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CHAPTER - V

MODERN COMMENTARIES
When we come upon the study of modem commentaries on Vik, the

first question that faces us is about the connotation of the word 'modem'. 

How do we distinguish a modem commentary from an ancient one ? Which 

commentary will be called modem? A rough answer can be that, because 

1850 A.D. is roughly marked as the beginning of modem age in India, the 

commentaries written after 1850 A.D. would be called modem. But such 

commentaries were never found in a MS form, they were always printed; on 

the other hand commentaries before and around 1800 A.D. were first found in 

MS form and then they were collated from various MSS and printed. It 

would, therefore, be sensible if we accept this criterion for deciding the 

modernness of a commentary. Accordingly, we should consider the following 

few commentaries as modem because they were never circulated in a MS 

form. When they first appeared, they were in a printed form only.

According to this criterion, then, the following commentaries will be 

considered modem and studied in this chapter.

(A) 1. Abhayacaran’as commentary “Vyakhya” on Vikramorvasl-Trotaka, 

Calcutta, First Published 1872.*

2. Jlbananda’s commentary “Tiki’ on VikramorvasJ- Trotakam, 

Calcutta. First Published 1873.

3. Mrtyunjaya Bhupala’s commentary called “ VisistaratnadTpika” 

Madras (Telugu character) 1884.

4. M.R. Kale’s commentary called “ArthaprakasiM\ Bombay, First 

Published Saka year 1820 (i.e. 1898 A.D.)
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5. Chakradhara Shashi’s commentary called “Candrakala”, Lahore, 

1926.*

6. Asananda Varman’s Sanskrit-Hindi commentary “ TTka, ” Lahore, 

1926.

7. Surendra Nath Shashi's commentary called “Kalpalata”, Bombay, 

1942.
c

8. Ramacandra Misra’s commentary called “Prakasa”, Benaras, 1953.

9. Vindhyeswari Prasad Mishra's commentary called “ VinodVaranasi, 

First published 1984.

(B) 1. VikramorvasT with a commentary explanatory of the Prakrit passages, 

Calcutta. 1830.

2. Prakrtabhasavyakhya with Latin Introduction 1833.

3. VikramorvasT with interpretation of Prakrit passages, Edited by 

P.C.N. Charya Vizagapattam, 1883.

We may not call them commentaries in a strict sense as they do not 

actually comment but only give a specific type of help in the understanding 

of the play, say, give sastraic definitions of technical terms (that too, only for 

the longer version of the 4th Act). They are, therefore, not included in the 

study in this chapter. The full text of the above two available books [(B) 

1&2] of this group are reproduced as Appendices to Chapter III.

We may, therefore, proceed on to study the available commentaries 

under group (A) above.

* Attention of the reader is drawn to the relevant paragraphs in Ch. Ill above.
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SECTION-1

ABHAYACARANA’S VYAKHYA

Abhayacarana Vidyaratna (ACV) composed a commentary on Vik 

which was printed in Saka year 1794 i.e. A.D. 1872 from Samvadajnana- 

ratnakara Press, Calcutta. The manuscript form of this commentary is not

available anywhere today, only the printed form is available. It appears that 

the commentary is the first modem commentary in a printed form. The 

printed edition of Vik from Calcutta prior to this one was the one which

mentions only the Prakrit stanzas and contains musical technical terms. 

Surely, there was no characteristic of a commentary in it. Though ACV is the 

first modem commentator of Vik yet he seems to follow the style of Pandit

JTbananda Vidyasagara (PJV). It would appear rather a strange statement but

we have to consider the fact that PJV was already writing and publishing 

commentaries on Sanskrit works since about 1865. So ACV had the model of 

PJV’s commentaries before him. Generally, he has followed the style of the 

commentaries of PJV and his father Taranatha Tarkavacaspati though PJV

has written commentary on Vik only after one year i.e. in 1873. Thus ACV is 

the first to comment upon Vik. He notes variant readings in his commentary.

He does not mention any benedictory or colophonal verses and phrases or 

give information about his person in his commentary. We could not collect 

any further informataion of ACV from any other source only from the title 

page, we come to know that he was the resident of Bhattapalll.

ACV calls his commentary Vyakhya as the title page shows : 

“bhattapalll- nivasi snyukta-abhayacarana-vidyaratnakrta vyakhya sahitam. ”



The main characteristics of his commentary are indicated here-in-below 

briefly.

(1) ACV calls Vik a Trotaka and quotes its definition from SD as he

follows the larger version of the text of the play.

(2) He, of course, gives Sanskrit renderings of Prakrit portions. He locates 

them by numericals after the Prakrit passages, in the text and before the 

Sanskrit renderings in the commentary.

(3) So far as notes on terms and explanations of verses are concerned, 

them also he indicates by numericals but indicates these numericals 

after the explanations of the commentary.

(4) ACV explains in his commentary, some dramatic terms viz. Nandi,

Prastavana, Janantikam, Pravesaka, Apavarya etc and quotes their 

definitions from the dramaturgical works like NS, SD, etc. He also 

mentions the characteristics of some minor characters like Vidusaka, 

Kancuki etc.

(5) The sources he quotes from or mentions are very few. Such as: 

Amarakosa, Vis'va, Bharata, SD, MedinT, MuktavalTand Matsyapurana.

(6) ACV accepts the larger version of the text which includes the Prakrit 

verses in the fourth Act of the play. He, therefore, comments on the 

musical as well as the dramatic terms. In the beginning of the fourth 

Act, when Citralekha and Sahajanya enter the stage, the commentator

mentions Aksipta as an entrance song and quotes its definition from 

Bharata, viz. cancatputaditalena etc. He also calls it a Gatha.

He mentions sixteen musical terms and identifies their types like this :

1. Dvipadika (gTti) “suddha khanda ca matra” etc.p.73
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2. Jambhalika suddha dvipadikagTdhsaiva jambhalik’ocyatc.

” p.77

3. Khandadhara caturdas'akalayuktaietc. p.78

4. Carcatf (gti)

5. Carcarika (glli/lana), (gad)

6. Bhinnaka (raga)

7. Khandaka (giti) purvaih catnrvinisatibhih etc.p.84

8. Valantika (ragopahga) (?)

9. Kakubha (raga)

10. Khuraka (nrtya)

11. Kutilika (natya)

12. Mandaghatl (natya)

13. Galitaka (natya)

14. Ardhadvicaturasraka (avasthana)

15. Caturasraka (avasthana-bheda)

16. Sthanaka (alapa)

fie quotes the definitions of four terms only as shown above. He 

follows the ancient commentator RN in indicating these musical terms 

(except that of Khandaka of which the source is not known.)

(7) He also notices the variant readings of the text of the play throughout
his commentary. He notices seventeen such variants. The distinctive 1 ^ 

characteristic of this commentary is showing variant readings which 
are not shown by any other commentator. This can be presented in a \ 

tabular form as follows:



VARIANTS NOTED BY ABHAYACARANA
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SI

No

LOCATION:

ACT, PAGE,

LINE

READING ACCEPTED IN

THE TEXT

VARIANT NOTED IN

THE COMMENTARY

SANSKRIT

1 I, 2, 24 sadvastu satpurusa

2 I, 4, 17 citraramhhaviniscalam citranyasiamivacalam

J II, 15, 12 biralajanasampade viralajanasaimnadde saihmardde

4 n, is, 13 alavida anabida ajnapta

5 II, 26, 20 mama paridebidehim

samadhim bhahjismasi

sa rna paridebidehim

samadhim uhjia esmadi

sapmah

paridevitaih

samadhi

bhanktvaesyati

6 II, 37, 17 taptena taptam ayasa

ghatanaya yogyam

tarn kaumudlmiva sama-

gamayendubimbe

7 n, 41, 7 binabida pubba binabiadi vijhapyate

8 n, 45, 17 anaih, anacintae abesido pio anam abbhatthaia

abesido bijo

anyadabhayathy

a avesito'piyah

9 II, 45, 17 asmasido anusasido anudasita

10 n, 46, 19 dakkhinasma dakkhina kida pacchatta

basma

daksinyakrta

pas'eattapasya

11 m, 48, 9 dosavikasa sadosavikaka

12 III, 49, 17 tilloa tillokka

13 III, 50, 21 kaiicukf (jaravaiktavya-

hyuktena

uktipratyuktinipuna

14 ra, 55, 20 anuguna amiguni/ satagunT

15 III, 56, 12 ntlamanipariggaho nilaiii sua pariggaho nilamdukukapar

igraha



SI

No

LOCATION:
ACT, PAGE,

LINE

READING ACCEPTED IN
TH E TEXT

VARIANT NOTED IN

THE COMMENTARY
SANSKRIT

16 in, 62, 19 id iso narii sottliibaanam

karanto mama bahuso

uahuso uarodho bhodu

Tdiso so tthibaanehhn de

bahuso uarodho bhodu

idrsasvasti

vacanal

sletahusa

uparodho

bhavatu

17 m, 62, 24 akaranam aharnisam

18 in, 69, 16 coritamayi ! me cauri hrtam me/corita

mapi me

19 IV, 73, 10 samullabai samullasai sanullasati

20 IV, 74, 19 basmantasamao vasanta samao

21 rv, 79, 12 barisei karisei karsati

22 IV, 81,24 maharajopacarah mama rajopacara

23 rv, 82, 18 cambuvahah sSnumanta

24 IV, 85, 22 baredesa vaheh? asya mayrasya

25 rv, 93, 23 nasia namia namita

26 IV, 97, 11 asahamana asahanasa

27 rv, 97, 24 kunkuma kummaa kurmmaka

28 IV, 98, 22 tvayi\ ceiasi, mayi tava, cetasa, mama

29 V, 108, 9 ahganuleanamallabhal

bbaduo

ahganu

lebanaballabhahim

antare

anganulepana-

vallabhabhir re
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SI

No

LOCATION:

ACT, PAGE,

LINE

READING ACCEPTED IN

THE TEXT

VARIANT NOTED IN

THE COMMENTARY

SANSKRIT

30 V,111, 17 kahimgado manikumbhilao

bhabado sasanado

muncismadi

kahim'pi gado

manikumbhilao bhabado

sasanado na

muncismadi

kuirapi gato

mani-

kumbholako

bhavatah

sasarnn na

moksyati

31 V, 116,21 upanatena upagatena

32 V, 117, 13 asmama-basa~ paricida asmama parido paricida asiamaih

paritah paricita

33 V, 120,24 sphuratipnuktavall-

viracanam

mahati, muktavall

viracanam

34 V, 121,22 ciraSla-sangama-nimittam jadametta jjeba

bijjagama nimittam

jatamatra eva

vidyagama-

nimittam

35 V, 122,26 anatthanuvandhao anatthanubandhau anyarthanuband

haka

36 V, 122,26 atthabhabam debarao atthabhabad bakkalam

gehlia tabobanam

gantavvam

atrabhavata

valkalam gr

hltva

topovanam

gantavyam

37 V, 124,25 muktagunatisaya-sambhrta-

mandana

muktaphalatidayasambr

tayauvanadrh

38 V,128,19 abhiyuktam abhisiktam
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SECTION - II
JIBANANDA VIDYASAGARA’S TIKA

A. Personal Information about Pandita Jibananda Vidyasagara :

Pandita Jibananda Vidyasagara (PJV) is perhaps the second modem

commentator on K’s Vik. Most probably this commentary comes in printed 

form directly and its commentator is in the modem age as he was bom in 

1844 A.D. PJV was also a learned scholar like his father Iaranatha

Tarkavacaspati. He was a social reformer. He has simplified so many 

traditional Sanskrit works and made them easy to understand for the first 

time. He has published a large number of Sanskrit works, viz. Vedas,

PurSnas, Ayurveda, Grammar, Jyotisa, Mimamsa, Nyayayoga, Vedanta etc.

and also published all of them and his father's works also. He does not give 

any introduction in the beginning or any colophon in the end of his Sanskrit 

commentaries. Actually, it was very difficult to identify and separate the 

works of Iaranatha and PJV. In most of their works, they did not give any

introduction, any mangala iloka or personal information etc. So very often

we are confused as to which would have come from the father's pen and 

which from the son's. The writing style of the two is also almost similar. This 

is why, some scholars have ascribed to Taranatha the commentary on Vik

which is actually written by the son PJV. This is confirmed directly from the 

cover page and inner title page of the edition itself (as can be seen from their 

xerox copy facing this page). Some more personal information about PJV can 

be gathered from the introduction of a study of his commentary on 
Vagbhatalankara made by Mrs. Rekha Joshi.1 The source of her information 

is the book “Taranatha Tarkavacaspate : Jlvanacaritam ” by Ramakrsna 

Paramahansa. In it, four generations of PJV are mentioned. Pandita Ramram



was a resident of a village Vaicandi in the district of Barishal in East Bengal 

(present Bangladesh). He was a renowned scholar, many students went to 

him for learning. He had defeated in sastrarthas some scholars by his own

scholarship in the study of the Scriptures. The king was pleased with his 

scholarship and donated to him some land property in Calcutta. He settled in 

Calcutta from that time and the Calcuttians call his descendants 

“Bahglyabhatt” even to this day. In his family tradition, there have been

many genuine scholars. He had two wives. Shivdas was the son from his first 

wife, Durgadas and Kalidas from the second. Kalidas was the father of 

Taranatha and grandfather of PJV. Taranatha was professor of Sanskrit 

grammar and philosophy at the Government Sanskrit College, Calcutta. In
7

ViWvakosa," we get some information about his personal life. He was bom in

the village Kalna in the district of Vardhaman in 1812 A.D. He received the 

title Tarkavacaspati from the Government Sanskrit College. Then he studied

Vedanta at Kashi. He taught many students in his own village and also fed

them. At first, he was only a businessman dealing in items like rice, cloth, 

Shaal-wood etc. He was appointed as a professor and head in Sanskrit 

College. As he was engaged in his professorship, he could not give enough 

attention to his business. As a result, a lot of Shaal-wood was damaged by the 

insects and Pt. Taranatha was in heavy debts. Hearing of the debt of Pt.

