN and Kon on Vik of K as an

illustration. These commentators differ from each other and their personality 

plays a significant role in the performance and approach in their writing of 

commentaries. KV was a royal administrator (minister at a court) while RN 

was a scholar. KV was conducting political affairs at Kondavldu district in

the South while RN studied and wrote in that great centre of learning, Kashi 

in the North. By contrast with these two, Kon is perhaps from Bengal (!) and 

we know almost nothing about him. We realise that these commentaries 

undoubtedly proclaim the individual and also reflect the atmosphere and 

traditions perhaps of the area from which they hail. The qualities of a 

pleasing maturity and brevity in KV, and of a wide scholarship in RN are 

such that seem to have been inhaled and imbibed by their authors from their 

distinctive atmosphere and individual traditions. Kon seems to be somewhat 

relaxed and happy-go-lucky person so far as his commentary goes. We may 

just give here below only one very characteristic illustration to make this 

point clear. On the term Prave&aka occurring in the beginning of the fourth 

Act the comments of these three scholars ran as follows :

KV : “kavir idanim antaram ankam arabhamapah kathasamghatanartham 

prathamampravesakamnama arthopaksepakamprastauti//”1 

RN : “pravesaka iti/sahityadarpane (6-57) -

pravesako’nudattoktya nicapatraprayojitah / 

ankadvayatar ijneyah s'esam viskambhake yatha//



iti / ankadvayantar iti pralhamankasya nisedhah / sesa id vr 

ttavartisyamananam kathamsanarh nidarsakah/ saihksiptarthas'ca (SD 6-55) 

ity’arthah/atra ca vicarasesah purvoktatvatpunarna likhitah //”2 

Kon : “praves'aka iti /iallaksanam yatha -

hmabhyameva palrabhyam rahgadau yat pravartale / 

praves'akah sa vijneyah katharhsasyapisucakah //”3

We can observe that KV, the man of efficient administration is very 

brief and accurate in his comment. He does not explain the matter in a 

longish way but only hints at the technical details which show that he is 

conversant with the scientific defmtions. RN quotes two definitions from SD

in this connection. He indicates that Praves'aka is not to be employed in the 

first Act. Then he quotes the full definition from SD (he mentions the source 

clearly) and to explain ‘sesarii viskambhake yatha ’ he once again quotes the 

definition of Viskambhaka though he has already given it before in the 

beginning of the third Act. As a prominent scholar he takes all the 

dramaturgical terms like Praves'aka, Viskambhaka, Prastavana, Sutradhara

etc. and illustrates the points in a scholarly way like a good teacher. He 

comments upon and explains every point. Kon, on the other hand, generally 

tends to quote definition but he does not care to mention the sources and 

mostly leaves the comments at that without any further explanation. We can 

therefore say that in comparison to KV and RN, Kon is rather loose in his 

comments, not very accurate and a sort of a happy go lucky person as to his 

self assigned task of writing commentary.

It is noteworthy that these three commentators differ in showing 

independence of the spirit, not only in the interpretations of certain terms or 

verses or a few passages of the play but they even take up discussions of



wider issues relevant and important in the understanding of the importance of 
the play and reveal independent thinking in their view-points.4 The most 

popular commentator of Vik i.e. KV is also incidentally the oldest. In his

commentary he is always brief and exact in his comments. He does not quote 

often unless he feels it very necessary e.g. look at the following portion from 

his commentary “ayas man gurvasyam itaadina ammo cittaraho ity’antena

sutasyanava dharanantaram ammo ‘cittaraho’ nirnayasya pratiter idam 

vimarsad anu ninaya-krtarh patakasthakam ity anusandheyam //,,s Here the 

words vimarsad anu nirnayakrtam etc. refer to the fourth type of 

Patakasthanaka as enunciated in the VS. The brevity of the reference to the 

technical detail is noteworthy. He describes Arthaprakrtis and Karyavastham

some details and places them in their proper places according to their relevant 

actions. But mainly, it appears that he has set before himself the task of 

explaining the dramaturgical points related to the five Samdhis and their forty

four (in this play out of sixty four) Samdhyangas which bind up the incidents

of the entire play into a single larger unified action. He thus technically 

explains every detail of the plot, which ultimately relates into a single plot- 

structure. And he does this authentically. He reveals his familiarity with the 

Sanskrit classical literature and with other branches of Sanskrit learning in his 

commentaries as also his thorough command over the science of dramaturgy. 

