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Editor's Note

On behalf of the Editorial Board of the Journal, I am
happy to present the Volume. 26, Issue No. 2 of our
Journal. Started in October 1999, the Journal has completed
26 years of its existence. It has reached its 26

th
 Anniversary!

This indicates the journal's continued relevance and
success. The journal could reach this stage because of the
support of the learned members of the Editorial Board, the
Contributors, institutional and individual subscribers, and
readers. I am glad to inform the readers that our Journal
has received recognition and support from the esteemed
Central Sanskrit University, New Delhi.

The main objective of our Journal is to promote studies
in Oriental learning; in particular Indological subjects. We
hope to continue to publish research papers on subjects of
different areas of Indian cultural heritage.

Kochi - 32 Dr. V. Nithyanantha Bhat
15-05-2025 Editor
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A Trilingual Sanskrit Drama in
Modern Age

Dr. Somdatta Hati

In the development of Indian culture Mithil¡ has a
long literary tradition. In ancient India, writing in Sanskrit
was considered to be a qualification and a sign of
greatness. But common people did not understand
Sanskrit. So, the scholars of Mithil¡ began to use
vernacular terms and songs in Sanskrit drama to make the
language popular. In those dramas speeches were in
Sanskrit and Pr¡k¤t and songs in Maithil¢. As a result,
from medieval period (i.e. 13

th
 to 19

th
 century) Sanskrit

dramas had made a new turn and were written in three
languages. Dh£rtasam¡gama, GorakÀavijaya, Nalacarita,
Ënandavijaya, P¡rij¡tahara¸a, Gour¢svyamvara,
Prabh¡bat¢hara¸a, Uc¡hara¸a and such other about twenty
variegated dramas came to exit. The dramas incorporating
the three languages can be considered to be totally new
type of Sanskrit dramatic composition. Here it should be
noted that pure Sanskrit dramas were composed by
eminent and trained poets, but the dramas containing three
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languages came from the pen of less renowned poets
having knowledge of Sanskrit. They were certainly the
poets of the soil and they prepared the dramatic pieces
for the enjoyment of local people.

Um¡pati Up¡dhy¡ya, the author of P¡rij¡ta-hara¸a
flourished in the medieval period of Sanskrit literature in
Mithil¡. In medieval time for a number of years, some
scholars and poets from Mithil¡ would visit the courts
of Bundelkhan·a. Relevantly the title 'Guru' attached to
Um¡pati's name in the bhanit¡'s of the songs in P¡rij¡ta-
hara¸a suggests that he must have been the R¡jaguru of
Hindupati. Besides, we have a manuscript copied by one
of Um¡pati for Hem¡ngada Th¡kura in La. Sambat.
577(=1696 A.D.),

1
which is important in as much as it

makes it possible for Um¡pati to have gone to
Bundelkhan·a along with Hem¡ngada Th¡kura and
others.

P¡rij¡tahara¸a by Um¡pati Up¡dhy¡ya is a successful
Sanskrit drama. It is a one-act n¡maka. The drama starts
with the auspicious Maithil¢ song of Devi Durg¡, then
with nand¢ of two ¿lokas, invoking blessing from Lord
Hari and the king Hindupati. In the prologue describing
the celebration of áiva's weeding, s£tradh¡ra informs the
title and the author of the drama and author's
accomplishments and also introduces the hero and heroine
of the drama.

10
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The subject of the drama is connected with K¤À¸a,
but is not the hackneyed love-story of K¤À¸a and his gopis.
There is more sustained interest and far more compactness
in this drama. N¡rada offers K¤À¸a a priceless p¡rij¡ta
flower as a tribute. K¤À¸a gives it to his first wife
Rukmi¸¢ instead of his favourite wife Satyabh¡m¡,
because he considers that Rukmi¸¢ has better claim on
it. Satyabh¡m¡, being provoked by her attendant Sumukh¢
becomes jealous of Rukmi¸¢ and feels insulted. She gets
angry with K¤À¸a and demands the entire p¡rij¡ta-tree.
K¤À¸a, to pacify his beloved, sends N¡rada to Indra for
the tree. Indra naturally refuses to give. Thereupon there
is a war where Indra is defeated and Satyabh¡m¡ is
propitiated. At this time N¡rada plays a trick. He tells
Saty¡bham¡ if one's dearest thing is given away under
the shade of p¡rij¡ta, one gets immortal fruit. Satyabh¡m¡,
therefore, gives him K¤À¸a as her dearest possession and
Subhadr¡ gives him her husband, Arjuna. K¤À¸a and
Arjuna then become N¡rada's slaves and he puts them up
for sale. Satyabh¡m¡ and Subhadr¡ purchase back their
husbands for a cow each and the drama ends with
generous hilarity.

N¡rada is the guiding star of this drama. His presence
brings in quarrel. The fight between Indra and K¤À¸a or
the jealousy between Satyabh¡m¡ and Rukmi¸¢ takes
place due to the intervention of N¡rada. N¡rada's
quarrelsome character and the fault-finding nature of

11
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Sumukh¢ are revealed in a funny dialogue. The
descriptions of this drama stir our imagination and would
not make the audience feel the lack of scenery. The
Maithil¢ songs are in extraordinarily polished and
mellifluous style.

The plot of the drama P¡rij¡tahara¸a is also taken
from the pur¡¸a. The story is found elaborately in the
HarivaÆ¿a and briefly in ViÀ¸upur¡¸a and
Bh¡gavatapur¡¸a. The author Um¡pati follows the
HarivaÆ¿apur¡¸a for the plot. The playwright, retaining
the main story outline has introduced new characters,
episodes by his power of imagination and poetic faculty
and thereby elevated the quality of the drama and made
it livelier.

The structure of Sanskrit n¡maka is regulated by
certain prescribed rules, which are prescribed in the
Sanskrit dramaturgy and stand as requisites for the
n¡maka. In the conclusion of the text P¡rij¡tahara¸a, the
author Um¡pati Up¡dhy¡ya has written "<  i …
®…Ω˛…®…Ω˛…‰{……v™……™…EÚ ¥…{…Œhb˜i…®…÷J™…∆ ∏…“®…n÷˘®……{… i… ¥…Æ˙ S…i…∆ {…… Æ˙V……i…Ω˛Æ˙h……J™…∆
x……]ıE∆Ú ∫…®……{i…®…¬'*2

 So the playwright himself has categorized
his drama as a n¡maka. But according to S¡hityadarpa¸a,
there should not have less than five acts in a n¡maka.

3

But it is a one act play. So it should not be applicable
to the category of n¡maka. In fact, all the plays in Mithil¡
are called n¡maka, although none of them is of more than
one-act. It seems that after sixteenth century, one-act play

12



A Trilingual Sanskrit Drama in Modern Age 2

comes to the fore, keeping an eye on the busy schedule
of the mass.

Um¡pati has exemplified many alaÆk¡ras such as
upam¡,

4
utprekÀ¡

5
, r£paka,

6 
vyatireka

7
 etc., but has not

preferred the excesses of alaÆk¡ras. He has established
the arth¡laÆk¡ras superior to the embellishment of words.
The thought, the comparisons, the poetic figures originate
from his mind. His applications of alaÆk¡ras do not
destroy the literary beauty. His similes are taken from the
ordinary life.

P¡rij¡tahara¸a is remarkable for its literary merits and
provides a very good entertainment. The plot is well
constructed; events follow one another in a logical
sequence. The characterization is intimately linked with
the plot of the play.

The chief merit of P¡rij¡tahara¸a lies in the easy flow
of Maithil¢ language in the lyrics, their sincerity of
feelings and their capacity to touch the human heart. The
distress of the soul imaginating itself to be deserted by
God is allegorically depicted.

8
 Some lyrics are the worthy

specimens of the dainty poetic style.

Thus, both from the point of view of entertainment
and literary merit, P¡rij¡tahara¸a is successful and the
author Um¡pati has succeeded in producing a finished
piece of art.

13
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Now before discussing the socio-cultural condition of
Mithil¡, we should have to know about the historical and
cultural background of Mithil¡.

Mithil¡ is bounded on the north by the Him¡layas
and on the south, west and east by the river Ganges,
Gan·aka and the Kou¿hiki respectively. It comprised the
districts of Champaran, Muzaffarpur, D¡rbh¡´g¡, Saharsa,
Purne¡, North Mauµgera and parts of the Terai reign in
Nep¡l. It forms the north-eastern part of the state Bih¡r.

Dr. Jaykanta Mi¿ra in his book 'The History of
Maithil¢ Literature"

9 
informs, 'Mithil¡ is associated with

the name of Janaka Videha and stands apart pre-eminently
as the land given to intellectual pursuits and consequently
to speculations about the spiritual well-being of man.
Janaka gave impetus to philosophical discussions at his
court and that formed the Kernel round which the Indian
culture has grown, developed and ultimately perfected in
later years.' Vidy¡pati in his PuruÀapar¢kÀ¡ has said that
the people of Tir¡bhukti are by nature proud of their
merits. It was here in Mithil¡ that Janaka rules,
Y¡jµavalkya legislated and Goutama meditated.

We do not get definite information about the ancient
ruling dynasties of Mithil¡ after the Janaka dynasty. For
some time, it formed a part of the republic of Vai¿¡l¢.
During the Gupta period, it formed a part of the empire
of HarÀavardhana. Actually, the emergence of Mithil¡ as

14
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distinct political unit begins in 1097 A.D. It was the
Karna¶as, who had come from south, started a new era
of splendid glory and achievements in Mithil¡. The
Kama¶as have ruled Mithil¡ over than hundred years. The
author Jyotir¢¿vara flourished under Karna¶as. During the
reign of Karna¶as, Mithil¡ became the centre of Sanskrit
literature and philosophy. The Karna¶as were replaced by
the Oinwaras in about 1325 A.D. Vidy¡pati flourished
under that dynasty. The Oinwaras were replaced by the
Khandawalas in about 1556 A.D. The contribution of
Mithil¡ to the development of a synthetic Indian culture
has been immense. Y¡jµavalkya developed the
M¡dhyandini branch of Yajurveda. The Y¡jµavalkyasm¤ti
came to be duly recognized and formed the bedrock of
the Mithil¡ school of Hindu law. The contribution Mithil¡
to Sm¤ti is equally important. Mithil¡ has produced
illustrious writers and thinkers and India is proud of
Mithil¡'s contribution to Ny¡ya. In the realm of
philosophy, especially Ny¡ya and Mim¡Æs¡, Udyotakara,
Prabh¡kara, V¡chaspati, Udayan¡c¡rya, Mur¡ri and
áaÆkara made their valuable contributions, while in the
realm of SÆrti, Hal¡yudha, Bhavadeva, ár¢dhara,
Cande¿vara, Gane¿vara. Vidy¡pati and others are notable
figures. Scholars from different parts of India used to
come here for training in Neo-logic or Navya-Ny¡ya. The
medieval period of Mithil¡'s history has rightly been
described as its golden age. The literary achievements of
Mithila have been second to none. Padman¡bha Datta

15
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started a new school of Grammar known as
'Supadmavy¡kara¸a'. Bhanudatta, author of Rasamaµjar¢
wrote on rhetoric and erotic; while Jyotir¢¿vara had
already made a name by writing Pancas¡yaka and
Ranga¿ekhara. P¤thvidhara ¡carya wrote a commentary on
M¤echakamika, Bhavadeva on NaiÀadhacaritaÆ and
Govinda Th¡kura composed K¡vyaprad¢pa. ár¢dharad¡sa
brought out a magnificent anthology, known as
'Saduktikar¸¡m¤ta'. In the field of lexicon,
ár¢sankar¡carya's commentary on the Amarako¿a is a
remarkable achievement of Sanskrit literature.