Taranatha the principal of the Sanskrit College Mr. Cowell aclvised him to

print and publish the ancient Sanskrit works. He accepted the advice and 

started printing and selling Sanskrit books. Within a short time he could 

repay all his debts and even earn large profit. From that time he started the 

work editing and publishing ancient Sanskrit books. The printing profession 

was so thriving that he then prepared and published a ten-volume



monumental encyclopaedia in Sanskrit called Vacaspatyam at the cost of Rs.

80,000/- (of those days) and in 12 years. He wrote many other large works.
/

Sabdastomamahanidhi, Dhalurupadars'a and commentaries on TaltvakaumudT 

and Panini are also composed by Pt. Taranatha. His first wife died in her 

young age. Then he was married to Ambika Devi who gave birth to two sons: 

First died very young. The second was PJV. His birth is recorded by Pt. 

Paramahamsa in these words :

“ vedavedavasusasahkamite (1844) khnstabde caitramasasya samlcrantidivase, 

tadiyo dvitiyah putrah snman jlbanando janmalabhat/'

He was given the name Jlbananda by his father because he gave or 

furthered the delight of the people (around him).

“jlbanam anandavardhanatvat, jlbananandayatlti va jlbanamanando yasma

ditir

He got married in 1862 A.D. The event is mentioned in this words : 

“atha paksartuvasubhrgahgamane fl 862^ khnstabde, mahasamaroha-

purvakam dvitlya- putrasya asnmato jibmandasya parmayavidhim

sampadayamasaf’4

PJV had two sons namely Asubodh and Nityabodh. He studied in the

Government Sanskrit College, Calcutta. He also learned grammar, 

Kavyalahkara, Nyaya, Sahkhya, Patanjalayoga, Vedanta, Mimamsa, Jyotisa,

Smrti and other sciences under the guidance of his father and obtained the 

title ‘Vidyasagara’ from the Government Sanskrit College in 1870 A.D. 

khasindhuvasuvidhumite (1870) khnstabde rajakiya-samskrta-vidyamandirat 

“ vidyasagara” ityupadhihca prapaT After that he formally obtained the
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degree of B.A from the University of Calcutta. PJV also like his father 

became a learned scholar of Jyotisa, Nyaya and Poetics.

Smt. Rekha Joshi mentions on p.24 of her book that PJV was offered 

various highly paid positions by various kings of those days but he rejected 

them all. For example, after completing studies, he was offered the posts of 

principalship of Pracina (Oriental) Vidyalaya, Lahore and Jabalpur Vidyalaya

with Rs. 300/- stipend p.m. but he rejected both the proposals. Being highly 

pleased with his commentaries on various works of Sanskrit literature the 

king of Jaypur also wanted to appoint him in his service with Rs. 500/- salary 

p.m. but this proposal was also not accepted by him. The king of Kashmir 

wanted to appoint him for the work of publications of Sanskrit books giving 

Rs. 1000/- salary p.m. but he turned it down. The king of Nepal came to 

Calcutta and after observing his scholarship proposed to give him Rs. 1000/- 

p.m. which also he did not accept. Smt. Joshi says, he followed the order of 

his grand-father i.e. “mulyam grhitva adhyapanam pasandanam eva karyam/”

If he had been in service of any of these kings, the publications of these 

valuable books would not have been possible.

However, one evidence does not sit well with her assertions. The 

volumes of Vacaspatyam bear the photographs of both Taranatha and PJV

and the latter is captioned as “Superintendent, Free Sanskrit College, 

Calcutta.” Is this or is this not a mention of his position in service? Smt. Joshi 

has not indicated any source for her information. Can we reconcile the two 

facts by saying that PJV did not want to leave Calcutta as he spent his whole 

life in Calcutta that he had no special attraction for money, and he was much 

more happy staying in Calcutta and carrying on his business of writing 

Sanskrit works and publishing his and his father's works ? Actually, it was a 

tradition of his family to work for Sanskrit. He was not free from that great 

influence.



B : Works of JTbananda :

PJV has commented and published many works on Vedas, Puranas, 

Ayurveda, Grammar, Jyotisa, MTmamsa, Nyaya, Yoga, Vedanta etc. and

made them easy to understand which uphold his all-round versatile 

scholarship. He has written commentaries and edited the works of almost all 

forms or all types of literature; various forms of Drsyakavya, viz. Nataka,

Prakarana, Bhana, Mahanataka, Trotoka, Sattaka and Natika; on 

Sravyakavya, viz. Gadya, Padya, Mika (i.e. Campu) Katha, Akhyayika, 

Prabandha, Muktaka, Mahakavya, Khandakavya, Nlti and Bhakti.

To wit, PJV has edited with his own commentary on (i) 

AbhijnSnadakuntalam, (ii) Uttararamacantam, (iii) Malatimadha vam, (iv)

Caitanyacandrodayam, (v) Vikramorvas'Tyam, (vi) Ratnavali, (vii) 

Priyadarsika (viii) Rtusaihharam, (ix) GTtagovindam (x) Hitopadesa (xi) 

Sukranltisara, (xii) Vagbhatalahkara (xiii) Sahityadarpana etc. Even beyond 

these, PJV has only edited more than hundred books and published them, viz. 

(i) Mahanatakam by Hanuman compiled by Madhusudana Mishra, (ii)

Puspabanavilasa with Venkata. Sarvabhauma’s commentary, (iii) 

Venisamharam with Taranatha’s commetary, (vi) Viddhasalabhanjika with 

Satyavrata Samasramf s commentary, (v) Vasantatilakam by Varadacarya, 

(vi) Balaramayapan, (vii) Harsacaritam, (viii) Naisadhacaritaw, (ix) 

Prasannaraghavam, (x) Raghuvamsam with Mallinatha’s commentary, (xi) 

Nalodayam with Prajnakara’s commentary, (xii) Patanjaladars'anam, (xiii) 

Agnipurana, (xiv) Vedantasara with Subodhini commentary, (xv) 

Bhagavadglta with Sayanacarya’s commentary and Anandagiri and Sridhara 

Swami’s notes, (xvi) Upanisads collection, (xvii) Dasampaka with Dhanika’s
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commentary etc. He has complied some books, viz. Sabdarupadarda, 

Kavyasamgraha etc. Mrs. Reklia Joshi mentions in her book that PJV has

commented upon more than hundred Sanskrit works but we do not find any 

substantiation for her assertions. Almost all the books of PJV (i.e. either 

written by him or commented upon by him or simply published by him) are 

available in the printed section of the Oriental Institute (M.S. University), 

Baroda. Only a glance at these clearly shows that the only common factor 

among all these is that all of them are published by PJV. But some of them 

were written by his father Pt. Taranatha Tarkavacaspati, and only published

by PJV. A very few are either written or edited by some person other than 

these two. Many are found in the name of PJV but here also as the inner title 

pages show some are only edited by him (Skt. samaskrtam) while others are

both commented upon and edited by him (Skt. bi.e. upadhidharina 

snjivananda-vidyasagara bhattacaryena viracita-tika-sometam, ten’aiva 

sariiskrtani) and his book VikramorvasT- Trotakam falls in this last category.

The confusion about authorship of these works was created perhaps by the 

fact that in all his publications he listed all the 135 works on the ffontis page 

and on the last and last cover pages without giving any clear indication about 

either the authorship of the work or of the type of authorship (i.e. 

commentatorship or only editorship). What was more, the list was invaribly 

captioned by the words: paijdita-kiila-lilaka-pujya-pada snmat-tarka vacaspati 

pada pranlta prakaMta pustakany’etani /This gave rise to the confusion in 

which many of the commentary works by PJV were ascribed to his father Pt. 

Taranatha and PJV was taken to be only the publisher of his father's works.

That is how PJV’s commentary on Vik has come to be noted as authored by j

Taranatha.



C : HIS STYLE :

Simplicity is the main feature of his commentary. He has followed the 

same style in all of his commentaries. He does not give any names to his 

commentaries. He also does not give mahgala-sloka, does not mention his

own name in the body of the commentary, does not give family introduction 

nor mention his teachers. He also never gives colophons of the traditional 

type. His commentary is more like notes than like a running commentary. For 

example, we can refer to the following edition of PJV’s commentary on K's 

Rtusamharam poem (1st edn. 1872 A.D.). It seems that this was the first 

commentary among his all of works. The commentator mentions about the 
aspects of his commentary in its preface.5 They are as follows :

1) He has made his commentary as simple as possible.

2) He does not elaborate it by giving quotations from works like Amarakosa

Kavyapraka^a, Dasarupaka etc.

3) He does not like to make it complex or dull by using synonyms and 

compounds, and

4) He always corrected the text very carefully and has always shown the 

variant readings in the footnotes with quotations from scientific works.

We observe some characteristics of his style adopted from our 

traditional system. Particularly in the commentary on the plays, he gives 

Sanskrit rendering of Prakrit speeches of the characters and definitions of 

certain technical words occurring in the play, quotes from standard works of 

dramaturgy and of course explains certain words by giving synonyms and 

verses by putting the verses in prose orders. (In some early works, he has not 

given any Sanskrit chaya of Prakrit speeches, viz. in Priyadarsikanatika). He
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refers his commentaries to the relevant portion in the text by giving 

pratfkas with the words ityadi as the traditional commentaries do. But he also

employs some modem devices: he indicates the textual portions commented 

upon by him with numericals and the Prakrit portions in the text by the 

alphabetical consonants. The xerox copy of two pages from his printed 

commentary on Vile given herewith will clarify these points abundantly (pp.

100-101). He has reformed and simplified so many traditional Sanskrit works 

and made them easy to understand to us for us.

D : PJV’s Tikd on Vikramorvasi- Trotakam :

As shown earlier PJV does not give any particular name to this 

commentary also. He calls the play “ Vikramorvasi- Trotakam” on the inner

title page. The book is printed at the Valmlki Press, Calcutta and published in

1873. The commentator follows the larger version of the text. He is quite 

brief in his comments. The style, as already indicated, is very systematic. In 

the text, he has given lea, kha, ga, etc for passages in Prakrit speeches and

according to these numbers he gives their Sanskrit renderings in the “77ka”

putting them as footnotes and in smaller types. He also comments on some 

technical points and words in the same manner and indicates them by 

numerical in the text and prints the comments in small types in the footnotes. 

He comments on a few dramaturgical points quoting the definitions from the 

following standard books. For example, he quotes from SD(Vide, this edition

on pp. 23, 28, 70, 108 & 156), BP (p.3Q), Hemachandra (p.28), Trikandasesa 

(p.108), Pihgala (p.101), Bharata (pp.102 106 & 107) etc. He also quotes 

once from K’s RV(p.22) and once from an unverified source (p.101). In the 

fourth Act, since he follows the larger version, he has mentioned the entrance 

song Aksiptika and called it Gathachanda and defined it. He has mentioned



thirteen musical terms, viz. Dvipadika, Jambhalika, Khandadhara, Khandaka, 

Khuraka, Valantika, Kutilika, Mandaghatl, Ardhadvicaturasraka, 

Catnrasraka, Sthanaka, Khandika and Galitaka. He has indicated all of these 

terms. Among these thirteen tenns, he has quoted the definitions of five terms 

only, viz. Dvipadika, Jambhalika, Khandadhara, Khandaka and Caturasraka.

He has also mentioned the sources, like the earlier commentator RN, as 

Bharata instead of SR but these definitions are not similar to those given by

RN. Particularly these ancient musical terms are not found in Bharata’s NS or 

Bharatakosa.