His commentary is very useful for a Sanskrit dramaturgical study and 

literature. It is also important for his close acquaintance with poetics - a 

Sastra closely related to dramaturgy. The value of his commentary is

immense. It is also important from the point of view of a critical 

reconstruction of the text of the play for a proper understanding of the 

dramaturgic doctrines and concepts and also from the point of view of the 

history of dramaturgy. There can not be any doubt about the fact that this
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commentary is an invaluable source for a historian of Sanskrit dramaturgy. It 

is noteworthy that the commentators are learned scholars and a commentator 

like KV is a very sound grammarian. He is also a person well-read especially 

in Paniman grammar as he usually quotes from it, often giving the relevant 

sutras. Though he does not often quote and is rather terse and to the point

rarely entering into any lengthy scientific discussions, it is obvious that he 

had a wider background of other sciences. As a man connected with royalty, 

government and administration, he must have been well-versed in the science 

of polity including Dharmasastra, once he quotes from the famous Nyaya-

work Khandana-khanda-khadya, but he does not at any point parade his

scholarship. That is why, he quotes so less, is terse, accurate, to-the-point, 

brief, gives perhaps the best of the readings of the text which also should 

contribute a lot to the proper understanding and assessment of the dramatic 

and literary art of K, he is of course the oldest (among the available lot) and 

is the best.

RN’s commentary is almost descriptive and analytic. He has studied 

many works of dramaturgy and grammar as he very often quotes the relevant 

definitions from several works and authors and discusses them when he feels 

it necessary to do so. He often quotes parallel passages from other dramatists 

and poets. He points out the elements that contribute to the excellence of the 

composition and often writes at length to make certain ideas absolutely clear. 

As pointed out above, his text is not good. It is generally loose and 

descriptive rather than tersely suggestive which is the characteristic 

wholemark of K. As it is, RN comments on the larger version of the text, with 

Prakrit verses and technical dance and music terms like CarcarT Khandadhara,

Valantika, Khuraka etc. which is so uncharacteristic of K. But the point to be 

noted is that the principal purpose of RN’s writing the commentary is to



, rsf *r/tr/*r/*r,j?,

| 156 j
*Ur,jrvT,*rw$

explain this technical aspect of the fourth Act of Vik. This intention is too 

clear to be missed when he gives one more mangala in the beginning of the

fourth Act. He does comment on the Prakrit verses of the fourth Act, and 

explains fully and authentically all the musical terms mentioned in this Act. 

He quotes from the scientific text like DR, SR etc. as well as even from their

commentaries, like Devapani’s -Dasarupakatika, etc. He also quotes from 

Panini, Patanjali etc. and reveals his close enough acquaintance with the 

science of grammar several times in his commentary.6 He also points out nine 

‘Deff words and quotes from works of Prakrit metres and grammar like

Prakrta Pingala, Prakrta Prakasa etc. Thus we can see his commentary even 

for the languages Prakrit, Sauraseni, Magadhi etc. RN was a creative writer 

as well. Thus, the commentary Prakas'ika by RN is a good piece of

commentary which gives us a clear judgement of the dramaturgical views, 

especially of those musical terms in the fourth Act of the play.

Kon is comparatively an unknown commentator of this play. He does 

not appear to be so serious in writing this commentary as he is irregular in his 

writing. Half of the time he does not quote the definitions and when he does, 

he quotes from such sources (without giving even sources) which are 

extremely difficult to identify and trace. In the case of the fourth Act of the 

play, he of course intends to comment upon the musical terms. He comments 

only on a few terms indifferently without even caring to show whether they 

indicate dance-steps or musical tunes or rhythms. Kones'varT, thus is an

ordinary commentary which is rather carelessly composed. Even the text is 

incomplete with atleast four large lacunae. In comparison with those of KV 

and RN, the commentary of Kon pales into insignificance.
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4. Among the ancient commentaries, Ramamaya , Ghanasyama and 

Abhirama exist only in their names. We do not have any commentary of

them even in the manuscript form. They are simply not available.

5. Vide Charudeva Shastri ’ s edn., p. 13

6. It is difficult to agree with Prof. Charudeva Shastri when he says RN was 

not efficient in Sanskrit grammar and once he quoted a Paninian siltra

which is not correct. But RN quotes Paninian siitras seven times. We have / 

mentioned in section II of this chapter.