Mithil¡ had a long literary tradition. Sanskrit was the
main vehicle of expression and the chief source of
learning. The famous writers of Maithil¢ in the early
period were equally great in Sanskrit. Sanskrit provided
Maithil¢ with a great intellectual and spiritual background.
As a repository of knowledge and culture, Sanskrit reigned
supreme as medium of culture. Dramatists, philosophers,
and priests composed their works in Sanskrit and they
were patronized by the kings. As the devabh¡À¡, Sanskrit
was held in high esteem since it was the embodiment of
the Indian tradition. Writing in Sanskrit was considered
to be a qualification and a sign of greatness and hence
persons, even well-versed in languages chose to write in
Sanskrit. No other modern language has followed the lines
of Sanskrit as closely as Maithil¢. Even in the Maithil¢
dramas, we frequently come across three languages viz.

16
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Sanskrit, Pr¡k¤t and Maithil¢. Hence from the early
medieval period up to 20

th
century a lot of d¤¿yak¡vyas

were written in three languages. Jyotir¢¿vara's
Dh£rtasam¡gama was the top of that list. Of these three
languages, Sanskrit however was the prominent one. Of
the characters of these plays, principal male ones spoke
in Sanskrit; female and inferior characters spoke in Pr¡k¤t
and the lyrics used in these dramas was in Maithil¢
language. These dramas incorporating the three languages
can be considered to be totally new and novel type of
Sanskrit dramatic composition.

The language of Cary¡padas, Pr¡k¤tpaingalaÆ,
Kirtilat¡ and Kirtipat¡k¡ of Vidy¡pati represents Maithili
of the oldest period in as much as it preserves some of
the apabhraÆ¿a-characteristic. All these works display the
genesis of the language.

From Jyotir¢¿vara, the Maithil¢ language represents
a form of independence and vitality. His Var¸aratn¡kara
presents to us the earliest and the longest specimen of
the early new Indo-¡ryan prose speech, with tatbhava or
Pr¡k¤t forms renders its importance all the more greater
as affording us a sure evidence of having become a part
of the daily life of the people. It appears that the Maithil¢
speech at the time of Jyotir¢¿vara was a far simpler idiom.
That was the age of the triumph of Maithil¢ speech,
because we find the people of that time making conscious

17
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and the deliberate efforts to develop the language and
literature. In the Dh£rtasam¡gama, we get the earliest
extant specimen of the Maithil¢ poetry. Jyotir¢¿vara was
the first, who had introduced twelve Maithil¢ lyrics in
Sanskrit drama.

After Jyotir¢¿vara, Vidy¡pati in his PuruÀapar¢kÀ¡ has
also used Maithil¢ words. The lyrics of R¡mad¡sa and
Um¡pati also show this diction in the Maithil¢ lyrics of
their dramas, Ënandavijaya and P¡rij¡tahara¸a respec-
tively. These lyrics are the unique achievement of new
Indo-¡ryan language and may be taken as the finished
products of a long literary tradition. So, we may agree
that Maithil¢ is really an independent language and cannot
be included either in Hindi or in Bengali as one of the
dialects of either of these and that on the basis of
lexicography only. Thus, Maithil¢ has developed into a
full-fledged literary language with a finished and chaste
poetic diction. As a result, the eminent Sanskrit writers
also had begun to use Maithil¢ term, lyric in their writings.

Several social customs and practices of the daily life
of the people of Mithil¡, prevalent of that time are
depicted in Dh£rtasam¡gama. From this text, we come
to know the conventional midday meal of ancient Mithil¡
and we have also a list of the delicacies menu in which
rice with card, butter, various vegetables, fish, meat are
included.

10
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It also throws light on the prosperous life of the
countryside people of Mithila.

| … ‰ I …∫¥ … , | … ‰ I …∫¥ … ,   ¥ …  Ω ˛ i …¶ … … M ™ … ¥ …V … x … ® … ÷ hb ˜ ∫ …o ˘ ∂ …
§…Ω÷˛i…Æ˙®… Ω˛π…“∫i…®¶…∂……‰¶…®……x…S…i…÷&∂……±…®…¬ <i…∫i…i…& ∫…SS…Æ˙¡…±…M……‰¥…i∫…∂……‰ ¶…i…∆
{ … … x … … ‰ k … ÷R ¬ M …∫ i … x … …± …∫ …- { …   Æ ˙ ∫J …± …-® … xn ˘ -∫ …\S … … Æ ˙ Æ ˙ ® …h … “ ™ … …
¥……∫…{… Æ˙∫…Æ˙∫…\S…Æ˙S…‰ ]ıEÚ…∫…®…⁄Ω˛EÚ∫™…… {… ®…Ω˛…v…x…∫™… ¥……∫…¶…¥…x…∆  ¥…±……‰C™…i…‰*˙11

Another important feature of Maithila-life revealed in
our proposed dramas is the great devotion to the art of
composing drama and music. Up to the 18

th
century,

Maithil¡ literature had a special preference for the drama
and its musical qualities. The poetical and musical features
were the chief characteristics of medieval Sanskrit dramas
and they were inspired by religious fervour and extreme
devotion. Two varieties of Sanskrit drama are known to
have existed. One in praise of K¤À¸a as in Ënandavijaya,
P¡rij¡tahara¸a etc. and the other in praise of áiva as in
Gour¢svayaÆvara etc. Throughout the medieval period,
K¤À¸a theme dominated the scene of these poetical
dramas.

The drama seems to have been a very popular art
in Mithil¡ and the deficiency in the branch of prose was
made up by the poetic and dramatic compositions. The
themes were based on the paur¡¸ic legend. Rukmi¸¢,
P¡rij¡ta, UÀ¡, Gour¢, áiva and K¤À¸a form the basis of
these stories. R¡mad¡sa, Um¡pati and HarÀanatha stick to
the rules of Sanskrit drama. They were greatly influenced
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by the Sanskrit classic. But these dramas are mixed of
Sanskrit, Pr¡k¤t and Maithil¢. Here all the songs are in
Maithil¢. The chief merit of these dramas lies in the easy
flow of the Maithili language in the songs. These dramas
served a great purpose for the common mass. Through
these dramas, all ideas were brought to the level of the
mass and represented the people's culture. The introduc-
tion of Maithil¢ lyric in Sanskrit drama marked the victory
of the people's language in the medieval period. The
influence of Y¡tr¡-k¢rtana of Bengal and Assam over
these dramas of Mithil¡ cannot be denied and they
represented the prevalent customs of Maithila-life and
culture. The lyrics were highly poetical and musical at
the same time. Some of songs of these dramas are the
best specimens of Maithil¢ literature. They are matters of
religious experiences, philosophical reflections on the
world and on morality, poignant introspection of the self,
self-anguish and yearning for illumination. They have both
a sensuous and intellectual appeal.

Music appears to have been greatly valued in Mithil¡
from very early times. The earliest reference to local rag¡s
and r¡gi¸¢s is found in the cary¡-padas. Mah¡r¡j¡
N¡nyadeva (1097 A.D.-1133 A.D.) seems to have first
patronized and developed the popular r¡gas. After him,
Jayadeva, the author of G¢tagovinda, exercised the
greatest influence on the evolution of the Maithil¢ School
of music. His melodious tunes inspired Maithilas and there
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were numerous imitators of his melodies. We know the
great musical activity in the reign of Mah¡r¡j¡
HarisiÆhadeva. In his reign, Jyotir¢¿vara, in his work
Var¸aratn¡kara has given an elaborate description of
music, in Dh£rtasam¡gama also. There are twelve
Maithil¢ songs where twelve kinds of r¡gas and t¡las are
mentioned. After the golden age of Vidy¡pati, R¡mad¡sa
and Um¡pati have successfully used lyrics in their dramas.
Thus the lyrical songs preponderate and the playwrights
largely use them to bring home the message inculcated
in the play. Through these dramatic compositions, people
could cultivate the emotional vein of personal devotion
to god or even the expressions of natural feelings of love.
From the above discussion it is clear that in the medieval
period the cultural life of Mithil¡ fit to produce great
literature and art; its religious faith was sustained; its
social and cultural life had great sources of creating drama
and its cultivation of music reached such high degrees of
excellence as was capable of producing the best melodies
and songs.

The multifarious nature of the tradition of Sanskrit
literature can be found in every stage of the culture of
the vast territory of India. In other words, the thematic
abundance of Sanskrit literature has touched the social and
cultural tradition of the people of various provinces and
evolves itself. Following the structure of the Sanskrit
dramaturgy of late and in contemporary time even, the
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thematic abundance of the R¡m¡ya¸a, Mah¡bh¡rata and
Pur¡¸a helps to entertain contemporary viewers. Accord-
ing to Dhanik¡ra, "∫…¥…Ê x…¥…… < i… ¶……Œxi…, ®…v…÷®……∫… <¥…*˙' We can
find an amazing fusion took place in Maithili literature
during 14

th 
to 17

th 
century. The Sanskrit dramaturgy and

the culture of Mithil¡ amalgamated themselves to enrich
each other. By these dramas, Sanskrit literature made its
way in the society and culture of Mithil¡ and this
combination did wonder and continues to do so.
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The Concept of Slavery in
Dharma¿¡stra

Dr. Tarak Jana

Slavery has existed as a constant element in the social
and economic life of all nations of antiquity such as
Babylon, Egypt, Greece and also of many nations of
Europe. It was however left to such Christian nations of
the West as England and the United States of America
to carry on the institution of slavery in the most horrible
manner possible never dreamt of by any nation of
antiquity, viz. by sending out kidnapping expeditions to
Africa to collect slaves, to huddle them in ships in such
unspeakably filthy conditions that half of them died on
the voyage, to sell them to plantation owners and others
like chattel. Westermarck in his 'Origin and Development
of the Moral Ideas' Volume. I (1912) was constrained to
observe "This system of slavery, which at least in the
British colonies and slave states surpassed in cruelty the
slavery of any pagan country ancient and modern, was
not only recognized by Christian Governments but was
supported by the large bulk of the clergy, Catholic and
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Protestant alike." Slavery was abolished in the British
Dominations only in 1833 and in British India by Act
V of 1843.