Thus, PJV’s commentary (pub. 1873) is perhaps the second modem 

commentary on Vik. It is classed as modem because it is straightaway made

available in a printed form, it was never circulated in a manuscript form. It is 

a simple commentary. He has followed the traditional commentators in that 

he has quoted from some standard dramaturgical and other books. He does 

not deal with the aspect of plot-construction like KV. He does not mention 

any Samdhi or Samdhyanga etc, neither does he quote any Paninian sutras,

nor any definitions of metres or Alahkaras. Though he has accepted the larger

version and quoted the definitions of a few musical terms from ‘Bharata,’ yet 

he does not seem to deal with the particularly music dance lyrical form of the 

play, particularly its fourth Act. The publication appears more, therefore, like 

an annotated edition of Vik in which annotations are in Sanskrit. It hardly 

follows the standard form of a traditional commentary.
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SECTION - III
MRTYUNJAYA BHUPALA’S VJ&ISTARA TNADIP1KA

m • *

A. Personal Information about Mrtyunjaya Bhupala :

Mrtyunjaya Bhupala (MB) composed the commentary on Vik and

called it Visistaratnadlpika. Though the language of the commentary is 

Sanskrit, it is printed in Telugu script. From the title page of his edition, we 

know that he was the king of Vaisakhapattana of which the capital city is

Balasa. The colophon of the commentary on fifth Act informs us that his 

father’s name was Srimad Venkata Mahfpala, He belonged to the family of 

Nissahka. He was the disciple of Pt. Venkata Rangacarya and Sri 

Akellavehkata Sastrl. He wrote this commentary with the permission of 

Srimad Anarevil Devit Primantil Karmekil, who was chief of the officers at 

Chennopurl (at present Chennai) a great scholar, and very fond of Sanskrit 

language.

B. VikistaratnadJpikd (or MrtyunjayahhupoUya)

The commentary is published in 1806 Salivahana i.e. 1884 A.D. by the

Vartamanataranginl Press, Madras. In the beginning, the commentator puts a 

benedictory verse in which he praises the author of the play Vik, i.e. K. The

main characteristic of his commentary is that he gives synonyms of each and 

every word of the text either in Sanskrit or Prakrit dialogues. He shows the 

grammatical formation of the title of the play Vik like the earlier

commentator KV thus: “ vikramorvasiya nama vikramah - pururavah 

parakramasca urvas'T ~ apsaro vises ca vikramorvasyau/ te adhikrtya krto 

granthah vikramorvaslyam / etad abhidhanam / su // adhikrtya kite grantha
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ityadhilcare s’isiikrandrayamasabhadvandvelyadina cha pratyayah /’l His text 

calls Vik a Nataka: To justify this he quotes from DR the definition of 

Nataka. It appears that MB tries to show in this play the three main 

characteristics of a Nataka in this way. (1) The story of UrvasT and Pufuravas 

is famous; (2) the hero of this play belongs to a royal family and he is 

Dhlrodatta in character, and (3) the main sentiment is vlrasmgara. MB

explains it like this: “kartavyam natake vaslu prakhyatarh misrameva va / 

bijadi paribhasanta sarvalaksana samyutam / rajarsivams’yodipyo va 

dlirodattas ca nayakah /eko raso bhaved angl virasmgarayor dvayob//”1

He quotes definition of the dramatic terms like Nandi, Prastavana, 

Pravesaka etc. and of the minor characters like Vidusaka, Sutradhara etc. He 

often quotes Paninian sutras and indicates ‘ Su’ i.e. {Sutra) before the 

quotation of Paninian sutras. He also very often quotes Amarakosa and 

indicates ‘M’ i.e. {Nirukti) before the quotation where he mentions the 

quotation from Amarakosa. At times he shows the compounds in his 

commentary. Besides Amarakosa, he also quotes the definitions from SD, 

VR, Bharata etc.

Though he calls Vik a Nataka, he accepts the larger version of the text

and comments on Prakrit verses which include musical technical terms in the 

fourth Act of the play. He indicates the type or class of all the musical terms 

but quotes definition of only a few, viz. Dvipadika, Khandadhara,

Jambhalika, Khandaka etc.. It is not unlikely that he follows the commentary 

works of his senior contemporaries like. e.g. ACV or PJV. He defines 

Khandaka like this:



purvam caturvimsatibhih astavimsatibhihparah / 

matrabhir iha yasyardham khandakah sab praklrtitahH

183

He follows the standard methods of such commentaries. He mentions 

the terms first, then defines technical terms, quotes from standard authorities; 

then, gives (not refers by only pratika but quotes in full) the full text of the

verse (in Sanskrit rendering if the original is in Prakrit) and then explains 

every word of the original text by giving synonyms, then gives general 

comments including grammatical notes etc. This is particularly obvious in the 

case of the fourth Act.
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SECTION - IV

M.R. KALE’S ARTHAPRAKA&IKA

A. Life and Works of M.R. Kale :

M.R. Kale is well known to Sanskrit students as a scholar of Sanskrit 

literature who prepared text-book editions of a number of important Sanskrit 

classics like the works of K, plays of Harsa, Kadambarletc.

We get some personal information from the colophon of his 

commentary as follows :

“kalevamsodbhaven'eyam ramacandrasya sununa / 
moresvarenalpadhiya nirmit'arthapraksaika // 
nama tika subodhartham balanam nyunam atra yat / 
tad vudhab ksantum arhanti hamsakslranayena me // 
svatantrah sarvatantresu lokamanditapanditah / 
tebhyo’rpita taya laksmimadhavauparitusyatam//” 1

Thus, he belonged to the family of Kales, his father’s name was 

Ramacandra, and his name was Moresvara. Sometimes his name was

sanskritised as Mayuresvara viz. ‘'inahaka visnkalidasa viracitam

vikramorvaslyam, mayuresvara-krtayartha- prakadikayodbhasitamP He was 

a devotee of Laksmlmadhava. He stayed in the Girgaon area of Bombay 

where a very famous temple of Laksmlnarayana in the place called Madhav- 

baug is situated even today. He does not mention any other fact about his 

personal life in his commentaries. We, however, have been able to trace his 

relatives. One of his grandsons Sri S.V. Kale has provided the following

information about the author. Sri Moresvara Ramacandra Kale was bom on



6-6-1862 and passed away on 3-5-1930 A.D. His wife’s name was JanakT.

She died on 25-7-1959. He had five children (3 sons and 2 daughters).

M.R. Kale served as a teacher, presumably of Sanskrit, in the Wilson 

High School, (Wilson Street, Girgaon) Bombay. From the title pages of some 

of Ms books, he is known to have earned the degree of B.A.

He composed the following books about Sanskrit Grammar and 

composition viz. ‘A Higher Sanskrit Grammar’, ‘Smaller Sanskrit Grammar,’ 

‘Practical Sanskrit-English Dictionary’, ‘Students English-Sanskrit 

Dictionary,’ ‘Guide to Sanskrit Composition’ etc. He also edited the 

following works with Sanskrit commentaries composed by himself, 

Vikramorvasiyam, Kumarasambhavam,, Malatlmadhavam, Pratimanatakam,

Svapnavasavadatta, Priyadars'ika, Kadamban, Hitopadesa, Niti and Vairagya- 

satakas etc. He has edited some books with English Translation, notes and

Introduction only. He also edited some famous classical works with their 

famous commentaries, viz, Vadhula Vrraraghava’s commentary on

Uttararamacaritam, Mallinatha’s commentary on Meghadutam, and
TV

Kiratarjuniyam, an anonymous commentary on Dasakumaracaritam, 

Katayavema’s commentary on Malavikagnimitram (Actually M.R. Kale had 

added his own commentary in the text of Katayavema. In the preface of his 

edition Mr. Kale says: “The Commentary of Katayavema being too meagre

has been copiously amplified with additions, which are indicated by being 

enclosed in rectangular brackets, So as to make it complete without being 

tiresomely prolix” ), Prthvldhara’s commentary on Mrcchakatikam, 

Dhundhiraja’s commentary on Mudraraksasam, Raghavabhatta’s 

commentary on Abhijnanas'akuntalam etc.



only with English Translations, Notes and Introduction of basic facts. In the 

second round, that is, when these works, which were very popular (because 

they were useful text-books also) went into second and further editions, he 

decided to add to the texts their Sanskrit commentaries also. Here also, he 

seems to have adopted twofold method. For famous and outstanding classics 

like Abhijnanasakuntalam, Uttararamacaritam, Kumara-sambhavam etc., he

edited commentaries of well known commentators like those of Raghavabatta

on A bhijnanasakuntalam, of VTraraghava on Uttararamacaritam, of

Dhundhiraja on Mudmmksasam etc. For works of lesser importance he often

composed the Sanskrit commentaries himself. His commentary on Vik falls in 

this group.

From the western India he has written, composed and edited so many 

works on Sanskrit just as PJV (and his father Tarlnatha) did the same service

in the eastern part of India.

B: ArthapmkMikd:

M.R, Kale wrote commentary on K’s Vik called Arthaprakasika. This 

commentary was first published by Saradakndana Press, Bombay in (1820 

Saka year i.e.) 1898 A.D. The commentator has followed the text prepared by

S.P. Pan&t on the basis of three MSS.4 He refers to the view of the play being 

called the Trotaka. He mentions it in the Introduction to his edition: "It is a 

love drama and belongs according to the Sahityadarpana to that subdivision 

of dramatic compositions which are known as ‘Trotakas’ (a division not

perhaps known to the poet himself)” 5 However, the portion in the bracket 

shows, he does not subscribe to it. He starts his commentary with two 

benedictory verses:



“nirmanam jagatam karoti rajasa hfnam yadanandakam 

sattven’apina lipyate tad'apiyadraksasudaksam sada / 

asprslarii tamas’api nasayatiyalsarvam ca sarvatrikam 

kasmimscinmahasi svavasamadhima dhattam madly am manah // 

krpasandramcaksnr bhagavati palamcceltava jade 

sakrtprajn'onmesatsa bhavati kavmam kulaguruh / 

pra vandhakavyartharii sarasaruciralamkrtijusam 

na kastad vapi tvam stutibhir upatistena jadadhih //’6 

This is one of the two largest commentaries on Vik (the other being 

that of Surendra Nath Shastri) in which the commentator has quoted from a 

number of sources. Mr. Kale has followed the South Indian recension of the 

text as that of KV which does not accept the Prakrit Dhrii^-like verses in the

fourth Act. He says: “With regard to the extraordinary number of the Prakrit 

passages found in the fourth Act in some editions, it must be observed that 

they are not genuine, x x x It is strange coincidence that both the third Act of 

the Sak and the fourth Act of the present play, should have been tampered

with by meddlesome scribes or poets.” He reveals a close understanding of 

the dramaturgical structure of the play. He has pointed out the dramaturgical 

points, like Arthaprakrtj Karyavastha with their five stages. He has also

located five Samdhis and their thirtyone angas with their definitions quoted 

from the various works of dramaturgy like NS, DR, SD etc. in favour of his

views. On this particular point he seems to have closely followed the ancient 

commentator KV, who has given these dramaturgical terms in a very clear 

and perfect way. Mr. Kale has also quoted from KV's commentary thirteen 

times throughout his commentary. For example, in the third Act, when UrvasT



says to Cilralekha that the queen has given the king to her and she, therefore, 

can freely share the seat with the king, then the king asks UrvasI, with whose

permission had she stolen his heart. Mr. Kale explains:

“devya datla ili devya anumatir labdh’eti yad asmin me same

vyaparam alihganadim vrajasi/ tarhi prathamahka’ syanumate/

kasyanumatyetyarthah / etaddhrdayarh tvaya contain / ‘atra devlprasahgena

vyavahitsya bljasya puiyyojanad ‘aksepah’ nama samdhyahgam uktam

8bhavatTti katayavemah /’

He has also referred to another ancient commentator RN and quoted 

from his commentary Prakasika very often. He has quoted him thirty eight

times throughout his commentary. He often cites RN for his text-variants 

with his explanations. Sometimes he quotes him either for corroboration for 

his own views, or for comparing his views about something with those of 

KV. But on the whole, he appears to be in agreement with the text as 

presented in the southern version by KV. One such point is as follows: 

‘mlanakamalanalopamair aiigaih' iti ranganathasammatah pathah /

“kamalanalayamanaih kantakitair ityarthat /anena romancena rajnohrstatvam 

uktam bhavati” iti katayavemah /

kamalanalayamanaih kamalanalavadacaradbhih / tvadartham uttam yato 

gadha virahotakanthaya parimlanaistaniyobhiscaf’

Mir. Kale also reveals a good knowledge of grammar as well as of 

alankaras and metres in his commentary. He has mentioned and identified

eight alankaras with their definitions. They are: Kavyalingam (p.7), 

Bhrantiman (p. 12), Utpreksa (pp. 12 & 52), Sasamdeha (p. 17), Upama (pp. 

53 & 132), Vikrta (p. 90), Parikara (p. 114) and Anuprasa (p. 111). He has



also mentioned eleven metres with their definitions and located them in 

proper places. They are: SardulavikrTditam, Arya, Vasantatilaka,

Upendravajra, Aupacchandasika, Mandakranta, Malim, Druta viIambi tain, 

Puspitagra,Upajati and Harinl He has quoted from many sources for the 

reference to his arguments like K’s Kumarasambhavam, Raghuvarhs'am, 

Meghadutam, Abhijhanasakuntalam and Malavikagnimitram; from 

dramaturgic works like NS, DR, SD, ND, Sahasankatlka etc. ; from Kosas, 

Vedas, Puranas, Upanisads, Saihhitas, Smrtis, Ramayana, Mahabharata and 

all standard Grammatical works like Panini, Patanjali, SiddhantakaumudTetc. 

He has also quoted from some precious commentaries like that of Mallinatha 

on Kumarasambhava\ of Jagaddhara on Malatimadhava ; of Dhanika, 

Devapani and Sahasanka on DR etc. All in all, it appears that he has a

thorough knowledge of grammar, lexicons, dramaturgy, poetics and classical 

literature which form the very fundamental equipments of any commentator 

worth his name.

C : Samdhis and Samdhyangas :

We have only passingly remarked above that Kale has closely followed 

the ancient commentator KV in locating the Samdhis and Samdhyangas in his

commentary. Sometimes he has quoted from KV’s commentary directly on 
these points. In the technical remarks of the Introduction of his edition, he has 

explained how the five Samdhis are employed in the entire plot structure of 

this play. He says: “The Mukhasaindhi introduces the heroine to the hero and 
love germinates between them. The final object is the union in wedlock.10 

The ground for the seed was prepared, in the case of the king, when the 

Apsarases gave him a lively description of UrvasT’s charms. The seed is cast
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when the king and UrvasI see each other, x x x It takes up the whole of the

first Act and the prologue to the second Act. The Pratimukhasamdhi fills up 

the whole of the second Act and a portion of the third Act. The seed sprouts 

up in this which is marked by the Vidusaka and Chitralekha, and by the Chet!

and the queen. The effort or Prayatna is implied in adarsanal etc. (II.2). The 

search for the means to the desired end, UrvasI’s departure at the summons 

from her lord and the queen’s interference notwithstanding forms the Bindu. 

The Garbluisamdhi begins from where the Pratimukha closes and ends with 

the departure of the queen, x x x The seed is sown to grow further in as much 

as the king has from UrvasI an actual confession of her love. There is hope of

success (Praptyasa) as the obstacle from the queen is removed. This Samdhi’ 

however, is characterised by the absence of the Pataka. The AvamaHasamdhi 

actually begins with Urvasfs entrance x x x and extends to the close of the 

fourth Act. There is Niyatapti or certain attainment but it is obstructed by 

UrvasTs metamorphosis. The Nirvahanasamdhi occupies the last Act of our 

play. In it all the fore-going arrangements terminate in the happy union of the 
husband, wife and son.”11

He has located the Samdhyangas throughout his commentary. They are:

Four angas of the Mukhasamdhi, viz. (1) Upaksepa, (2) Parikara, (3) 

Parinyasa, and Prapti; ten angas of the Pratimukhasamdhi viz. (1) Vilasa, (2) 

Parinyasa, (3) Tapana, (4) Upanyasa, (5) “Lekha”, (6) Puspa, (7) Narma, (8) 

Pragamana, (9) Narmadyuti and (10) Paryupasana ; seven angas of the 

Garbhasamdhi, viz. (1) Anumana (2) Abhutaharana, (3) Marga, (4) Udahrti\ 

(5) Sambhrama, (6) Krama, (7) Aksepa ;two angas of the Avamarkasamdhi; viz. (1) 

Dyuti, (2) Vhodhana, and eight angas of the Nirvahanasamdhi, viz.(l) Samdhi, (2)



Vibodha, (3) Grathana (4) Upaguhana, (5) Samaya, (6) Ananda, (7) Kavyasamhara 

and (8) Prasasti In all, Kale has mentioned thirtyone Samdhyahgas out of sixlyfour 

described in NS and other dramaturgical works.

Kale mentions Tapana and quotes the definition from SD. According to S.N. 

Shastri, “Such a position is experienced by Pururavas when he finds no means to 

get at the celestial nymph and pemiits in remorse the God of Love to be victorious 

over him-”12 He egresses about Sama : “There is a school of thought represented 

by Dhananjaya, Singa Bhupala, Saradatanaya, Srikrsna and Vidyanatha, that does 

not recognize £ Tapana’ as an element of the Pratimukha Samdhi, probably for the 

reason that such a mental phenomenon is covered by the definition of the Vidhuta

according to them. Since the torment and unrequited ness require pacification 

before a fresh quota of zeal for further efforts can be anticipated, the alleviation as 

extremely necessary to the proper development of action. Hence they believe in the 

existence of Sama or alleviation as a sequel to Vidhuta. ”

Among these, one Samdhyanga called ‘Lekha' of Pratimukhasamdhi is not 

found in the fist of sixty four described in AS and other texts like DR, SD, ND 

etc.. What is noteworthy is that he has located Upanyasa and Lekha 

Samdhyahgas at one and the same place but he has not mentioned any source 

of the Samdhyanga he calls Lekha. The definition of Lekha given by him is 

as under: taduktam - vivaksitarthakalita patrika lekha ucyate/’14 Actually this 

is not a Samdhyanga but one of the Samdhyantaras and the above definition 

is quoted from RS by Singa Bhupala, III -9IB. S.N. Shastri has cleared it in 

the footnote of his book: “Urvasi sends a written letter of love to Pururavas in 

Vikra Act II”15
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SECTION-V

aSananda VARMAN’S tika

Asananda Varman is one of the modem commentators who has written 

a Sanskrit-Hind! commentary on Vik. He does not make any benediction or 

colophon in his commentary; neither does he give any information about his 

personal life. On the title page, his name is given thus: " sikarpur (sindhu)

prantlya b.l. samskrtangal-vidyalaya-pradhanadhyapakena hind.t sahitya- 

killabhusanena srl-asananda- vamana-krtaya samskrta-hindl-tlkaya 

samvalitam/”

Thus he was the principal of B.L. Sanskrit English School of the city of 
Sikarpur (Sindh), (situated at present in Pakistan) and possessed the degree of 

‘Kulabhusana' in Hindi literature.

His commentary has been revised by §ri Celalala £>astri, the son of £ri 

Pandita Karmmacandra Sarma, who was a resident of Multan (in Pakistan 

now). It was first published by ‘Mehercanda Laksmanadas’ of Sanskrit 

Pustakalaya, Lahore in 1926 A.D., though the India Office Library mentions 

‘Educational Printing Works, Lahore as its publisher in their Printed Books 
Catalougue.1

Asananda calls the play as a Trotaka and follows the larger version of

the play but at the end of the play he has called Vik as the both ‘ Trotaka ’ and

‘Nataka’ thus “iti sn-mahakavi-kalidasa-krta-vikramorvasiya-nSma-trotaka- 

_ 2nataka-samapta /”

He mainly gives the construe (anvaya), commentary (vyakhya) in 

Sanskrit language and the sense or import (bhavartha) of the text in Hindi



language which is almost a sort of loose Hindi translation. The book is 

written only for the guidance of the students. He says in the preface that there 

are many commentaries of this Trotaka available, but they have not proved

beneficial for the students. He clearly mentions that he has included the types 

of questions and answers, life of the poet, model question-paper and 

appreciation-criticism of the drama etc.

This is a very simple commentary in which Asananda has explained

each word with its Sanskrit synonym, shown Metres like Sardulaviknditam

etc. and quoted their definitions from works like Vrttaratnakara etc. He also

quotes from the Kosas mostly Amarakosa, etc. as the other commentators

usually do. This is only a Sanskrit-medium text-book. The book has an 

alphabetical index of the verses occuring in the play.

REFERENCES

1 .Napier, C.J. (Rev. & Ed.), Catalouge of the India Office Library, Sanskrit 

Books, Vol.II, Part-I, Section IV, London, 1957, p.2993.



SECTION - VI
SURENDRA NATH SHASTRI’S KALPALATA:

A. Personal Information about Surendra Nath Shastri:

Pandit Surendra Nath Shastri (SNS) iS the author of the largest and 

perhaps the best modem commentary. From the colophon of his commentary 

on Vik and the benedictory stanzas, we know many things about his ancestors

and himself. His grandfather’s name was Gopmatha. He was from a Prasnora 

Nagara community of Junagarh. This community is well known in Gujarat

for its high education and high royal connections. He had obtained royal 

honour from the kings of DaSapura (modem Dasor or Mandasor). He was a 

famous astrologer who had many disciples.

His father's name was ShrT Krsnacarya who was very well-versed in 

the Vedas and all the six Vedangas, as well as philosophical systems like

Nyaya, Vedanta, Mimamsa etc. He was prominent among the followers of the 

religious practices of the sect of Sri Ramanujacarya. He was the master of 

one Totadri Vijnana Vibhava Peetha(l). He was honoured with the title 

Vijnanavibhusana and was offered one royal seat and two beetle leaves 

(tambula) by the kings of Ara and Indore. He was like moon among the 

scholars due to his profound knowledge. Shrikrsna Shastri seems to have 

compiled a work called “ Vagvilasa” which is mentioned in the bibliography

of SNS’s work “Laws and Practice of Sanskrit Drama”

SNS also was a great scholar like his father. He earned the degrees of 

M.A., L.L.B, Sastri in Vedanta, KavyatTrtba, Puranatirtha and Visarada in

Sahitya. He was the principal of the Sanskrit College (established by the



Maharaja of Indore) in 1941 A.D. He was the court poet of the king shri

YaSavantarao who belonged to the ‘Holkar’ family of Indore1. He later 

became a professor in the Sanskrit Department, University of Allahabad, 

around 1947 A.D. He was the disciple of Rai-ralna Pandita-Sri-Vinayaka 

Krsna Sankara Joshi of Indore.

B : Works :

Besides this commentary on Vik SNS has also written “Laws and 

Practice of Sanskrit Drama, ,ctA Brief Note on Sanskrit Compounds, '“A 

Manual of Classical Sanskrit prosody, ” “Alankara-kaumudi” etc.

Chowkhamba Sanskrit Series mentions some more of his compositions such 

as “Sanskrit Figures of Speech, "Nirukta MTmamsa, ’ “Gitabhasa

Navambara and “Vaidic Vammaya me Bhasacintanf He has also edited one 

Carnpu work called “ Gunadarsacampu” of £rl Venkatadhari with Sanskirt 

commentary Padathacandrika by Balakrsna Shastri and its Hindi version 

“Prabhaby Jatasankara Pathaka.

C: Kalpalata:

Pandit SNS calls his commentary on Vik, Kalpalata. He completed this

commentary on Hursday, Tirteenth Ianerday of the darkhalf in the month of 

Margaslrsa in year of 1997 V.S. .e. 1941 A.D. In his own words:

“vidyabandhucanasyasamskrtamahavidyalayadhyaksatam
\

arudhasya surendranathavidusah samvatsare nandane / 
munyahkahkavasundharaparimite mase sahasye’site 
pakse’nahgatithav iyam gumdine yata samaptim krtih //”

This is the most extensive commentary among all the commentaries on

Vik SNS claims that this play (i.e. Vik) of the great poet had long fainted 

away and his commentary would lend it profusely fruitful. His words are:



“sudhasyandivyakhya-virahavidhnras tatrabhavatah 
kavTSasyayam sadbhanitidrdhabandho’mitagunah / 

ciran murccham apto mama bhuvi sada kalpalatikam 
rasollasm s'ritva pracuraphalayogam hi labhatamZ/”3 

This book is first published by the Nimayasagar Press, Bomaby in 1942

A.D. The commentator shows his best skill in this commentary. He starts 

his commentary with the benediction to the God Srikrsna as follows :

“ amandanandasamdoham govindam gopa-nandanam / 
vande rakenduvadanaih sundaram sundanaMnam /f”4 

We may note the salient features of his commentary as follows :

(a) He exactly explains all technical terms. He comments on every stage

direction as well as technical dramaturgic terms like Nepathye,

Pranipatya, Niskranta. etc. or Nandi, Pariparsvaka etc.