The word 'd¡sa' in the Îgveda generally stands for
the opponents of the ¡ryas. It is possible that when the
d¡sas were vanquished in battle and taken prisoners they
were treated as slaves. In the Îgveda, however, there are
not many passages where the word 'd¡sa' can be said to
have been used in the sense of slave. In Îgveda VIII.56.3
we read "thou madest a gift to me of one hundred donkeys,
of one hundred fleece-bearing ewes and one hundred
d¡sas."

1
 It appears that here d¡sa means slaves or serfs.

The Taittir¢ya SaÆhit¡ VII.5.10.1 says, "d¡sis (girl slaves)
place on their heads jars full of water and singing this
madhu and beating their feet against the ground dance
round the m¡rjal¢ya."

2
 The Taitt¢riya Samhit¡ II.2.6.3

refers to the gift of a horse or a male (slave). "He obtains
a portion of himself who accepts (in gift) a being with
two rows of teeth, a horse or a human male; on accepting
an animal with two rows of teeth one should offer to
Vai¿v¡nara a mess cooked on twelve potsherds."

3
 In the

B¤had¡ra¸yaka UpaniÀad IV.4.23, Janaka after receiving
instruction in Brahmavidy¡ from Y¡jµavalkya exclaims
"I make a gift to your honour of the Vide has together
with myself for being your slave."

4
 We read in the

Ch¡ndogya UpaniÀad "In this world they speak of cows
and horses, elephants and gold, fields and houses as
greatness."

5
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Manu ordained (I.91, VIII.413, 414) that the principal
duty of the ¿£dra was wait upon the three higher castes
or that the ¿£dra was created by the Creator for the service
of br¡hma¸as, the ¿£dra who thus served a dvij¡ti as a
duty was not his slave. Jaimini (VI.7.6) makes this
perfectly clear by saying that when a man makes a gift
in the Vi¿vajit sacrifice of everything belonging to himself
he cannot make a gift of the ¿£dra who waits upon him
as his duty. áabara in his bh¡Àya adds "the ¿£dra may
not desire to serve the man to whom the sacrifice gives
his all and ¿£dra the latter has no power over him if he
is unwilling." Manu (VIII.299-300) places a slave on the
same level as one's son in the matter of corporal
punishment "the wife, the son, the slave, a menial servant
one's full brother --- these when guilty of wrong may be
beaten with a rope or a thin piece of split bamboo, but
only on the back and never on the head and if a person
beat them otherwise he would be punished as a thief."

6

Ëpastambadharmas£tra  says that one may indeed stint
oneself, one's wife or son if guests come, but never a d¡sa
who does one's menial work or a d¡sa and hired servants.

7

The Kau¶ilya's Artha¿¡stra
8
 gives very important

provisions about slaves. Kau¶ilya says that the mlecchas
are not punishable if they sell or pledge their children,
but an ¡rya cannot be reduced to slavery. He then
prescribes that if a relative sells or pledges a ¿£dra (who
is not born as a slave) or a vai¿ya or kÀatriya or a
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br¡hma¸a, he should be respectively fined 12, 24, 36 and
48 pa¸as and that if a stranger sells or pledges the above,
then the vendor, the vendee and the abettors will be liable
to the first, middle and highest ammercements and
whipping respectively. But he allows the pledge of even
an ¡rya in family distress. He refers to several kinds of
slaves viz. dhvaj¡h¤ta (captured in battle), ¡tmavikrayin
(who sells himself), udarad¡sa (or garbhad¡sa, one who
is born to a d¡s¢ from a slave) or those so made for a
debt (¡hitika), or for a fine or court's decree. He then
prescribes how they are set free from slavery. One who
sells himself or is pledged or is born a slave becomes
a free man by paying off respectively the amount for
which he was purchased or pledged or what would be
a proper price. One who is made a slave for a fine may
pay off the fine by doing work. One captured in war may
become free by paying according to the time he has been
in bondage and the work he did or by paying half of it.
The child of one who sells himself remains an ¡rya (free
man). He prescribes that if a master makes a pledged slave
carry a corpse or sweep ordure, urine or leavings of food,
or keeps him naked, beats him or abuses him or violates
the chastity of a female slave, he forfeits the price paid
by him. He prescribes the first ammercement for a master
having intercourse with a pledged slave girl against her
will and middle ammercement for a stranger doing so.

On VIII.415 Manu speaks of seven kinds of d¡sas,
viz. one captured in battle, one who becomes so for food
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(i.e. in scarcity or in a feminine), one born in the house
(i.e. of a female slave), one bought, one given (by his
parents or relatives), one inherited (as part of the
patrimony), one who becomes so far paying off a fine
or judicial decree.

9
 He states the general rule that the wife,

the son and the slave have no wealth and whatever they
earn belongs to him whose wife, son or slave they are.

10

N¡rada and K¡ty¡yana among the sm¤tik¡ras make
the most elaborate treatment on slavery. N¡rada first says
that a ¿u¿r£Àaka (one who serves another) is of five kinds
viz. a Vedic student, an antev¡sin (an apprentice who is
learning a craft), adhikarmak¤t (a supervisor over
workmen), bh¤taka (hired servant) and d¡sa. The first four
are called karmak¡ra. They can be called upon to do only
work that is pure, while a d¡sa may have to do impure
work such as cleaning the entrances to the house, filthy
pits, the road, dunghill heaps, touching private parts,
taking up and throwing away ordure and urine doing
bodily service to the master if he so desires.

11 
N¡rada

mentions fifteen kinds of slaves viz. ones born in the
house, one bought, one acquired, one inherited, one saved
in a time of famine one pledged by the master, one
discharged from a large debt, one captured in a battle,
one vanquished in a bet, one who accepts slavery by
saying 'I am yours', an apostate from the order of
asceticism, one who stipulates to be a slave, one who is
a slave for food, one who is tempted to became a slave
out of a love for a female slave and one who sells himself.
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N¡rada says that the first four of these are not freed from
slavery except by the favour of the master, while one who
sells himself is the word kind of slave and he also does
not become free from slavery. N¡rada (V.30) and
Y¡jµavalkya (II.182) state a rule applicable to all slaves,
that is when a slave saves a master from imminent danger
to latter's life the slave becomes a free man and that he
gets a share in the inheritance as a son. One who is an
apostate from the order of ascetics is a slave of the king
till the former's death. N¡rada says that one saved in a
famine becomes free by giving a pair of cows, one pledged
if the master who pledged him repays the debt, the slave
in lieu of discharge of debt by paying off the debt with
interest, one who accepted slavery or who was captured
in battle or became so under a bet is freed by giving a
substitute who is equal to whom in work, one for a
stipulated period by the lapse of the period, one who is
a bhakta-d¡sa becomes free by the master ceasing to give
food, one who is 'va·av¡h¤ta' by abandoning his
intercourse with her. N¡rada (V.38) and Y¡jµavalkya say
that one who was made a slave by force or was carried
away by raiders and sold should be set free by the king.
N¡rada (V.39) and Y¡jµavalkya II.183 prescribe that a
man can be a slave to a master only in the proper order
of var¸as that is the three var¸as next to br¡hma¸a may
be a slaves to a br¡hma¸a, a vai¿ya or a ¿£dra may be
a slave to a kÀatriya but a kÀatriya cannot be the slave
of a vai¿ya or a ¿£dra nor a vai¿ya of a ¿£dra.

12
 There
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is one exception viz. an apostate from asceticism may be
the slave of a vai¿ya or a ¿£dra king. K¡ty¡yana
emphasizes that a br¡hma¸a cannot be made a slave even
to a br¡hma¸a, but if he himself chooses, he may do pure
work for a br¡hma¸a endowed with character and Vedic
learning, but no impure work. K¡ty¡yana says that when
a br¡hma¸a becomes an apostate from the order of
asceticism he should be banished from the kingdom and
the kÀatriya or vai¿ya apostate may become a slave to the
king.

There are numerous works dealing with slavery in its
various aspects. The latest book on the subject is 'Slavery
Through the Ages' by Sir George Mac Munn (1938). Dr.
H. J. Nieboer's 'Slavery as an Industrial System' (1910)
is a well-documented study of slavery in various countries
and at various times.

Conclusion: Slavery is coming from ancient era in
many countries in different social and economic need. The
usage of slavery is seen in the Vedic period. The word
'd¡sa' in the Îgveda generally stands for the opponents
of the ¡ryas. It is possible that when the d¡sas were
vanquished in battle and taken prisoners they were treated
as slaves. Slavery is also noticed in the later Dharma¿¡stra
era. Such as Manu ordained that the principal duty of the
¿£dra was the wait upon the three higher castes or that
the ¿£dra was created by the Creator for the service of
br¡hma¸as, the ¿£dra who thus served a dvij¡ti as a duty

31



Journal of Suk¤t¢ndra Oriental Research Institute  ●  Vol. 26, No. 2

was not his slave. Today, slavery is used in many countries
for social and economic purposes.
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12. ∫¥…i…xj…∫™……i|…x……‰ n˘…x……n¬̆ ˘ n˘…∫…i¥…∆ n˘…∫…¥…n¬̆ ˘˘¶…fiM…÷&*  j…π…÷ ¥…h…Êπ…÷  ¥…Y…‰™…∆ n˘…∫™…∆
 ¥…|…∫™… x… C¥… ¥…i…¬** ¥…h……«x……®……x…÷±……‰¶™…‰x… n˘…∫™…∆ x… |… i…±……‰®…i…&** EÚ…i™……™…x…
Quoted by +{…Æ˙…E«Ú p.788.
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Aesthetic Quest of á¤´g¡ra Rasa:
A Critical Analysis of

Abhijµ¡na¿¡kuntalam by K¡lid¡sa

Sushil Sarkar

This paper examines the role of á¤´g¡ra rasa in the
portrayal of áakuntala-DuÀyanta interactions. According
to Bharata, sth¡y¢bh¡va of the romantic sensation is love
(Rati), which corresponds to the relationship of man and
woman.  á¤´g¡ra rasa of high aesthetics emerges from
the attraction between two human beings, lover and
beloved. Indian rhetorician a Kavir¡ja Viswan¡tha in his
S¡hityadarpa¸a says that sth¡y¢bh¡va of á¤´g¡ra is Rati
(lust), an experience of amorous feelings. There is no
dispute among the rasa theorists that bhava and rasa of
á¤´g¡ra unanimously originated from K¡ma or Rati.
Bharat Muni divided á¤´g¡ra into two categories such as
Vipralamba and Samyoga. The Vipralamba is the rasa of
separation, whereas Samyoga is the rasa of integration.
Let us discuss the various á¤´g¡ra rasas which are
glowing and poignant elements in Abhijµ¡na¿¡kuntalam
of K¡lid¡sa.
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Roop á¤´g¡ra Rasa in Abhijµ¡na¿¡kuntalam:

Beauty is given greater prominence in á¤´g¡ra rasa.
áakuntala's serenity, calmness and equilibrium make her
a paragon of all-encompassing feminine beauty. Both
á¡nta rasa and á¤´g¡ra rasa are employed in harmony
to define feminine qualities as Roop á¤´g¡ra rasa in
áakuntala. A woman's limbs or organs received special
attention in Roop á¤´g¡ra Rasa and an array of
terminology and characteristics applied to characterise
them. In the drama Abhijµ¡na¿¡kuntalam, áakuntala has
dense, black hair and is called Snigdhave¸i or Alokeshi.
Her eyes are compared to Khanjana bird or full
blossoming lotus flower Neelotpalakshi, and glaze like a
perplexed doe, a newborn fawn, or a deer Chakitharini.
Her eyebrows are like K¡madeva's bow, her lips are like
ripe bananas, her white teeth are like ripe pomegranates,
her breasts are round, healthy, and sturdy, her waist is
thin K¤¿odar¢, and her hefty hips make her resemble an
elephant or a crane Hamsag¡min¢. DuÀyanta is enamoured
by áakuntala's world, a world of beauty, grace and
holiness and encounters the golden world of erotic and
spiritual unification. To attract her lover or to be
enamoured, a beautiful woman turns to á¤´g¡ra through
sixteen adornments. The sixteen adornments are applied
to different organs of a beautiful woman to captivate her
lover to achieve á¤´g¡ra rasa. DuÀyanta is deeply moved
by the stunning beauty that causes erotic attraction to
áakuntala. This Roop L¡va¸ya or Roop á¤´g¡ra rasa of
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áakuntala enchants bees, and DuÀyanta wishes to get her.
áakuntala trembles in fear as the bee buzzes about her
face, causing her eyebrows to arch, and awakens latent
Ratibh¡va (lust) within DuÀyanta.

Samyoga á¤´g¡ra Rasa in Abhijµ¡na¿¡kuntalam:

Blooming seasons such as spring, lavish decorations,
full-blooming flowers, etc. are the factors that determine
Samyoga á¤´g¡ra rasa. DuÀyanta observes áakuntala
whose quintessential beauty enamoured him, praises her
incredible beauty in his mind: "How could a form of such
matchless beauty comes from the womb of a mortal
mother? The scintillating lighting flash does not spring
up from the earth" (Abhijµ¡na¿¡kuntalam, Act I, 25). Her
youthful body because of the bark garment tied with
delicate knots upon the shoulder covering the expanse of
her twin breasts, does not exhibit its charms, like a flower
enfolded by a pale leaf. This manifested in the lines: "With
rounded breasts concealed by cloth of bark fastened at
the shoulder in a fine knot, her youthful form unfolded
like a flower in its pale leaky sheath unfolds hot its glory"
(Abhijµ¡na¿¡kuntalam, Act I, 16). The love at first sight,
falling in love with áakuntala, and the next meeting with
áakuntala symbolically reflects erotic love ( á¤´g¡ra) is
born out as a result of seeing the beloved. DuÀyanta
observes áakuntala being frightened by the bee and
occasionally wishes for her. At other times, he considers
the bee as a rival and compares himself to it, showing
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jealousy. "Her lower lip has the rich sheen of young
shoots; her arms the very grace of tender twining stems;
her limbs enchanting as lovely flowerglow with the
radiance of magical youth" (Abhijµ¡na¿¡kuntalam, Act I,
20). DuÀyanta gradually learns to believe that áakuntala
also started to love him passionately. He articulates the
argument in the following manner: "I do not know your
heart, but my nights and days, o pitiless one! Are haunted
by love, as every part of me yearns to be one with you"
(Abhijµ¡na¿¡kuntalam, Act I,16). In "K¡lid¡sa's áakuntala:
A Multifaceted Heroine" Suyasha Mookim says:
"Abhijµ¡na¿¡kuntalam both áakuntala and DuÀyanta fall
in love with each other at first sight. Thus, each is the
other's ¡lambana vibhava stimulating the emotion of love."

K¡lid¡sa's áakuntala is a naive, innocent heroine, who
lacks an understanding of practical matters and secretly
expresses the first spark of love which ignites her heart.
Ratibh¡va is brought into being in this way to create
á¤´g¡ra Rasa. The end of Act - I, DuÀyanta's love for
áakuntala has grown so intense that he can no longer leave
the hermitage. He absolutely has no desire to head back
to his capital. In Act - Ill, DuÀyanta expresses pangs of
separation to Lat¡ma¸·apa (bower) for mental peace, sees
áakuntala drowning in her grief and hears her crying. This
is an example of Samyoga á¤´g¡ra rasa and DuÀyanta is
disinterested in returning to his capital. DuÀyanta
expresses passionately: "My beautiful girl! However far
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you may go from me you shall never go from my heart,
as the shadow of the tree of evening/ never leaves its base
on the eastern." (Abhijµ¡na¿¡kuntalam, Act I, 29). The
reunion of DuÀyanta and áakuntala following a protracted
separation is another instance of Samyoga á¤´g¡ra in
action in Act VII of the text. As he sees áakuntala covered
in untidy clothes, DuÀyanta feels terrible about his
previous brutality. Following his metamorphosis into
compassion and love by the atonement force of penance,
DuÀyanta's reunion with his beloved transports the
audience to a profound state of Samyoga á¤´g¡ra rasa
(union of lovers). This has been expressed: "Fair lady!
The tear drops that once stood/trembling on your lower
lip and I watched uncaring, lost in delusion."
(Abhijµ¡na¿¡kuntalam, Act VII, 25).

Vipralambha á¤´g¡ra Rasa in Abhijµ¡na¿¡kuntalam:

The Vipralambha á¤´g¡ra rasa resulted from apathy,
lethargy, fear, jealousy, exhaustion, anxiety, longing,
sleepiness, dreaming, waking, disease, insanity, epilepsy,
inaction, fainting, death, and other similar circumstances.
The Vipralambha á¤´g¡ra (pangs of separation) frequently
make use of hyperbole emphasising the negative
repercussions of unfulfilled love. This V¡tsalya
Vipralambha á¤´g¡ra is heartbreaking and uniquely
portrayed by unique instances of K¡lid¡sa's poetical
brilliance. The distressed hearts of the child's mother and
father are typically depicted in pangs of separation for
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an offspring. The entire natural world, including animals,
birds, trees, and creepers is depicted shedding tears, in
addition to áakuntala's companions (sisters), her adopted
mother, and her foster father, Ka¸va. Along with
áakuntala's companions, the forest's creepers and trees
both weep a lot. The entire forest hermitage shares the
anguish of áakuntala's impending departure united for
their love. The metaphorical crying of trees shares pain
since the loss of áakuntala is too much for him to bear.
This heartbreaking request from Kanva cannot be ignored
or disregarded by the trees. They present her with
ornamental gifts at parting, and forest as a whole bestows
its blessings through the Koyal (lark)'s cry. The dumb
trees need the melodies of birds to communicate their
feelings. According to critic, drama's future without
áakuntala will have a disastrous impact on everyone. The
peacocks have stopped their colourful dance, the vines and
creepers are losing their wilted leaves and shedding their
tears, deer vomit the partially chewed and eaten ku¿a
grass. In Indian aesthetics, following incidents or signs
suggests bad things to come. In á¤´g¡ra Rasa, younger's
love and respect for an older is rightly classified as Bhakti
or V¡tsalya is defined love of an older for a younger.
When one observes the ascetic Kanva's intense father's
love for áakuntala, whom he raised from childhood, the
glaring irony of her future greater pain of rejection by
DuÀyanta becomes evident. When one thinks how
susceptible all girls are after marriage and their subsequent
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departure to their married family, Rasa becomes more
poignant. The extreme turmoil and restlessness lead
DuÀyanta towards mental derangement. According to
scholars, Unm¡da (mental derangement) is due to his love,
remorse and despair. DuÀyanta assumes his previous
courtship with áakuntala as a mere dream, an illusion or
a fabrication of his subconscious mind. Hence, DuÀyanta's
words attain the heights of Vipralambha á¤´g¡ra rasa:
Was it a dream? A magical vision of loveliness? A
hallucination? or fruit of my good deeds past, reward in
strict measure, and no more? It is gone, I am certain, never
to return (Abhijµ¡na¿¡kuntalam, Act VI, 11). An image
of áakuntala is displayed in front of DuÀyanta by Caturika.
DuÀyanta wants to create a new image since he sees some
flaws in present one. DuÀyanta believes áakuntala really
is in the picture. His eyes are with tears as he wants to
look at a reflection of áakuntala for some comfort. But
DuÀyanta is now unable to see anything even the image
of áakuntala because of the tears in his eyes. "This is
her face that seems to speak even in a picture, a dazzling
beauty bursts forth in streaming rays"
(Abhijµ¡na¿¡kuntalam, Act VI, 17).

Conclusion

It is not K¡lid¡sa's conscious goal to portray Rasas
or any other aspect of poetry in his Abhijµ¡na¿¡kuntalam.
His greatest strength is his ability to use these Rasas in
an organic way into the progression of the epic, which
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he accomplished. Rasas are also examined whenever they
enhance the viewer's enjoyment, even though á¤´g¡ra in
all its forms make up most of the investigation. Thus, the
n¡n¡ rasam idea of K¡lid¡sa is realised. Notably, Rasa
in Abhijµ¡na¿¡kuntalam is accomplished without hin-
drance or interruption as well (no rasabha´ga). This
confirms K¡lid¡sa's development as a poet.
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The Concept of K¡ma in Yoga

Sanika Bam & Dr. Bandita Satapathy

The Concept of K¡ma was interpreted as desire and
sexual desire right from the Vedic period. K¡ma
PuruÀ¡rtha is one of the four main goals to be achieved
in our life, but we are hesitant and reluctant to openly
talk about this sexual instinct. There are various passages
in the Vedic and Yoga related literature, where they
discuss major components of K¡ma --- types of K¡ma,
importance of reproductive organs, aims and rules for
sexual activity, Yoga practices for sexual functions and
most importantly the effects of sexual activity on body
and citta.

The goal of MokÀa cannot be reached unless the first
three PuruÀ¡rth¡s --- Dharma, Artha and K¡ma are
successfully observed. Hence k¡ma is equally important
as Dharma and Artha. The N¡sad¢ya S£kta of the Îgveda
describes mind as the origin of K¡ma. The seed of this
carnal desire sprouted in the mind of the creator and from
it the progeny came into existence.