“nepathyeti - nepathyam nama rahgasthalasya pascat yavanikantarito 

varnagrahanadiyogya kusilavakutumbavasthanadesah / “kus'Ilava- 

lcutumbasya sthall nepathya isyate " iti vacanat tripurareh/ 

“nepathyam syadyavanika rahgabhumihprasadhanam”ity ajayah /5

He also explains all dramatic technical terms like Nandi, 

Prastavana Arthopaksepaka etc. and quotes the definitions from different 

works of dramatics e.g. He gives definition for Nandi as follows:

“tatha ca nandayati anandayati stavena devadm asisa va sabhyan iti 

idantanandadhatoh “pacadyac”(3.1.114) tena nanda iti rupam, tatah 

prajhaditvat an pratyayah svarthe ; tena nanda eva nandah pa&cat striyam 

hip tena nandi- tath'aha bharatah “yady apy ahgani bhuyamsi 

purvarahgasya riatake / tathapya va&yam kartavya nandi vighm 

praSantaye/”6
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He also defines all classes of minor characters of the play like 

Sutradhara Paipasvka, Marisa, Vidusaka etc. e.g. ParipanWaka :

“pari parivam yatha bhavati tatha’iva vartate iti pariparsvakah 

sutradharad Tsannyunako natah/ l'sutradharasya pars've yah pravadan

__________________________ jkurute'rthanam / kavyarthasucanalapam sa bhavetpariparsvakah/”

(b) He quotes definitions from various sources. The special feature of his 

commentary is that he mostly quotes from more than one source, whereas 

all the earlier commentators, even the ancient ones, usually quoted, if at 

all, from a single source and very rarely from more than one source. We 

can refer to the two definitions of Nepathya quoted above or the

definitions of Vidusaka as quoted from two sources or for Pravesaka 

quoted from SD and DR tikamd so on.

(c) Again, SNS explains all terms by giving grammatical derivations. He 

seems to have very good command over traditional Sanskrit grammar and 

he takes fullest advantage of his knowledge by explaining grammatical 

derivations of all the technical terms and class names. He explains the 

minor character called Marisa like this:

“mdriseti ~ mans'eti na hinasti dustabhinayadina samajikanam santim 

manovinodam c'eti marisah /pariparsvako natavisesah /masabdopapadat 

risa himsayam (bhva; pa,, se.) (?) iti risdhatoh namyupadhatvat 

“igupadha” (3.1.135) iti kah pratyayah / natah sutradharena marisa iti 

vacyah “sutn natena bhav’eti tan'asau mariseti ca-” iti vacanat /athava 

marsanat sahanat marisah “prsodaradih” (6.3.109) “marisah sakabhidi 

arye, natyoktya pumsi yositi” iti daksambayam / ita asmin sthme iti

gsaptamyam sarvavibhaktikastasil/”



(d) Of course, he explains all the important words as other commentators 

do. He gives the synonyms of the words and quotes from lexical works 

like Amarakosa, Halayudha etc. e.g. the king says in the second Act,

“tatdepsitasannidhanad bhavan ramsyate/” and the commentator 

explains: “bhavan taval bhavatah ipsitasyabhilasitasya vastunah tatra 

sandhanat yogat labhad va ramsyate vinodito bhavisyati /”9 A little 

before the king has said, “kirn bhavamstusnimaste. ” The commentatary 

runs thus: “ldm bhavan tusnim aste / tvam tu nirvacano'si na vadasiti 

bhavah / maunam dhrtavan asi / “marnie tu tusnim tusnikam” 

ity'amarah/” 10

He dissolves the compound words in his commentary like this: 

“rasaprabandhah ity’atra rasamayah prabandhah iti madhyamapadalopT

samasah/’11

(e) He also indicates all the technical details like Samdhis, Samdhyahgas 

Samdhyantaras, Alahkaras, Metres, Natyalaksanas, Sabdagunas, 

Arthagunas, Vithyahgas, Rasas etc. He locates the stages of love, 

Arthaprakrti and Karyavastha and gives their explanations. Many times

when he is indicating a number of different aspects of dramaturgy in a 

particular area, his commentary appears to assume a classical shade. We 

quote below one such characteristic portion form the first act: When the 

king’s chariot lands on the grounds, touches the land of the pack of the 

Hemakuta mount, the sudden jolt causes UrvaSTs shoulder to hit lightly 

against the king’s shoulder, Urva&I is slightly embarrassed, but the king 

is happy.

“yadidam rathasamksobhadahgenahgam mamayateksanaya / 
sprstam saromakantakam ankuritam manasijeneva !r



The commentator’s words are: uyat rathasamksobhat

nimnonnatabhupradesesu rathopaghalal ayateksanaya dirghanayanaya

anaya svlyena ahgena gatraih mama angam manasijena kamena

saromakantakam ankuritam iva anandadsayat pulakayamanam iva sprstam

hastena dhrtam / yad anena tadfyahgena mamangasparsah sanjata id

krlartham me janm’ety’arthah / idam premnah dvidyam cihnam apard

c’dvastha’tra / atra pulakani kamenevanJairitanfd sambhavanad

utpreksdlahkarah /anena manasi manasijena svasatta sthapit'eti vyajyate

/ atra ndyakagcitah purvamgah / nayikagatah purvaragah'upakrtam

iti’sthale x x x purvam evabhivyaktah / atra natakiyakaryasya

arambhakhya prathamavastha, yad uktam “bhaved arambha autsukyam

yan mukhyaphalasidhaye/ ” api c’atra ‘asyah sargavidhav idpadye (1.10)

vikramorvas'yoh samagamajanya-nur agabljasyopaksepat pravrttasya

mukhasandheh prdptir namangam “praptih sukhagamah” id laksanat /

mukhasamdhilaksanan tu~“yatra bjjasamutpatdr nanartharasasambhavaZ

prarambhena samayukta tan mukham parikirdtam// ** manasijetyatmluk

13samasah /iyarh c’arydjatih //’

It can be seen that the commentator indicates many technical and 

grammatical terms at this single point. He locates here Mukha Samdhi

one of Samdhyahgas of Mukha Samdhi callad Praptj the first stage of 

Karya called Arambha; the second stage of love, Purvaraga of the hero, 

Utpreksa Alahkara, Aryajati metre and Aluk compound all together. Of 

course, its shows the special characteristics of the commentator.



SNS locates all the five Samdhis and their fiftyfour ahgas, in all, where 

even an ancient commentator like KV had shown only forty four 

Samdhyahgas. The Samdhyahgas are as follows:

1) Six ahgas of Muldia Samdhi:

(i) Prapti, (ii) Udbheda, (iii) Paribhavana,

(iv) Vilobhana, (v) Yukti and (vi) Vidhana

2) Thirteen ahgas of Pratimukha Samdhi:

(i) Vilasa, (ii) Parisarpa, (iii) Tapana,

(iv) Puspa, (v) Dyuti; (vi) Narma,

(vii) Pragamana, (viii) Nirodhana, (ix) Vajra,

(x) Narmadyuti’ (xi) Paryupasana, (xii) Upanyasa &

(xiii) Upeksa,

3) Thirteen ahgas of Garbha Samdhi:

(i) Marga, (ii) Abhutaharana, (iii) Rupa,

(iv) Vidrava, (v) Totakam, (vi) Kspti /Aksepa,

(vii) Adhibala, (viii) Anuma, (ix) Krama,

(x) Udaharana & (xi) Prarthana

4) Eleven ahgas of Vimarsa

|1

(i) Sampheta, (ii) Chalana, (iii) Vyavasaya,

(iv) Dyuti, (v) Vicalana, (vi) Pratisedha,

(vii) Kheda, (viii) Virodhana, (ix) Prarocana,;

(x) Adana and (xi) Chadana



5) Thirteen angas of Nirvahana Samdhi:
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(i) Samdhi, (ii) Vibodha, (iii) Grathana,

(iv) Nirnaya, (v) Paryupasana, (vi) Upaguhana,

(vii) Purvabhava, (viii) Krti, (ix) Samaya,

(x) Ananda, (xi) Bhasana, (xii) Kavyasaihhara

and xiii) Prasasti.

With regard to these Samdhyangas; the following points must be noted :

1) SNS mentions Dyuti as a Samdhyanga of Pratimukha Samdhi but actually 

Dynti is not included in the angas of Pratimukha Samdhi in any work of 

dramaturgy.

2) (a) Even the so-called ahga, Upeksa, shown under Pratimukha Samdhi' is

not found in any of the works o^dramaturgy as a Samdhyanga.
\

(b) It is actually one of the six ways of elimination of anger of the lady

love which is employed by the king Pururavas towards his queen 

Au^marl

(c) Upeksa actually can be included under the Samdhyanga Paryupasana.

3) Chalana and Chadana are one and the same ahga of Vimarsa Samdhi 14 

Similarly, Vicalana and Kheda are also one and the same anga of Vimarsa 

Samdhi. However, SNS locates all the four Samdhyangas separately in 

different places and gives them separate names in the Vimarsa Samdhi it 

self.

4) SNS also mentions Paryupasana as a Samdhyanga at two places, once as 

an ahga of Pratimukha and then as an anga of Nirvahana Samdhi. The 

works of dramaturgy, however, recognize it as an ahga under Pratimukha 

only.15
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4) On p. 132 SNS locates the anga called Ksipti (according to Vi^vanatha) or 

Aksepa (according to Dhananjaya). As it is, Ksipti and Aksepa are 

synonyms. SNS quotes both definitions of Dhananjaya and ViSvaiftha. He 

also refers to KV as locating this anga Aksepa in a different place. 16

5) He has recorded Lekha with the same definition as quoted by Kale: 

“ vivaksitartha kalita patrika lekha ucyateP but has not identified it either

as a Samdhyanga as anything else.

A COMPARATIVE TABLE OF SAMDHIS & SAMDHYANGAS

STRUCTURAL
ELEMENTS

KV KALE SNS REMARKS

(A)Mja +
(K) Arambha =
(S) Mukha

✓ «/ ✓

✓ ✓ ✓

✓ V V

Up aksepa ✓ X

Parikara ✓ ✓ X

Parinyasa V «/ X

Udbbeda X X ✓

Prapti V* ✓ >✓

Paribhavana </ X ✓

Samadbana ✓ X X

Vilobhana X X ✓

Yukti X X ✓

Vidhana X X ✓

(A) Hindu +

(K) Prayotna =

(S) Pratimukha

✓ ✓ ✓

✓ </ ✓

✓ ✓

ViMsa <✓ *

Vidhuta * X X

Sama 1/ X X

Tapana X ✓ V

Parisarpa V V </

Pragamana </ V1 </
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STRUCTURAL
ELEMENTS

KV KALE SNS REMARKS

Nirodhann X X
V*

Vajra ✓ X ✓

Upanyasa ✓ ✓ </

Lekha

(Samdhyantara)

X ✓ X Kale calls it Samdhyahga; SNS does not

identify it, only quotes definition.

Puspa V* ✓ V

Dyuti X X </ SNS calls it Samdhyahga of Pratimukha

Samdhibxxt it is found in Garbha Samdhi.

Narnia <✓ V V

Nannadyuti ✓ V

Paryupasana V «/

Upeksa X X SNS calls it Samdhyahga but it is one of

tbe six ways of elimination of anger, it is

a part of Paryupasana Samdhyahga.

(A) Bindu + V </ ✓

(K) Prdptyaka = ✓ 1/ V

(S) Garbha y< V

Anuimna >/ v» V
•

Marga V* ✓

Abidaharana ✓ v> </

Udaharana ✓ ✓ ✓

Rupa X X v<

Sambhrama / Vidrava v» ✓ >✓ KV & Kale call it Sambhrama. SNS calls

it Vidrava. Both are same.

Samgraha X X

Totaka X X V

W
sa

j?
»A



STRUCTURAL
ELEMENTS

KV KALE SNS REMARKS

Aksepa /Ksipti ✓ </ ✓ KV & Kale call it Aksepa. SNS calls it

both Ksipti & Aksepa

Adhivala X X
V*

Krama * </ ✓

Prarthana X X ✓

(A) Hindu +

(K) Niyatapti =

(S) Vimarka

✓ «/ ✓

V* ✓ ✓
V* 1/ ✓

Sampheta X X <✓

Chalanam X X V Chalana & Chadana are one and the same

anga in the works of dramaturgy. SNS

.Locates it separately.

Vyavasaya <✓ X V

Apavada »✓ X X

Dyuti ✓ ✓ ✓

Vicalana V X ✓ Vicalana & Kheda are one and the same

Samdhyaiiga in dramaturgical works but

SNS locates them separately.

Pratisedha X X ✓

Kheda X X ✓

Viradhana ✓ v< ✓

Prarocaria ✓ X >/

Adana 1/ X ✓

Chadana X X V

Sakti v» X X



STRUCTURAL
ELEMENTS

KV KALE SNS REMARKS

(A) Katya + V* ✓ >/

(K) Phalagama = V ✓

(S') Nirvahana V ✓ V

Saindhi w' ✓ V

Vibodha V v' V

Grathana V V V

Nirnaya V X </

Prasada X X

Paribhasa V X X

Paryupasana X X v» Paryupasana is not an of Nirvahana

but it is only available in Pratimukba

Samdhi.