1
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B¤had¡ra¸yakopaniÀad in the 6
th
 chapter discusses the

uninterrupted flow of creation as Mithun¡tmak S¤À¶i.
ár¢ma¸tha Karma and Putra Mantha Karma are designed
to achieve the sexual health of the married couple. This
is not acceptable or not expected from the celibates,
V¡naprastha, unmarried youngsters, elders, s¡dhu and
Yogi. Retas in the womb of wife (Yoni) and producing
a foetus (Garbha) has been given the status of sacrificial
ritual --- Yajµa. Pra¿nopaniÀad (1- 13, 14) highlights that
night is the ideal time for sexual union which termed as
Brahmacarya.

2

Yoga and K¡ma:

The UpaniÀads stress the point that sexual activity is
a natural instinct but it is permissible only for householders
--- married couple to get a child. Yoga too upholds certain
norms for application of K¡ma. In Yogic life Yogi should
be disciplined and should follow the values like
Brahmacarya and Vair¡gya which seem to be generally
against the idea of sex. But it is never said that one should
supress his or her natural sexual instinct. Excessive sexual
activity is dangerous and suppression of sexual activity
is also very harmful. Wrong or defective indulgence in
sexual activity is also not good for the mental, emotional
and physical health.

In Yogic life K¡ma ---extreme sexual desire is
supposed to be one of the obstacles --- antar¡ya. On this
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background the natural question is --- what is the proper
or ideal way of indulging in sexual activity as per Yoga?
How Yoga practitioner should approach this very delicate
problem through Yoga? In this manner the Yogic texts
give some inputs on the concept of K¡ma --- sexual desire
as follows:

In Siddha --- Siddha¸ta Paddhati Guru GorakÀan¡th
has described the shades of sexual activity --- K¡ma,
K¡man¡, Rati, Kr¢·¡, ¡turat¡ 

3
as a constant desire to seek

and obtain sexual pleasure.

Æ˙ i…&, |…“ i…& GÚ“b˜…, EÚ…®…x……%%i…÷Æ˙i…‰ i… {…∆S…M…÷h…& EÚ…®…& **1-64**

EÚ…®… --- the sexual activity, |…“ i… --- love. Sexual
positions are referred to as bed sports --- EÚ…®…GÚ“b˜…. This
is the third type of K¡ma. Sexual activity between the
husband and wife itself is a bed sport. K¡man¡ is the
fourth type of the K¡ma. It is the constant desire to seek
and obtain sexual pleasure. Eagerness and enthusiasm to
get maximum sexual pleasure is called Ëturat¡ --- +…i…÷Æ˙i…….
This is the fifth shade of K¡ma. It is a kind of keenness
to enjoy the association with beloved.

Guru Gorakhan¡th has used the clear term Nar --- N¡ri
--- Samyoga x…Æ˙x……Æ˙“ ∫…∆™……‰M… for the sexual activity and it is
considered as an auspicious activity for householders.

4 
He

also explains a complete process of the birth of a healthy
child. --- À{…b˜ =i{… k… with the pros and cons. The sambhoga
kriy¡ is advisable on Pancam¢ tithi. The physical contact
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is prohibited on full moon, new moon day and in
menstruation period as well. It is called Virati.

5

In Am¤tasiddhi Yoga by Sri Vir£p¡kÀan¡tha inter-
estingly defines three types of Yoga related to the sexual
activity. Author says Dharma, Artha, MokÀa and even
K¡ma is a form of citta.

6

a) §……¡™……‰M…& 7

This Yoga is based on materialistic bodily union of
the male and female. The touch and closeness of the body,
and the penetration of the penis into the Yoni is B¡hya
Yoga. Here B¡hya Yoga means the engagement in the
sexual activity only for bodily pleasure.

8

b) +¶™…∆i…Æ˙™……‰M…&

The moment where retas ejaculate in the Yoni is
Abhyantar Yoga. Yoni is a bindu sth¡n of a female. It
is difficult to know or understand whether that Bindu is
entering to the proper place for conception or not in the
Yoni. That is why it is supposed to be a puzzle - EÚ…®…∞¸{…“
E⁄Ú]ı +…M…Æ˙ l

9 
This Yoga is M…÷¡i…®… means the top most

secretive technique of Yoga.

c) §…“V…™……‰M…&

The non --- ejaculation state during sexual activity is
B¢ja Yoga where the man withholds and controls his flow
of semen deliberately.
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Sexual activity is treated as one of the cittav¤tti. In
every stage of sex not only body but citta also acts
differently. In undesirous, forceful sexual activity citta
gets non-peaceful and wavering. The excited sexual
activity increases the level of the breathing and heartbeats.
In the stage of orgasm body reacts surprisingly. The
vibration and jerk of the body indicates ejaculatory impact
and sexual shaking, trembling these are the physically
enjoyable reactions.

10 
 It could be said, citta plays very

important role to recognize the love, bodily touch,
emotions, good and bad intensions of the partner. Extreme
attachment with sexual instinct is considered as one of
the major problems in Yoga.

In this situation one may practise Vair¡gya and
Brahmacarya as Mahar¿i Pataµjali explained in P¡taµjal
Yoga S£tra. When mind experiences stability, peace, love
for the self, accept it and trace a source of it. For example,
sources may be a moment of happiness, Japa, surrendering
to God, social services, etc. These are the factors which
can stable their mind. This calm flow of the citta can
develop into non --- attachment --- vair¡gya, and cleansing
of extreme and deep-rooted sexual desires/ saÆsk¡ra.

11

In S¡dhan¡ p¡da, Mahar¿i Pataµjali says ""•…¿S…™…«|… i…π`ˆ…™……∆
¥…“™…«±……¶…&'' ll2-38ll

Observance of the Brahmacarya is highly recom-
mended S¡dhan¡ for those who are:
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i) Unable to control extreme attachment to sexual
desire.

ii) Willing to gain control over the senses and sexual
desire

iii) Eager to pursue pure knowledge. If they are
indulging in sexual activity, they will lose their
vitality which will deprive them of the benefit of
reaching the higher goal --- MokÀa, áivattva Pr¡pti.

iv) Willing to progress in Yoga s¡dhan¡

v) Married or want to get married and want to convert
their life in self-advancement without suppressing
natural desire of sex.

The retention of breath, and controlled pr¡n¡y¡mic
breathing delays the ejaculation of the semen during
sexual intercourse. Tamil Siddha Tirum£lar in his
Tirumandiram suggests the practice of Kumbhak for
transferring the attention from sexual pleasure to
consciousness of God --- áivattva Pr¡pti. This is termed
as Pariya´ga Yoga.

This in nutshell is a resume of the concept of K¡ma
as described in the above-mentioned Vedic and Yogic
texts.

Conclusion:

The above Sanskrit literature frequently advises that
Vair¡gya, Brahmacarya and Pr¡¸¡y¡ma are the means to
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sublimate the sexual energy to awaken the higher centres
of consciousness. Sexual activity is natural and its
suppression is not advised by any texts. The extra-marital
affair or illicit sex is not recommended but it is
condemned. The faultless indulgence in K¡ma --- sexual
activity, is possible with the support of Yoga practices.
K¡ma --- sexual desire can be non- afflicting - Aklicm¡
like in the observance of Pariyanga Yoga and B¢ja Yoga,
when the male partner willingly stops ejaculation of the
semen with the consent of his wife during climax and
thus experiencing oneness with God.
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The Reuse of Texts in Ancient India:
Synthesising the Divergent Views

Dr. Muralikrishnan T.R.

Introduction

Text reuse in ancient texts is an area of study that
explores how authors in antiquity borrowed, adapted, and
recontextualized existing texts. This practice was common
across various cultures and time periods and provides
insights into the ways knowledge, stories, and literary
forms were transformed. Ancient authors frequently
adapted texts to suit new purposesor contexts. This process
involved transforming the original material, which could
include changing the genre, reinterpreting themes, or
updating language and style. Text reuse in texts is a
complex phenomenon, reflecting the rich oral and written
traditions that have evolved over thousands of years. It
is a fact that contemporary scholarship has rarely felt the
need to deal with the phenomenon extensively, that is,
by carrying out a thorough investigation of its premises
and its modes of realisation. Sanskrit is repository of texts
in almost all branches of ancient knowledge systems



The Reuse of Texts in Ancient India: Synthesising the Divergent Views 2

which include mathematics, logic, philosophy, astronomy,
medicine, literature, poetics --- to list a few. It has been
passed on to us in different ways, in various samprad¡ya,
be it ¿ruti ('revealed') and sm¤ti ('recollected') scriptures.
However, the conventional learning methods were
displaced by the later on learning systems, especially from
colonial times. Owing to this, the systems of knowledge
presented in the Sanskrit texts became probably inacces-
sible to the modern scholars. One major hurdle in
understanding the Sanskrit texts is that of the presentation
of texts especially that of 'nested' commentaries. The
original text which is given in a cryptic s£tra form, is
explained by later scholars for more elucidation. This
content is further explicated by another commentary and
this process continues leading to a host of nested
commentary. It is in this context that the tradition of reuse
of Indian traditional texts are taken up for study.

Literature review

There are multiple perspectives possible in this
context. Different and divergent approaches have been
taken up by scholars. Adaptive Reuse: Aspects of
Creativity in South Asian Cultural History edited by Elisa
Freschi and Philipp A. Maas (2017) examines the concept
of "adaptive reuse" in the context of South Asian cultural
history. The book explores various dimensions of this
process, including Historical Reinterpretation, Interdisci-
plinary Perspectives and Case Studies. "Epistemology of
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Textual Re-use in the Ny¡yamaµjar¢" by Alessandro
Graheli (2014) explores the concept of textual re-use
within the Ny¡yamaµjar¢, a key text in the Ny¡ya school
of Indian philosophy. The Ny¡yamaµjar¢ is a seminal
work of logic and epistemology written by the philosopher
Jayanta Bhatta in the 9th century, which aims to
systematize and interpret the core teachings of the Ny¡ya
tradition. Graheli opines that by re-using texts "Jayanta
not only imparted authority to his own arguments, but also
reassessed the relation of his tradition with other ones".
"Quotations, References, and the Re-use of Texts in the
Early Ny¡ya Tradition" by Payal Doctor (2014) is a study
on how the Ny¡ya school of Indian philosophy utilized
earlier texts and intellectual traditions to build its system
of logic, epistemology, and metaphysics. Elisa Freschi's
"The Reuse of Texts in Indian Philosophy: Introduction"
(2014) provides a foundational perspective on how textual
reuse has shaped the philosophical landscape of India.
Freschi's introduction underscores the delicate balance
between continuity and innovation in Indian philosophy.
Her insights reveal how textual reuse is not just a feature
of Indian philosophy but a lens through which we can
understand the development of intellectual traditions
worldwide. This theme invites further exploration of
intertextuality across cultures. The concept of textual reuse
has contemporary implications, especially in the digital
age where information is constantly reinterpreted and
repurposed. Isabelle Ratie's article "On the Practice of
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Auto-Commentary in Sanskrit Sources" (2022) examines
a distinctive practice within Sanskrit intellectual traditions:
the writing of auto-commentaries, where authors comment
on their own texts. Ratie explores how auto-commentaries
serve as a means for authors to expand, clarify, or defend
the ideas presented in their primary texts. Patrick
McAllister's "Quotes, Paraphrases, and Allusions: Text
Reuse in Sanskrit Commentaries and How to Encode It"
(2022) addresses the intricate practice of textual reuse in
Sanskrit commentarial traditions and explores methods for
encoding this information for academic and digital
scholarship. McAllister's work highlights the value of
integrating traditional philology with modern digital tools.
Jonardon Ganeri's in "Sanskrit Philosophical Commen-
tary" (2010) explores the rich tradition of commentary
writing in Indian philosophy, examining its methods,
purposes, and implications. For him, commentary is not
only exegetical (explaining texts) but also dialogical,
engaging in debate with previous interpretations. It aims
to make foundational texts accessible to new audiences,
reconcile ambiguities, and address new philosophical
questions.