Upaguhana V V V

Purvabbava X X ✓

Krti ✓ V V
■

Ananda «/ ✓ V

Samaya V ✓

Bbasana X X

Upasamhara V V ✓ KV calls it Kavyasamhara; Kale & SNS

call it Upasamhara.

Pradasti V V

In his comprehensive commentary, SNS mentions nineteen 

{Sardulaviknditam, Vasantatilakam, Vamsasthavilam, ' Mandakranta,

Aryajati’ Anustup, Aupachandasikam, Malinl, Drutavilambitam, Haring 

PraharsinT, Upajati, PfthvT, Sikharim, Puspitagra, ViyoginT, Manjubhasini,



Indravajra, and Aparavaktra) metres with their definitions quoted from 

various metrical books like Vrtlaralnakara, .Pingala’s Chandahsutra,

Bhattakedara, etc,. Sometimes he even omits mentioning any definition of the 

metre or source from which he has quoted. He only says : (adiiktam or 

yallaksanam tu. He has identified all the metres in all the verses of the 

original text of K’s Vik.

He also reveals a profound knowledge of various kinds of Alankaras

and other dramatic elements as shown in works of poetics and dramaturgies. 

In fact, he mentions these elements throughout his commentary and quotes 

their definitions from various authorities like NS, SD, DR, KP, KN, etc. At

times, of course, he may identify some of them without giving their 

definitions and sources.

We give here an almost exhaustive conspectus of all such elements The 

‘poetic’ Alankaras i.e. the Alankaras of words and meaning shown by SNS

are listed here-in- below:
1) kabdalahkara : (i) Anuprasa,

(iv) Vrttanuprasa
2) Arthalahkara : (i) Upama,

(iv) Utpreksa, 
(vii) Malopama, 
(x) Vyatireka,

(ii) Slesa, (iii) Yamaka&c

(iii) Samdeha, 
(vi) Anumana,

(ii) Rupaka,
(v) Parikara,
(viii) Rupakatlsaya,(ix) Drstanta,
(xi) Tulyayogita, (xii) Svabhavokti, 

(xiii) Atlsayoktl, (xiv) Arthapatti, (xv) Samasokti, 
(xvi) Samuccaya, (xvii) Arthantaranyasa,
(xviii) Vis'esokti, (ixx) Vibhavana, (xx) Sahokti,
(xxi) Aksepa, (xxii) Smarana, (xxvi) Udatta,
(xxiv) Visama, (xxviii) Paryayokta, (ixxx) Luptopama, 
(xxx) Nidarsana, (xxxi) Samsrsti, (xxxii) Unmilita, 
(xxxiii) Prasamsa (xxxiv) Preyas, (xxxv) UrjasvT, 
(xxxvi) Upacara (xxxvii) Kavyabngam, & 
(xxxviii) Yathasamkhyam,



— 173) Ndtyalankara : (i) Parivada, (ii) Niti,18 “ 19(iii) Asirvacana
(iv) Adhilcscpa 0

(ii) DTpti,22214) Nayikalahkara : (i) Hava, (iii) Audarya,23

(iv) Dhairya,24 (v) Lalita,25 (vi) Vihrta26 and
(vii) Vikrta1

284a) Natyalaksana: (i) Gimaldrtana, (ii) Prccha29 (iii) Sariisaya,30

(iv) Prapti, 1 32(v) Anunaya, (vi) Vicara33

(vii) Abhipraya 34 (vm) Tulyatarka? "' (ix) Viparyaya,36

(x) Garhana7 & (xi) Prasiddbi38

5) Sabdaguna: (i) Madhurya,39 (ii) Audarya40 & SI(iii) Sukumarata
6) Arthaguna : (i) Kanti.42 (ii) Samadhi43 (iii) Arthavyakti,

(iv) Prasada5 & (v) Slesa46

7) Nayakaguna : (i) Sobha7

6) VTthyahga: (i) Asatpralapa,48 (ii) Trigata9 & (iii) Prapanca.50

7) Bliava : (i) Vnda1 2

8) Rasa: (i) Srhgara 2 & (ii) Bhayanaka.
Some observations regarding these elements as shown by SNS follow:

1) SNS once locates Pras'amsa Alahkara in his commentary in the last verses 

of Act I but it is not found in any work of poeticsjunder any of the various 

types of Alahkara. His words are: “idam prasamsa namalankaranam

yannayakah svamanah- sagarasasilekham manomtam preyasim 

prasamsatiZ”54 But he also mentions it as a laksana by name Gunaklrtana 

and quotes its definition from SD.

2) He mentions Upacara in the second Act. His words are: 

“anglamatanusaram tu nirjive sajivatvaropanat cetanatv’opacar'akhyam 

(personification hi tadakhyam) alahkaranam /”55 He does not give any 

definition of Upacara Alahkara which can, however, be included under 

Upacaravakrata.56



3) SNS mentions Preyas (III.7) and UrjasvT (V. 17) Alahkaras. He shows 

them as Bhavas. They are not found in DR, KP or KN. The commentator

says. “atra rajhah somavamsiyatvat candradevatavisayakarati- 

pratipadanena preyo’lahkaro ralyakhyo bhavas ca vyajate/” It is well 

known that only Dandin considers the group of Rasavad, Preyas & UrjasvT 

as Alahkaras. Vide his Kavyadarsa (11.275) kU-

Sagaranadin accepts that the poetic Alahkaras and the dramatic 

Alahkaras are different. Alahkaras like Upama etc. are employed to beautify 

the poem but these Natyalahkaras decorate the dramas. They can also, 

therefore, be called Alahkaras. SNS mentions four such Natyalahkaras viz. 

Parivada, NTti, AsTrvacana and Adhiksepa in his commentary. About this last 

group of dramaturgic elements, the following peculiarities need to be noted.

1. SNS mentions Adhiksepa as a Natyalahkara but this term is not found in 

any well-known work of dramaturgy. He does not give any definition of 
this term, he only locates it in his commentary.60

2. Nayikalahkaras are of three types: Ahgaja,\ Ayatnaja and Svabhavaja. 

Among the seven Nayikalahkaras mentioned by SNS Hava belongs to the 

Ahgaja group ; DTpti, Audarya and Dhairya to the Ayatnaja group ; Lalita 

and Vihrta are classed as Svabhavika.

3. Among the eight Gunas mentioned by SNS, Madhurya, Sukumarata and 

Udarata (or Audarya) are Sabdagunas and Kantj Samadhi, Artharvyakti 

Prasada and Slesa are Arthagunas. He also quotes from Jagannatha’s 

Rasaahgadhara the definitions of these Gunas. For example, When he 

comments on III-13 he says : “atra madhuryakhyah s'abdagunah //
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yaduktam “samyogaparahrsvalirilctavarnaghalilatve sati prthakpadatvarh 

madhuryam ' tatha caparjisavarnaghatitatvat sukumarata nama 

s'abdagimah/ tatha ’aIra prasadakhyah arthagunah yadaha pandit’endrah 

“yavad’arthakapadatvarupam’arthavaimalyam prasadah/ ” Here SNS < 

locales three Gunas in a single place i.e. Madhurya & Sukumarata are 

Sabdagunas and Prasada is an Arthaguna. He quotes the definitions from 

Rasagangadhara, Candraloka etc.

4. The commentator also mentions only one Nayakaguna called Sobha in

Act I but does not give its definition. Here it is used for showing the 

valour of king Pururavas.

5. Once he mentions VrTda the thirteenth among the 33 Vyabhicaribhavas as 

shown by Bharata.

6. Among Rasas, Srhgara is, of course, the principal Rasa, but SNS also

locates Bhayanaka in the beginning of the play in the cries of the'

62apsarases. He also mentions Vipralambhasrhgara in Act II. “atra 

vipralambha-s'mgarapariposinam vitarkautsukyacintanam bhavanam 

vyajyamanatvad bhavasabalataf’

SNS has also referred to the ancient commentator RN at many places.

(i) In Act II, when he has indicated the place ‘JhusT’, he says : x x x

pratisthanasya tadakhyanagarasya x x x tatparyam tu- vikramasya

rajadhanl gahgatata-paricumbini babhuva/ x x x atra hi rajadhanya

gahgasalilesv eva svarupadarsana- rupavyaparapratipadanena x x x tatha

ca tasya rajadhanlyatra kutrapf tlrtharajasya prayagasya samlpe evasld iti

sucitam/ pratisthanasy’ety’anena bhavet “patana "

63prayagapurvatlrasthitam (jhusi) nagaram - iti rahganathah/”



In the fouth Act also he has marked L pratisthana’ like this: 

“pratisthanam hi prayagasya purvatire vartamana vikramarajadhanif”6i

Here it should be noted that SNS has called the king as Vikrama
i

(vikramarajadhani)\ There is nowhere any evidence or support to show j

that Pururavas was also called Vikrama. SNS’s supposition, therefore, 

is entirely unwarranted and unsupported. Of course, this is the only 

place where he calls Pururavas as Vikrama. May be this is only an 

inadvertent mistake. The word Vikrama, of course, occurs in the title 

of the play but it is always taken in the sense of ‘valour.’ The title is 

explained as “vikramena jita urvas'T.” Here vikrama means valour by

which the king had obtained UrvaST by rescuing her from the demon 

and is able to retain her for his lifetime only through his valour in the

fifth Act.

(ii)SNS mentions RN in the context of a single word nibhrtaih (III.5), RN has 

explained: “nibhrtair guptaih” but SNS explains unibhrtair vinitailT He

corroborates it from Amarakosa and refers RN’s variant view thus:

“nibhrta vimtaprasritah samah ' ityamarah / rahganathastu guptair iti 

Ukhati/”65

(iii)In the third Act (Verse 6), SNS refers to RN in these words 

“ udayagudhasa s'ankamarTcibhir’ity’atra rahganathena ‘ udayagudhai

udayacalena cchannah” iti! But he disagrees, saying that if the rays are!

hidden behind the Udaya mountain, how can they dispel the darkness? 

‘%tta vadasamTcfnam - kutah~ gudhasu mancisu tamonihsaranam

asambha vam/”66

SNS says (IV.54): “purvadis'etipady’asyavataranikayam

rahganathah” “unmadatisayavasato nadlm samudratvma kalayamstam



narttakatvena varnayatT ”tyaha / air’eyam cinta yat yadlam saiva nadl ya 

rajna prasadyate yasyastTropakantham upa vistas ca sah lain muhurttantare

samudratvena kalayati tada ko'sail samudrah yam'abhisarantim lam drstva 

raja nunam iyam nadl n'orvasiti pramimite/etc.

Here what RN’s commentary means is perfectly clear but SNS has 

criticised it. He argues: if the king is propitiating his beloved in the form 

of the river, then which is the sea to whom she is rushing? He then 

explains the verse IV. 54 thus: the king is the lord of Pratisthana. He has 

gone out on the outskirts of the city with Urvas'I and she is lost. The king

believes the white waters of Ganga to be Urvasi converted into river, and

the dark waters of Yamuna at some distance (the colours of the waters of 

the two rivers are clearly seen at confluence) as the ocean. Thus, SNS 

refers to RN very often. He has accepted RN only at one place in his 

identification of Pratisthana but at other places he generally refers to RN 

only to show his mistakes as on pp. 159, 203, 204 & 210.

One Special feature of this commentary is that the commentator not 

only quotes from the ancient Indian authorities and commentators but also 
quotes from the classical western poets like Milton and Shakespeare. He j 

has shown his great knowledge of western literature. For example, 

iidayagudhasasahka-marlcibhis tamasi etc (III.6) . SNS has explained it

/

with so many references.

“ anglesvapyetanmanyate yat bhagavan sitarasmih parvatantarito

bhavati /yathah tatra bhavan milton (Milton) panditah

“ The sun to me is dark 
And silent is the moon 
When she deserts the night
Hid in her vacant interlunar cave/” 67



SNS says: “etadeva gurvapi hi virahaduhkham asabandhah 

sadaiva sadayati/ ”evam eva kiyal sundaram abhihitam 

sekspiyaramahakavina\

“Hope is a lover’s staff; walk hence with that and manage it 

against despairing thoughts.”

He also quotes from the modem Indian poet Ravlndranath 

Tagore. In the third Act, when UrvasI goes to her lover in the dress on 

an Abhisarika she asks Citralekha to look at herself:

“sakhi! rocate te mdyam muktabharana-bhusito nilamsuka- 

parigraho' bhisarikavesah/”

At this point SNS remarks: kavmdraih s'rlmadravmdranatha- 

thakkura mahodayair abhisarikavamane samyag idam bhanitam yat -

“When I go alone at night to my love-tryst, birds do not sing, the wind 

does not stir, the houses on both sides of the street stand silent .... it is 

the jewel at my breast that shines and gives light. I do not know how to 
hide it.” 69

SNS comments on the musical technical terms as he accepts the 

larger version of the text in which the Prakrit stanzas are included in 

the fourth Act. He has also called Vik a Trotaka. He almost follows the

earlier commentator RN for these technical terms and their definitions. 

He has, perhaps, nothing new to add to or differ from RN in this 

matter.
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MUSICAL
ELEMENTS

RN Kon SNS REMARKS

Aksiptika ✓ X >/ Kou calls PravesikTAksiptika
Dvipadika ✓ X «/ Kou does not mention Dvipadika
Jambhalika V* ✓ ✓

Khandadhara V V* V

Carcari ✓ V v«

Tern V* v<

Bhinnaka ✓ ✓

Khandaka V ✓

Carcarika ✓ X 1/ Kon does not mention Carcarika
Khuraka ✓

Valantika ✓ <✓

Vamaka ✓ X ✓ Kon does not mention Vamaka
Kakubba ✓ </ ✓

Kutilika ✓ >/ V

Mallaghatl ✓ V

Ardbadvicaturasraka </ ✓ V*

Caturasraka ✓ X </ Kon does not mention Caturasraka
Kulika (Kutilika?) y> </ V

Mandagbatl
(Mallaghatl)

✓ v> </

Khandika v< ✓ Kon does not mention Khandika
Galitaka </ . X i/ Kon does not mention Galitaka

It must be accepted that SNS is more complete in his commentary than 

any other ancient or modem commentator of Vik. He has shown his profound 

knowledge of grammar, metre, figure of speech and other dramatic technical 

details in his commentary. Particularly the. Natyalankaras, NayikglankEras,

Gunas, Rasas are not mentioned by any other commentator earlier than him. 

He. also shows the development of the play into three-fold analysis of the 

dramatic structure i.e. Arthaprakrtis, Karyavasthas and five Samdhis with

their 54 Samdhyahgas employed in the construction of the whole play. SNS 

locates them very clearly and quotes their definitions from various



dramaturgical works like NS, SD, DR etc. In this aspect he appears to follow

the ancient commentator KV rather closely. SNS also reflects the musical 

terms which are employed in the Prakrit verses in the fourth Act of the play. 

Here he follows RN and generally respects his opinion. The most individual 

aspect and characteristic of this commentary is that no one else refers to the 

western poets like Milton, Shakespeare etc. and even the modem Indian poet 

Ravindranath Tagore. Besides these, he has quoted from some uncommon 

sources like Suryasiddhanta, Daksamba, Vacanatripurari etc. We can, 

therefore, say that as a commentator he is the most comprehensive and 

extensive and in many respect the best among the commentators of Vik.
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42.op.cit., pp. 165 & 199 

43.op.cit., p. 197 

44.op.aY., pp. 144 & 165 

45.op.cit., pp. 162 & 178 

46.op.cit., p. 245 

41.op.cit., p. 32 

48.op.aY., p. 184 

49.op.cit., pp. 8 & 199 

56.op.cit., p. 44 

51.op.cit., p. 139 

52.op.cit., p. 21 

53.op.cit., p. 9
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5A.op.cit., p. 37 

55.op.cit., p. 64

56. C/! Nagendra, “A Dictionary of Sanskrit Poetics,” p.177

We quote him inexlenso : Upacara vakrata : Striking

metaphorical or secondary expression.

This third variety of striking substantive rooted in semblance 

based indication includes, according to Ruyyaka, all types of 

DHVANI. Kuntaka defines it as a striking use of metaphorical 

expressions. This variety represents a supposed or fancied 

identification of two distinct objects on the basis of even the slight test 

resemblance. It is the common foundation of figures like metaphor, 

denial, identity, hyperbole, etc. Visvanatha defines Upacaras the failure

to apprehend the difference between two absolutely distinct objects, by 

exaggerating the greatness of their mutual semblance. Through a 

metaphorical indicative expression, a common characteristic is 

superimposed upon a dissimilar, object under description. It comprises 

personification too.

51.op.cit., p. 113

58.Tripathi, R.V., Encyclopaedia of'Natyasastra, Vol.Ill, p.981 

59.op.cit., p. 188

60. Vide Tripathi R.V. op.cit., Vol. II. p. 275. “bMtoi stiffs 

sitor, flrcsR, | i (pwr) 4

afea 1 1 (n?,7.1523) i mfks’P 1,

3^ star 11 1.69)”

61.op.cit., pp. 129-130; Vide also Rasagahgadharah, Varanasi, 1983, pp. 71

& 74.



62.op.cit., p. 54 

63.op.cit., p. 63 

64.op.cit., p. 222 

65.op.cit., p. 109 

66.op.cit., p. 111 

61 .op.cit., p. 112 

68.op.cit., p. 114 

69.op.cit., p. 117
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SECTION - VII
RAMACHANDRA MISHRA’S PRAKASA

A. Personal Information about Ramachandra Mishra :
Pandit &ri Ramacandra Misra (RCM) is one of the modem

commentators who has written a Sanskrit-Hindi commentary on Vik called 

Prakasa. He has given infonnation about his ancestors and himself under the 

title Prakasa karturvamsaparicayali at the end of the book, and also in the

colophon of his commentary. He belonged to the Maithila Bhusura family of 

the village Pakdi, (District Muzaffarpur). He was bom in Saka year 1834 i.e.

1912 A.D. His father’s name was Madhusudana Misra and his Mother's name 

was Jayamani. His grand father's name was Sri Chitana Sarma & great grand

father’s name was Kanhai Misra. When he was only 8 years old his father

died (1920 A.D.). From that period he was brought up in his maternal uncle’s 

house. He learned well Sanskrit language from his preceptor Pandit Jhirigura 
Sarma. He shows deep gratefulness for his maternal uncle &ri ^rinatha. One 

Isvaranatha was his fellow-desciple. RCM earned the degrees of Acarya in

Sahitya from £rl KHorl £>arma and Acarya in Philosophy from Sri Jatesvara. 

When he composed this commentary on Vik around 1953 A.D., he was a 

Professor of Vedanta philosophy in Dharma Samaj Sanskrit College, 

Muzaffarpur, U.P.. Later on, he became a Professor of Sahitya in the Royal 

Sanskrit College, Ranchi, Bihar around 1955 A.D. At that time he was well 

known as ‘Maithila Pandita\ Still later he became the Professor & Head of 

the Department of Literature in KameWara Singh Darabhanga University, 

Darabhanga, Bihar, He had also earned the title 'Viplavacaspati.' s
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RCM composed Samskrta Sahityetihasa and Tarukatha. He has 

commented on many types of Drsyakavyas like Campu, Nataka, Natika, ^ 

Trotaka etc. and some works on poetics. He has commented on 

Campuramayanam, Campubharatam, Nilakantha-vijayam dramas like 

Anargharaghavam, Abhisekanatakam, Mahaviracaritam, Vikramorvaslyam 

{Trotaka), Priyadars'ika {Natika), etc. He has commented on Dandin’s 

Kavyadarsa. He has also edited Amrtodayam of $rl Gokulanatha Maithila, 

etc. He names many of his commentaries as Prakasa like Campubharatam, 

Campuramayanam, Nilakanthavijayam, Anargharaghavam, Vikramorvasl

yam, Priyadars'ika etc.

C : Ramacandra’s PrcikMa :

ROM’s Sanskrit-Hindi commentary on Vik is also called Prakasa. He 

mentions in the preface : “ath’edam upakramyate prakadayjtum ‘praka&a’ 

samanvitam vikramorvadiyam nama trotakam / asya racayituh paricayam 

sahityikam gauravamanyahca jnatavyam agre rastrabhasayam likhitam astiti 

tata eva jnatavyam/’ This commentary was published by the Chowkhamba 

Sanskrit Series Office, Benaras in 1953 A.D. The author accepts the larger 

version of the text of the play. He, therefore, calls it a Trotaka and gives its 

definition. He, of course, mentions the earlier commentators like KV, RN, 

Taranatha, M.R. Kale and SNS. “ vikramorvasiyatrotokasyanekas tTkah

prathante 1- katayavemakrta, 2- rahganathakrta, 2-taranathakrta, 4- kale 

mahas'ayakrta, 5- surendranatha sastnkrta caF 4

We have shown before that Taranatha perhaps is not a commentator of 

Vik and the commentary on Vik is written by his son PJV. ROM also quotes
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from all the earlier commentaries except Taranatha. Is it possible that he had 

only heard about Taranatha’s commentary, but it was not available to him?

RCM’s commentary is almost like notes. It gives word to word 

meaning. He shows grammatical formations of the title of the play Vik thus:

vikramorvasTyam = vikramena labdha urvasT vikramorvasT madhyapadalopT 

samasah/ tarn adhikrtya krtam vikramorvasTyam, ‘adhikrtya krte granthe’ id 

chah / Thus, he dissolves compounds systematically and generally quotes 

sUtras from Panini. He also explains many grammatical points with relevant 

sutras from Panini. e.g. Priyasuhrde = priyamitraya, atra ‘caturthi 

casisyayusyamadra bhadrakus'alasukharthahitaih’ id caturthi! 6

In the second Act RCM explains the king's capital city Pratisthana and 

quotes from Srud and Smrti. “ kalindlpayasa militatvena

sadsayapavitratakaresu / pradsthanasya nagarasya / bhagirathya yamuna 

sangamavisesapavanesu x x x yamuna sahgata-ganga-jalasya savis'esa- 

pavanatve srutih ‘sitasite saritau yatra sahgate tatraplutaso viyadutpatand’ 

id /ye vai tanva visrjand dhiraste vaijana amrtatvam bhajante, id ca / 

smrtirapy’aha- ‘ya gatir yogayuktasya tattvajhasya manisinah / sa gads 

tyajatahpranan gahgayamunasahgame’ /id//

gahga-yamuna-sahgame svam avalokayatah pradsthanasyetyanena 

jhusT namakam sampratikam nagaram eva tada pururavaso nagaram asid id

__ 7kathayand lokah/’

At another place, he compares the two ancient commentators RN and 

KV on a single point. He says : “kamalanalayamanaih = tvadartham

uttamyato’sya rajno gadhavirahotkanthaya parimlanaih krs'ais cangais
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tvadvisayanurago'haksaram ukta ev’eti vrtha tadartha tava vicikits'eti bhavah 

/ ‘mlanakamalanalopamair ahgaih, iti palho rahganalhasya,sa c’atispastah / 

katayavemas tu ‘kamalanalayamanaih’ ity'asya kantakilair ity’artham 

varnayati, tanca kantakodayam rajahrdayasthorvasTsnehaprama- pakam

gmanyate/”

RCM mentions the dramatic elements like Arthaprakrtis and 

Karyavasthas with the stages of love of the hero and the heroine. He mentions 

five Samdhis with their twenty-eight ahgas throughtout the commentary. The 

Samdhyangas are given here in below according to their Samdhis.

1. Mukha Samdhi: [(i) Upaksepa, (ii) Parinyasa, and (iii) Prapti] Act-I

2. Pratimukha Samdhi : [(i) Vilasa, (ii) Parisarpa, (iii) Tapana, (iv) Leldha 

(?), (v) Upanyasa, (vi) Puspa, (vii) Naima, (viii) Pragamana, (ix) 

Narmadyuti and (x) Paryupasana.] Act - II

3. Garbha Samdhi : [(I) Anumana, (ii) Abhutaharana, (iii) Marga, (iv) 

Udahrti, (v) Sambbrama, (vi) Krama and (vii) Aksepa] Act - III

4. Vimarda Samdhi: [(I) Virodhana] Aet-IV

5. Nirvahana Samdhi : [(I) Samdhi, (ii) Vibodha, (iii) Grathana, (iv) 

Upaguhana, (v) Samaya (vi) Ananda and (vii) Prasasti] Act - V

In this context RCM has shown five Samdhis as employed actwise, i.e. 

one in each Act, which isnot shown by any of the previous commentators like 

Kale, SNS etc. Actually, he has identified four Samdhis only. In the fourth

Act he only locates the fourth stage of Karya i.e. Niyatapti but strangely fails 

to mention the fourth Samdhi Vimarsa. Again, he mentions only one ahga of 

this Samdhi called Virodhana. Perhaps he does not feel like giving enough



attention to this aspect of the fourth Act in this commentary as he has paid 

more attention in this Act to showing and defining the musical technical 

tenns. He usually quotes the definitions of these Samdhyangas from NS, SD,

DR, NLR etc. but often does not mention the source as they are very

common. He has, however, followed the ancient commentator KV on this 

point rather closely. He often quotes KV's views also. For example, the 

definitions of Narmadyuti, Virodhana, Vibodha and Grathana are quoted

from KV with a clear mention of his name. At one place when he mentions 

Aksepa, an anga of the Garbha Sarhdhi, he almost reproduces KV but does 

not mention his name.