Discussion

Let us begin with conventional method of looking at
the interpretation of the texts.

From the textual level, there are two forms available,
i.e., the base text and the commentaries. The former one
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is generally compact and well-integrated. The latter
depends on lot on commentaries on the commentaries
(hence 'nested').

The commentarial literature will have the following
characteristics, viz.,

● s£tra. An aggregation of short formula-like asser-
tions.

● bh¡Àya. A commentary on a s£tra whose function
is to unpack and weave together.

● v¡rttika. A subcommentary on a bh¡Àya, defending
its particular construction of the s£tra over
alternatives, making revisions and adjustments as
necessary.

● nibandha, and other higher-level commentarial
works, which continue the process of revision and
adjustment until a state of reflective equilibrium is
reached.

For example, a few disciples of Ëdi áa´kara wrote
some of the given treatises.

● Sure¿vara is often credited with explaining áa´kara's
philosophy in a systematic and detailed manner. He
wrote a V¡rttika viz., B¤had¡ra¸yakopaniÀad Bh¡Àya
V¡rttika: A detailed exposition on áa´kara's
commentary on the B¤had¡ra¸yaka UpaniÀad;
Taittir¢ya UpaniÀad Bh¡Àya V¡rttika: Elaborates on
áa´kara's commentary on the Taittir¢ya UpaniÀad.
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● Padmap¡da wrote a Nibandha (systematic treatise)
Paµcap¡dik¡ a foundational commentary on áa´kara's
Brahmas£tra Bh¡Àya.

● Hast¡malaka wrote Nibandha Hast¡malak¢ya, a
concise and poetic exposition of Advaita philosophy
that reflects áa´kara's teachings.

● To¶aka wrote a S£tra or metrical compositions,
To¶ak¡À¶aka, a devotional and philosophical hymn
composed in praise of áa´kara and Advaita
philosophy.

These disciples and their contributions form a critical
link in the transmission and development of Advaita
Ved¡nta, ensuring the evolution of áa´kara's teachings.

Such a commentarial activity reveals that it enables
the reader to understand patterns of inter-relatedness
within a complex set of ideas.

As explained earlier Jonardon Ganeri (2014) discusses
about various perspectives in commentary. He specifically
refers to bh¡Àya. (it represents an "elaboration" or
"development" of an aggregation of brief statements called
s£tras, a reading or as "an amplification or expansion/
prapaµcaka of what is said in the s£tras"
(s£trokt¡rthaprapaµcakam). Similarly, Ganeri mentions
about V¡rttika which stands for a critical engagement with
the ideas so elaborated, including processes of defence,
revision, and adjudication. This has got two aims: viz.,
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i) to achieve reflective equilibrium in the systemii) to
defend the system against competitor systems. Further,
Guh¡rtha means to indicate when the purpose of a
commentary is the extraction of a deep or hidden meaning
in the text. Other terms include t¡tparya (or t¡tparya-¶¢k¡)
revealing the true intended meaning of the author:
sphum¡rtha, if the meaning is to be made clear; bh¡va,
presenting the drift, gist, substance of the text; viveka,
the meaning discriminated, made distinct; a subodhin¢ is
a companion, an aid to understanding; a par¢kÀ¡ or
vic¡rais an investigation, examination. A host of other
terms that are considered for this function include prad¢pa,
prak¡¿a, prak¡¿ik¡, uddyotana, d¢pa, ¡loka etc.

Every commentary prefers a "bottom-up" activity of
explication i.e. starting from individual expressions to the
level of clarifying the syntax of the text and to supply
scholarly and specific paraphrases of relevant lexical
items, structures and sentences.

Hence the generic term vy¡khy¡na is understood as
stating the meaning [of the root text], using different
words which have the same meaning [as those in the root
text], with the aim of preventing confused opinion
contradictory opinion or contrary opinion.

However, there is a paradigm shift happening in the
domain commentary and interpretation. Scholars such as
Elisa Freschi have approached this from the perspective
of "reuse". It has been developed into systematic school
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of thought. In this context, it is necessary to assert the
question posed by Elisa Freschi (2015), "Why do we need
a study of textual reuse at all?" The reasons can be
identified as basically two:

Textual-critical reasons Historical-critical reasons

In order to restore lost or In order to gain a better
partially lost texts. understanding of Indian texts

and/within their history

In order to achieve better In order to better evaluate
the
text editions relation of Indian authors to

other authors

In order to understand the In order to better understand
use of significant embedding Indian habits of read-
ing and
in textual materials writing/composing texts

In order to understand the In order to re-frame our
general attitude towards the historically conditioned
source quoted notions of "text", "author",

"originality", "copyright" and
so on.

Payal Doctor (2015) refers to Elisa Freschi's three
approaches in which texts are re-used by authors:

● Quotations (the content is the same, the form may
be slightly modified).
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● References (only the content is the same).

● Interlanguage (ideas which are broadly common at
a certain time and cannot be traced back to a certain
author).

Moreover, explicit use of reuse can be identified in
two ways (ibid) viz.,

● Passages acknowledged as having been authored by
someone else.

● Passages silently embedded in one's own text.

Freschi distinguishes three reasons for studying the
reuse of text: First, it aids textual criticism, allowing the
reconstitution of texts and increasing the certainty of
editorial decisions; second, it facilitatesa clearer under-
standing of the relations between works (and their
authors); third, it provides anopportunity for reflecting on
"historically conditioned notions of text, author, original-
ity, copyright and so on" (2015, 86-87). It may be noted
that the term text reuse reflects varied notions as citation,
quote, quasi-quotation, report, passages that have been
silently used, or secondary usage. Quotation is too narrow
a category to subsume even the most basic cases of intra-
textual relations that are encountered in these texts. What
we can understand in this context is both Ancient and
Medieval authors treated the works of their predecessors
as if they were extensions of their own creative efforts.
Earlier texts and passages were regarded as reusable
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resources, akin to reusing old pillars to construct a new
place of worship. There was no clear sense of disruption
in the continuity of tradition, which stretched from the
s£tras to the authors' contemporary era. Consequently,
these writers may be criticized for lacking an appreciation
of historical context but not for committing plagiarism.

Before conclusion it is worth recollecting the words
of St. Bonaventure (Burrow 1982). His expression modus
faciendi librum ("the way of making a book") offers
profound insight into medieval approaches to intellectual
and literary production. His passage suggests that the
creation of a book involves different methods of
engagement with existing knowledge. They include;

1. Scribe (Scriptor): Someone who merely copies the
works of others without adding or altering anything.

2. Compiler (Compilator): Someone who gathers
material from various sources and organizes it, but
does not contribute new insights.

3. Commentator (Commenter): Someone who explains
or interprets the work of another while preserving
its original substance.

4. Author (Auctor): Someone who not only uses
existing materials but also introduces original ideas,
creating something new.

This framework reflects the medieval understanding
of knowledge as a continuum rather than a singular act
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of creation. Books were often seen as collaborative and
cumulative endeavours, where the boundaries between
borrowing, adapting, and innovating were fluid.
Bonaventure's modus faciendi librum challenges us to
consider how tradition and innovation coexist in the
creation of ideas and cultural artifacts.

Conclusion

In this context, it is important to note that the
audience for ¿¡stric texts in classical India consisted
exclusively of highly educated individuals. Authors were
not expected to cater to the needs of lay readers.
Furthermore, many significant texts, whether specific to
a particular school or of broader importance, were
committed to memory, enabling knowledgeable readers or
listeners to recognize quotations with ease. While not
every quotation could necessarily be precisely identified
or attributed to its original author, the audience would
typically recognize it as part of the school's tradition,
thereby affirming its authority and correctness. It is in this
context that the concept of reuse is relevant. The theory
of reuse offers a lens to explore the reasons and methods
behind the reuse of specific texts or passages. It examines
elements like the purpose of reuse---such as providing
credibility, reinterpreting ideas, or adapting content to new
contexts--- and the influence this reuse has on the text's
meaning and reception. What is attempted here is an
investigation of divergent possibilities in the formal
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principles of structural and systemic analysis wherein
commentarial readings are juxtaposed with the approach
of reuse of ancient scripts. More insights based on detailed
textual hermeneutical studies are appreciated.

References

Burrow, John Anthony. Medieval Writers and Their Work: Middle
English Literature 1100-1500. Oxford University Press, USA, 2008.

Doctor, Payal. "Quotations, References, and the Re-use of Texts in the
Early Ny¡ya Tradition." Journal of Indian Philosophy 43 (2015):
109-135.

Freschi, Elisa, and Philipp A. Maas. Adaptive Reuse: Aspects of
Creativity in South Asian cultural history. Harrassowitz Verlag,
2017.

Freschi, Elisa. "The Reuse of Texts in Indian Philosophy:
Introduction." Journal of Indian Philosophy 43 (2015): 85-108.

Ganeri, Jonardon, and M. Miri. "Sanskrit Philosophical
Commentary." Journal of the Indian Council of Philosophical
Research 27 (2010): 187-207.

Graheli, Alessandro. "Epistemology of Textual Re-use in the
Ny¡yamaµjar¢." Journal of Indian Philosophy 43 (2015): 137-170.

McAllister, Patrick. "Quotes, Paraphrases, and Allusions: Text Reuse in
Sanskrit Commentaries and How to Encode It." Journal of the Text
Encoding Initiative 13 (2020).

Ratie, Isabelle. "On the Practice of Autocommentary in Sanskrit
Sources." The Medieval Globe 8.2 (2022): 65-90.

61



The Camp£ K¡vyas and the
Performance of N¡rad¢ya K¢rtana

Pradnya Kulkarni

Introduction:

K¢rtana or Harikath¡ is one of the nine types of
devotion popularly known and described in Bh¡gavata
Pur¡¸a as Navavidh¡ bhakti.

∏…¥…h…∆ EÚ“i…«x…®…¬  ¥…πh……‰& ∫®…Æ˙h…∆ {……n˘∫…‰¥…x…®…¬*
+S…«x…∆ ¥…xn˘x…∆ n˘…∫™…∆ ∫…J™…∆ +…i®… x…¥…‰n˘x…®…¬**

BhagP.7.5.23.

This devotion is achieved by performing and listening
to the Harikath¡ or K¢rtana. Today it is also considered
and treated under the performing arts since the actual
performance is involved in this. Mainly this performance
is given in the regional language: Mar¡thi. Harikath¡ or
K¢rtana shows some similarity with the southern
performance of 'Kath¡k¡lakÀepam'

 
(Damle, Y.B. 1955A

note on Harikatha, Pune.  Bulletin of the Deccan College
Research Institute. Vol.xvii ( p.16) and Dhere Aruna.
1999. A¡¶hava¸¢taleanga¸a. Pune .Padmagandha Publica-
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tions.) which is found to be given in Karnataka. There
are two major types of performance of K¢rtana: N¡rad¢ya
and V¡rkar¢. The difference between these two types of
performances lies only in the technical aspect i.e. it lies
only in the format of performance. The Harikath¡ or
K¢rtana is also performed with the nationalist variety
(R¡Àtr¢yak¢rtana). Present paper focuses only on the
N¡rad¢ya variety of K¢rtana. The intention behind the
performance of K¢rtana is, transmission of thoughts,
values and culture (Damle, Y.B.1960). In Maharashtra,
K¢rtana is always used as an effective way of mass
communication and medium of social education.

This variety of devotion has become very popular
because the Pur¡¸as have promoted this. While describing
the concept of Yugadharma, the Pur¡¸as describe different
ways to follow Dharma in different Yugas. A very famous
floating verse says,

v™……™…xEfiÚi…‰ ™…V…x™…Y…Ëª…‰i……™……®…¬ u˘…{…Æ‰˙%S…«™…x…¬ ™…n˘…{x……‰ i…
EÚ±……Ë ∫…∆EÚ“i™…« E‰Ú∂…¥…®…¬**

Meaning, what we achieve by doing meditation in
k¤tayuga, by performance of sacrifice in Tret¡yuga, and
by worship in Dv¡parayuga, same can be achieved by
praising Ke¿ava in Kaliyuga.

The Word K¢rtana

The word K¢rtana can be derived from the root k¢rt
(10 p. rarely ¡.) meaning to mention, tell, name, call,
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recite, repeat, declare, communicate, commemorate,
celebrate, praise and glorify. (M.W.) Almost all the
meanings are justified by the performance of N¡rad¢ya
K¢rtana.

Origin of K¢rtana

If the tradition of K¢rtana is traced back, we find the
roots of this concept in Mah¡bh¡rata (Bhagavadg¢t¡).

∫…i…i…∆ EÚ“i…«™…xi……‰ ®……∆ ™…i…xi…∂S… o˘f¯µ…i……&*
x…®…∫™…xi…∂S… ®……∆ ¶…Ci™……  x…i™…™…÷HÚ… ={……∫…i…‰**

(Bhagavadg¢t¡ 9.29)

Meaning, always celebrating my names and deeds in
song and striving, firm in their vow and bowing to me,
with devotion, entering in deep meditation, they serve me
seriously.

The concept also comes in the other texts on devotion
like N¡radabhaktis£tra. N¡radabhaktis£tra (Adhyay 9.
Vibhaga 2 Sutra 82) describes the types of devotion. One
amongst the 11 types of devotion is Gu¸am¡h¡tmy¡sakti:

M…÷h…®……Ω˛…i®™……∫… HÚ ∞¸{……∫… HÚ {…⁄V……∫… HÚ ∫®…Æ˙h……∫… HÚ n˘…∫™……∫… HÚ
∫…J™……∫… HÚ EÚ…xi……∫… HÚ ¥……i∫…±™……∫… HÚ +…i®… x…¥…‰n˘x……∫… HÚ i…x®…™……∫… HÚ
{…Æ˙®… ¥…Æ˙Ω˛…∫… HÚ∞¸{…… BEÚv……{™…‰EÚ…n˘∂…v…… ¶…¥… i…*

á¡¸·ilya Bhaktis£tra also refers to the singing of
devotional songs as a type of devotion.

¶…Ci™…… ¶…V…x……‰{…∫…∆Ω˛…Æ˙…n¬˘ M……Ëh™…… {…Æ˙…™…Ëi…r‰˘i…÷i¥……i…¬*
(á¡¸·ilya Bhaktis£tra 2.2.1 )
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Bh¡gavata Pur¡¸a 7.5.23 gives nine types of devotion
amongst which there is k¢rtana bhakti.

∏…¥…h…∆ EÚ“i…«x…®…¬  ¥…πh……‰& ∫®…Æ˙h…∆ {……n˘∫…‰¥…x…®…¬*
+S…«x…∆ ¥…xn˘x…∆ n˘…∫™…∆ ∫…J™…∆ +…i®… x…¥…‰n˘x…®…¬**

And Bhaktiras¡m¤tasindhu which is a text on
devotion in 16

th
 century (1541 AD) lists out 64 types of

Vaidhi bhakti and considers singing, storytelling and
praying as different types of devotion.

N¡rada and K¢rtana

As the name of the performance suggests, N¡rada is
said to be the profounder of this type of devotional
performance. Thus the performance is called N¡rad¢ya
K¢rtana. N¡rada's character is multifaceted and it comes
in different texts. He is a Vedic seer. Seer of AV
5.19.1,12.4.16, 24,41. He is also referred as a priest of
king Hari¿chandra in Aitareya Br¡hma¸a (7.13). In
Mah¡bh¡rata, and in many of the Pur¡nas, N¡rada is
described as a philosopher, political expert, journalist,
musician, expert in law and religion, etc. Padma Pur¡¸a
Uttarakhanda, 238. Describes the K¢rtana in which
Hira¸yaka¿ipu's son Prahal¡da participated. Prahl¡da in
this K¢rtana was engaged in keeping rhythm. N¡rada was
holding veena, Arjun was singing, Indra was playing drum
and all were singing and praising lord ViÀ¸u.
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K¢rtana and Camp£ K¡vyas

The script of the performance of the K¢rtana shows
similarity with the Camp£k¡vyas in Sanskrit literature.
The combination of prose and verse is the peculiarity of
Camp£k¡vyas. Dandi (650-700 AD) in his text K¡vy¡dar¿a
(i.31) defines Camp£ as M…t{…t®…™…“ EÚ… S…SS…®{…⁄ Æ˙i™… ¶…v…“™…i…‰*

A variety of mixed prose and verse is called Camp£.
The performance of K¢rtana also contains prose and
singing of the verses and songs. The proportion of prose
and verse in Camp£ is not mentioned clearly. The History
of Sanskrit Literature, Classical period by S.K. De and
Dasgupta says, 'The verse is not always specially reserved
as one would expect, for an important idea, a poetic
description, an impressive speech, a pointed moral or a
sentimental outburst, but we find that even for ordinary
narrative and description verse is as much pressed into
service as prose (Dasgupta, De, 1947). Same is the case
found with the K¢rtana performances. If we refer the
written scripts of the performance, during the prose, verses
and songs are there at some interval. At times they repeat
the information in the prose. And sometimes, the
information in the verses and songs are explained or
paraphrased in later prose. The Camp£ class got a lot of
popularity after 10

th
 century and many of them are

composed in south India (Krishnamacharya, 1970). If we
look at the subject matters and topics of the Camp£s, they
are mainly based on the stories in the epics and the stories
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of the southern kings.  The dramas also were comprised
of the mixture of prose and verses but they got more
popularity than the Camp£s as they were performed. The
Camp£s and the text of K¢rtana performance have certain
things in common like: mixture of prose and verse, re-
narration of the stories from epics and Pur¡¸as, Very
simple and 'non-scholarly language' easy to understand for
the layman,  multiple texts of Camp£s are available on
one single story. R¡m¡ya¸a story comes in R¡m¡ya¸a
Camp£ composed by two authors Bhoja and Anantabhatta.
The scripts of the specific performances of K¢rtana as that
of the stories of the birth events of gods are narrated by
different performers differently. The Camp£s might be the
the texts composed for the performance of K¢rtana.

Structure of N¡rad¢ya K¢rtana

The performance of K¢rtana is divided into two parts
(P£rvara´ga and Uttarara´ga) and the first part is
preceded by invocatory prayers including songs and
recitation called Namana. Each part of the performance
is influenced greatly by Sanskrit language and literature.
Detailed study of this influence could be a very big
research project. For the present paper, the researcher has
consulted some of the books giving the ready scripts for
the performance of K¢rtana.

i. Namana

Namana includes the recitation of the verses saluting
God Ga¸e¿a, Sara¿vati, and other gods including the god
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in front of whom the performance is given. Mostly these
verses are in Sanskrit. (verses like ™…n˘… ±…∆§……‰n˘Æ∆˙ Ω˛Œxi… ∫…i……∆
|…i™…⁄Ω˛∫…∆¶…¥…®…¬, ∂……Æ˙n˘… ∂……Æ˙n˘…®§……‰V…¥…n˘x…… ¥…n˘x……®§…÷V…‰, M…÷Ø˚•…«¿… M…÷Ø˚Ã¥…πh…÷&
etc. are presented popularly) They are the selected verses
from different stotras. It also includes some other songs
related to the personal god (={……∫™…n‰˘¥…i……) of the performer.

ii. P£rvara´ga

P£rvara´ga includes singing of the Abhaµga (in
regional language and composed by any saint) which will
be discussed in that performance. After singing the
Abha´ga, before the explanation starts, S£tra¿loka is
presented which reflects the same idea as the idea in the
Abha´ga. Mostly the S£tra¿loka comes from Bhagavadg¢t¡,
or any philosophical text or Pur¡¸as, Dharma¿¡stra, etc.
which certainly is in Sanskrit. Each and every stanza of
the Abha´ga is then explained with the help of small
examples called d¤À¶¡nta. To support the hypothesis made
in the Abha´ga, verses and passages from UpaniÀad,
philosophical texts, Stotras are recited time to time.

iii. Uttarara´ga

Uttarara´ga comprises of a long story or an incidence
mainly from epics, Pur¡¸as and later literature like
¡khy¡nas etc. The authors of the books giving the scripts
of K¢rtana performances mention the origin of the story
in the script. I would like to give some examples: I did
refer to the book K¢rtanatara´gin¢ written by Kemkar,
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Joshi (ed.), 1974, there are 9 stories given in the book
∏…“∫…“i……∫¥…™…∆¥…Æ˙…J™……x… (R¡m¡ya¸a) (In the part of the story
where S¢t¡ is leaving her father's place, she takes the
blessings of the elderly people and they advise her. This
incidence is narrated with the use of the famous verses
from á¡kuntala), ∏…“n‰˘¥…“|……n÷˘¶……«¥…S… Æ˙i… (Bh¡gavata Pur¡¸a. 8.2
story of GajendramokÀa comes in the p£rvara´ga and
story from M¡rka¸deya Pur¡¸a comes as uttarara´ga),
Ω˛ Æ˙∂S…xp˘…J™……x… (M¡rka¸·eya Pur¡¸a), ∂…§…™……«J™……x… (R¡m¡ya¸a),
 ∂…¥…Æ˙…j…“S… Æ˙j……J™……x… (Skanda Pur¡¸a), =π……∫¥…™…∆¥…Æ˙…J™……x… (Padma
Pur¡¸a, Uttarak¡¸·a.205), n˘…®……V…“{…∆i… +…J™……x…, S…xp˘Ω˛…∫……J™……x…
(Jaimin¢¡¿wamedha pp.50-59), ∫…÷¶…p˘…Ω˛Æ˙h… (Mah¡bh¡rata)
out of which 8 are from epics and Pur¡¸as.