RCM also mentions Lekha as an anga of Pratimukha Samdhi and

follows Kale. Actually, Lekha is a Samdhyantara mentioned in RS. He

mentions Prasasti\ an anga of the Nirvahana Samdhi and quotes its definition

without source. This definition, however, is not found in any standard work 

of dramaturgy.

RCM has recorded sixteen metres throughout his commentary. They

are :
(1) SardulavikrTdita (2) Aryal Aryabheda (3) Vasantatilaka

(4) Vamsastha (occurs 4 times, out of which 3 times it is called Vmmastlmvila. pp. 14,20,153 &201)

(5) Mandakranta (6) Upajati (7) Aupacchandasika

(8) Malinl (9) Druta vilambita (10) PrthvI

(11) MalabharinT (12) Aparavaktra (13) Pnspitagra

(14) SikharinI (15) Mahjubhasim & (16) HarinT

He has also shown some Alahkaras. They are :

(1) Upama! Pumopamai Malopama, (2) Ullekha,



3) Udatta, (4) Drstanla, (5) Pratipa,

(8) Samuccaya, 

(11) Siesa,

(6) Vinokti, (7) Utpreksa,

(9) Arthantamyasa, (10) Parikara,

(12) Samdeha & (13) /I tisayokti

RCM mentions Sankaralankara only at two places. First one is 

employed in the verses ‘asyah sargavidhau prajapatir’abhuccandro’ etc. (1.8)

sandeahalankara according to KP. “atra narayanamunau nirmana- 

sambandhe’py’asambandhabhidhanad atis'ayoktir iti sahityadarpanah / 

atr’anyasya nirmana-karttrtve drdha-niscay’abhavad eva parardhem 

prajapater nirmana-karttrtvavyavrttir api. sandigdhaiveti kuddha- 

sand&halahkaro’tr’eti kavyaprakasab I tena ca suddhasandehatisayoktyor 

ekasrayanupravesarupah sankaro’tralahkarah 7”10 The second Sankara- 

lahkara is employed by RCM in the verse ‘na tatba nandayasi mam sakbya 

etc. (11.15). Here Upama and Vinokti Alahkaras are observed. He quotes the 

definition of Vinokti from Panclitaraja Jagannatha. In his own words: 

“upamam aha - sangame prayagabhidhane gahga-yamunayoh sangamasthale 

purvadrsta prathamama avalokita yamuna kalindl pascat gangaya vina drsta 

sati yatha na nandayati nayanam harati / yatha prayagabhidhe 

gangayamunayoh sangamasthale gangaya saha vilokyamana yamuna 

nayanam harati na tatba pascat gangaya virahita sat! drsyamana, tadvat tvam 

api pran mama sakbyorvasya saha drsta yavatim trptim akaror na tavatim 

adbunataya vina drsyamana karosTti bhavab /atr’opamavinoktyoh sahkarah /

where he calls it A tisayokti Alahkara according to SD and then Suddha-
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‘vinoktir yadvina’hyena nasadhvanyad asadhu va' id hi vinoktilaksafia’m,

'vinarthasambandha eya vinoktir id ca panditarajah//"11

Even beyond these, he has recorded some poetic terms in his
— — — 12commentary. He mentions one Nayikalahkara called Dhairya, one

13 14Natyalahkara called Vikita, one VJlhyahga called Trigata, one rasa called

_ 15Vipralambhairhgara. Once he quotes from Bharata the definition of 

Sattvikabhava. His words are: “stambhah pralayaromahcau svedo

vaivamyavepathii / asruvaisvaryam ity’astau stambho’smin niskriyangata / 

pralayo nastasamjnatvam sesah suvyaktalaksamh’ id/"16

RCM has mentioned the classical musical terms in the fourth Act of 

the play as he follows the larger version of the text. He almost follows the 

ancient commentator RN in this aspect. He shows Aksiptika, a dbruva in the 

dialogue between Citralekha and Sahajanya in the beginning of the fourth 

Act. He also calls it as a Gatha or Arya metre (“arya gath’ed sabdantaram")

and quotes its laksana thus :

“yasyah padeprathame dvadas’amatrastatha trtlye’pi/
_ „ „ 17astadasa dvitiye caturthakepancadasa sa” rya//”

He also mentions the musical songs like Dvipadika\ Jambhalika, 

KJbandadhara, Carcari, KJhandaka, Carcarika, Kulika, Mandaghat/ Khandika 

(glti) and Bhinnaka, Valandka, Kakubha (raga). He mentions Khuraka (nrtya 

/ geya) ; Tena (mahgala) ; Vamaka, Ardhadvicaturasraka and Caturasraka 

{sarhsthana) ; and Kudlika (natya). He does not mention MallaghatT in his 

commentary.
He quotes from some uncommon sources which are not quoted by the 

previous commentators viz. Natyapradlpa. Nalodaya , Subodhinikara ,
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Bhuvanakos21, Vamanasutra2, Kaiyata-bhasya-tFka'3, Vaidyaka"4,

Rabhasa25, Bhanu DIksita26, Sabdabhedaprakasa1, Sudhakara8, and Rava29.

These are the sources which are not commonly quoted by commentators. 

Some like Vaidyaka, Rabhasa, Rava etc. are hardly even known. We must

observe the simple fact that he does not show any new or uncommon insight 

in this play. He has read almost all the ancient classical and modem 

commentaries which were before him and has follows them in this or that 

aspect or part of his commentary. RCM is more like an easy notes-writer than 

a commentator. This was only to be expected since he was preparing a text

book of Vik to be printed and circulated among and used by the students 

studying the play through the medium of Sanskrit language.
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SECTION-Vlll

VENDHYESHWRI PRASAD’S VJNODA

A: Personal Information about Vindhyesliari Prasad Mishra:

Dr. Vindhyeshwari Prasad Mishra (VPM) is the latest modem 

commentator of Vik He has adopted an allonym ‘ Vinaya' which he mentions

on the inner title page, in the colophons of the first and fifth Acts of the 

commentary and in the ‘ Tlka ki upasamhrtf which is appended to the

commentary. In the upasaihhrti, he provides personal information about

himself. He also gave some more information about himself in his personal 
letter to this writer. Accordingly, he was bom on 18th March 1956 A.D. His 

father’s name is Pandita Umadatta Mishra. He was a teacher, a leader of his 

community and respected by learned people. He was the inhabitant of the 

village called Pahara, in the district of Chatarpur, south of ‘Banda’ region in 

M.P. This village belonged to the Bundela area and was situated on the bank 

of the river called Suktimati. The author has only one brother, younger to him 

and Vinod by name. The commentary is named after him.

VPM passed S.S.C. and H.S.C. from Madhyapradesh Education Board, 

Bhopal in 1970 and 1972 respectively. He passed B.A. from Avadhesh Pratap 

Singh University, Riva, M.P. in 1975, then he earned M.A. (Samskrta

Sahitya) and Ph. D. (Topic: Snmadbhagavat me Krsnakatha) degrees from

Benaras Hindu University in 1978 and 1982 respectively. His post-doctoral 

research at Sagar was on ‘Manuscripts of Natyasastra. ’ He was appointed as a

lecturer in the Department of Sanskrit in Dr. Hari Singh Gaur University, 

Sagar, M.P. (1983-84). Then he became a U.G.C. Research Associate in that 

University (1984-85). His commentary on Vik is a work of this period. He

mentions the date of its completion as on Monday, Ksvin Krsna, eighth day



of V.S. 2038? He was a lecturer in the Government College of Panna, M.P. 

(1985-86). From 1986 onwards he became a lecturer (senior scale) in the 

Sanskrit Department, Vikram University, Ujjain. He has written many articles 

on Sanskrit works and read papers in seminars and conferences. He won 

prizes for his essays, poems etc. He has also presents programmes on All- 

India Radio and Television. He is now also a popular exponent of 

Snmadbhagavatapuranam. He carries on weekly discussions on Bhagavata-

philosophy, and gives popular expositions and conducts Sattras on 

Bhagavata. Three of the four Ph. D. studies guided by him are on topics 

related to Bhagavata, the fourth is on Vallabha philosophy. His commentary ‘ 

Vinoda’ on Vikis perhaps his first publication.

B: The commentary Vinoda:

VPM calls his commentary ‘ Vinoda’ (after his brother’s name) which is

written in Sanskrit and Hindi languages. It is first published by Krishnadas 

Academy, Varanasi in 1984 A.D. He follows the style of the first Sanskrit- 

Hindi commentary of Asananda Varman. He gives construe (anvaya) of

verses, commentary (vyakhya) and import (bhavartha) of the text. In the

benedictory verses, he praises lord Ganesa and the subtle speech. He accepts

the larger version of the text as do RN, Kon, ACV, PJV, MB, Asananda, S.N.

Shastri and RCM. He agrees with the opinion that the word vikramalahkara

suggests king Vikrama being his patron, i.e. vikramalahkara =

parakramasyabharanam, vinamratayaiva parakramah sobhata iti bhavah /atra

vikramalahkara iti s'abdena mahakavina svasrayadatuh vikramadityasya

2sahketena namagrahanamapinirvyudham’ itikecit/”



At one place, while comparing the views of RN and KV he repeats the 

text of RCM verbatim that the name of RCM is mentioned here seems only

on inadvertent slip, since at other three places, he clearly mentions his name 

(pp. 58, 184 & 190). He mostly quotes from RN’s commentary (seventeen 

times), but also twice from KV and once from Kale. He gives word to word 

meaning and quotes the relevant portions from numerous sources. He shows 

four Samdhis and their fifteen Samdhyangas throughout his commentary. 

They are as follows:

1. Mukha Samdhi: (i) Vidhana

2. Pratimukha Samdhi: (i) Parisarpa, (ii) Tapana, (iii) Lekha

(iv) Puspa, (v) Narmadyuti, (vi) Narma &

(vii) Paryupasana.

(i) Anumana,, (ii) Marga &

(iii) Abhutaharana

(i) Upaguhana (ii) Samaya (iii) Ananda

& (iv) Kavyasamhara.

VPM does not mention Vimarsa Samdhi any of its Samdhyangas in his 

commentary. He calls Lekha as a Samdhyanga like his predecessor Kale, 

RCM etc. He quotes the definitions of these Samdhyangas from DR and SD. 

Beyond these, he mentions nineteen metres with their definitions viz.

(1) Anustup/Sloka, (2) Aparavaktra, (3) Krya / Aryabheda,

(5) Pithvh (6) Dmtavilambita,

(8) PraharsinI, (9) Aupacchandasika,,

(11) Mandakranta,; (12) Malim,

(14) Vasantatilaka, (15) Harini

3. Garbha Samdhi :

4. Nirvahana Samdhi:

(4) Upajati,

(7) Puspitagra,

(10) Manjubhasim, 

(13) MalabharinT,



/ /

(16) Viyogini, (17) Sardulavikndita, (18) Sikharim, &

(19) Vamsasthavilal Vamsastha.

He also mentions the following Alankaras in his commentary:

(1) Arthantaranyasa, (2) Anuprasa, (3) Anumana,

(4) Aksepa, (5) Ulpreksa, (6) Smarana,

(7) Kavyalinga, (8) Tulyayogita, (9) Drstanta,

(10) Paryayokta, (11) Parinama, (12) Prey as,

(13) Yathasamkhya, (14) Yamaka, (15) Rupaka,

(16) Vikrama, (17) Vibhavana, (18) Visesokti,

(19) Vyatireka, (20) Slesa, (21) Samasokti,

(22) Samuccaya, (23) Sasamdeha, (24) Sarhkara,

(25) Samdeba, (26) Samsrsti &

(27) UpamalPurnopama] Malopama,

VPM mentions some other poetic terms in his commentary like 
Mlrvacana (.Natyalankara), Madhurya,5 Saukumaiya,6 Prasada

(Kavyagma), Trigata (Vlthyanga) and two rasas, viz. Vipralambha and 

Vats ala10 He also indicates one variant reading in his commentary: 

“alpabharanabhusitah = svalpalankarah /atra ‘muktabharanabhusitah' iti va 

pathah/ U

In the fourth Act of the play, he identifies some musical terms. They 

are: Jambhalika, Khandadhara, Carcan, Khandaka and Khandika (gltivisesa) ;

Bhinnaka, Valantika, Kakubha, (ragavisesa) ; Dvipadika (padadvayam 

calitva) ; Khuraka (nrtyavis'esa/geyavisesa); Kutilika and Mallaghaff



(natyavisesa); Ardhadvicaturasraka and Catorasraka (natyasamslhana); and 

Tena (mangalartham aksaradvayam).

Though VPM explains grammatical formations of words, reveals the 

imports of verses, identifies technical terms and aspects and quotes from 

numerous authorities, there is neither any new information nor any unnoted 

reference to be noted. But with so many commentators with their richly 

learned and exhaustive commentaries going before him, this was only to be 

expected and natural.
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