Dixit Bhalachandra Moreshwar (Vaikar), 1905 in his
book ár¢ga¸e¿ak¢rtanam¡l¡, gives eight different stories
of God Ga¸e¿a. The stories are taken from Ga¸e¿a Pur¡¸a.
And the original verses from Ga¸e¿a Pur¡¸a along with
the references are given.

Kulkarni (Kasegaonkar) P. R., 1985 in his book
K¢rtanasaÆgraha gives scripts of three p£rvara´gas and
six uttarara´gas. Out of these all the six uttarara´gas are
from epics and Pur¡¸as. The first out of these is the
R¡m¡vat¡rajanm¡khy¡na. In which the story of birth of
R¡ma as incarnation of ViÀ¸u is described. Some verses
from RaghuvaÆ¿a are used here. The other uttarara´gas
are Tr¡mik¡vadha, ár¢p¡rvat¢tap¡cara¸a,
árip¡rvat¢premapar¢kÀ¡, ár¢sat¢s¡vitri¡khy¡na,
árik¤À¸al¢l¡.
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Series of books giving the scripts for the performance
of the K¢rtana are written and published by Shirvalkar
Sadashivbua, during 1960 to 1980. He gives the scripts
in p£rvara´ga and Uttarara´ga, i.e. a set of K¢rtana
performance. He was a great performer of k¢rtana who
had a very good hold over Sanskrit language in general
and the Philosophy in particular. He has discussed the
Abha´gas in the light of the Ved¡nta philosophy.

Several such books giving the texts for the
performance of K¢rtana are available in the market.
However, very few of them give the reference of the
original resources.

Conclusion

The performance of K¢rtana is mainly given in the
regional language but this art of devotional performance
of K¢rtana, has evolved and emerged out of the confluence
of the philosophical concepts of devotion and other
literature of Sanskrit Language and the folk performing
art forms. Thus, shows great influence of Sanskrit
Language and Literature in the performance. At times
Sanskrit verses are used to increase the importance of the
role of performer. Lot of sanctity is attached to the
Sanskrit language and literature. Normal people don't
understand the language unless the performer explains. In
order to give the authenticity to what the performer says,
original Sanskrit verses are recited and then they are
explained by the performer.

70



The Camp£ K¡vyas and the Performance of N¡rad¢ya K¢rtana 2

Studying the various forms of literature in Sanskrit
language, the Camp£ type of literature shows great
amount of similarity with the written scripts of K¢rtana
performances in form and content. Camp£s might be the
scripts for the performance which might have taken the
form of K¢rtana in later times.
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The Role of Temple Institutions in
Shaping Economic and Social

Developments in Medieval Tamil N¡·u

Priyanka Singh

Introduction

The temple has assumed greater importance in the life
of the Indian people since early times; it is considered
to be centuries old, and each of the thousands of temples
has a past of its own.

1
 Historically the temple is more

significant as a social and economic institution than as
a religious one.

2
 The Hindu temples reached the peak of

their influence on the socio-economic life especially under
the imperial Cholas. There are about 32,000 public
temples in Tamil N¡·u, most of which are religious, and
economically and socially significant.

3
 According to

Champakalakshmi (2011), the Chola dynasty in particular
played a crucial role in the spread of temple construction
and the promotion of Tamil culture and religious practices.
The B¤had¢¿varar Temple in Taµj¡v£r, for example, is
a testimony to the architectural and cultural peak of the
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Chola period.
4
 Primarily, the temples were a centre for

spirituality, art, architecture and culture. In the medieval
Tamil country, the temples became wealthy due to the
enormous donations of land, gold and money. Nilakanta
Sastri states, "The temple and the ma¶ha were the most
significant recipients of gifts of land and money, playing
an important role in shaping the economic and social life
of the neighbourhood."

5

As a wealthy institution with extensive land holdings,
the services rendered by the temple in the socio-economic
sphere of medieval South India were manifold. With their
surplus wealth, temples played a multifunctional role as
landowners, promoters of cultivation and agricultural
production, employers and bankers.

6
 In modern times,

temples influence various aspects of life in Tamil N¡·u.
They are central to promoting social cohesion, preserving
cultural heritage and contributing to the local economy
through tourism and related activities. The annual festivals
and daily rituals attract millions of pilgrims and tourists,
generating substantial revenue and providing employment
opportunities to the local population.

7
 Sw¡min¡than

(2008) emphasises the economic impact of Temple
Tourism in Tamil N¡·u and points to its role in promoting
the local economy and infrastructure development.

Historical Background of Temples in Tamil N¡·u

The historical development of temples in Tamil N¡·u
dates back to ancient times, with significant contributions
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from the Pallava, Chola, P¡¸·ya and Vijayanagara
dynasties. The temple was central to the rural economy
in Tamil N¡du and throughout South India before the
expansion of British control in the eighteenth and
nineteenth centuries.

8
 Historians emphasised the multiple

economic functions of many medieval temples: landown-
ers, employers, banks and consumers of goods and
services.

9

From the Pallava dynasty (sixth to ninth centuries CE)
onwards, the temples developed a growing influence on
the emerging political and commercial networks in South
India. The Pallavas pioneered stone architecture in South
India and Tamil N¡·u. They built stone-carved Temples
and the transition to structural temples, the Kail¡san¡thar
temple in K¡µchipuram and the Shore temple in
Mah¡balipuram, and architectural innovations and stylistic
elements introduced by the Pallavas.

10
 During the

subsequent reign of the Chola kings (ninth to thirteenth
centuries), who succeeded in bringing the entire Tamil
country under their rule, small towns grew around temples
in many parts of the region. This process broadly fits the
definition of subaltern urbanisation because, according to
James Heitzman, the urban development of these places
around temples during this period was relatively
independent, indigenous developments that was quite new
in South India and whose development patterns were
subject to few external influences. They built the
B¤had¢¿varar temple in Taµj¡v£r, the Ga´gaiko¸·a
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Cholapuram temple and the Air¡vate¿vara temple in
Darasuram.

11
 Following these dynasties, the P¡¸·ya and

Vijayanagara empires revived the temple culture and
temple architecture in Tamil N¡·u and built the M¢n¡kÀ¢
temple in Madurai or the Varadar¡ja Perum¡l temple in
K¡µchipuram or extended the existing temples. Temples
were also among the most important vehicles of
agricultural development during the Chola and Vijayanagara
periods, especially irrigation.

12

Temple Contribution to Social Development

The temple is the centre of all aspects of daily life
in the Hindu community --- religious, cultural, educational
and social. These religious institutions were not only
centres for spiritual activities but also centres for social
interaction, education, art and public welfare. Ke¿avan
Velluthat has emphasised the socio-economic role of
temples in his work "The Early Middle Ages in South
India."

13
 According to him, the temple preserved the

morals of society and the religious faith of the people.
Burton Stein also held the view that the temples of the
moral order of medieval and modern South Indian
society.

14

The temples played a central role in promoting social
cohesion and community activities. The patron deity of
the village is a goddess who is celebrated in an annual
festival that usually brings together the different social
segments of the village---the central role of these village
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goddesses and their annual festivals in creating a symbolic
village unity.

15
 Festivals like Pa´guni Uttiram, Navar¡tri

and Vaiku¸¶ha Ek¡da¿i were celebrated with extensive
participation and were significant social events.

16
 The

temples often served as the setting for significant life
events such as marriages, naming ceremonies and other
passage rites, reinforcing their role as the centre of social
life. They were also the meeting places for scholars and
Vedic scholars, kings and nobles.

17

Temples were also the centres for official activities.
Hospitals were often located in the temple precincts. The
ma¶has or monasteries attached to the temples were almost
centres of selfless service. The monks cared for the poor,
nursed the sick and suffering, comforted the afflicted, and
set up schools to educate children and young people.

18

In short, temples were not only places of worship but also
places where socio-cultural life was reflected. The word
"temple" contains the essence of village or town life.

Role of Temple in Economic Development in Tamil
N¡·u

The Indian temples were or are important economic
centres of the state and each temple was an important
economic institution. The temples functioned as economic
activity centres and influenced various aspects of the
economy, including agriculture, trade, crafts and resource
management. The renowned historian K. A. Nilakanta
Sastri, in his famous work "The Cholas", emphasises the
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economic function of the temple as a landowner,
employer, consumer of goods banker etc.

19
 Religious

donations were made by kings, secular donors and
Br¡hmans to generate revenue for the maintenance of the
temples and the holding of festivals in honour of the
deities.

20
 The lands granted to the temple had two

functions: (1) to generate an income with which to
maintain a particular ritual service on behalf of the donor
of the land; (2) to provide a productive place to invest
funds granted to the temple for the performance of
services on behalf of the donor of the money.

21

In ancient time the employment opportunities in the
temples needed to be improved. However, large religious
institutions like the Taµj¡v£r B¤had¢¿varar temple were
built during the Chola imperial period and after that their
construction and maintenance employed numerous work-
ers.

22
 They employed workers to build temples, artisans

for arts and crafts, sculptors and many servants to deal
with the various activities of the temple. To prove this,
A. Appadorai writes that "the position of the temple as
an employer, providing employment and livelihood to
many people, is most striking in this context."

23
 According

to D. Dayalan, the temple played an important role in
socio-economic life as an institution that employed many
people. It thus became one of the most critical
employment sources for the people and the state.

24

Therefore, the temples in medieval Tamil N¡·u were not
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just places of worship. They occupied an essential place
in the socio-economic life of the people.

25

Since every temple had a treasury, it served the
purpose of a bank. Due to the availability of vast amounts
of money, Indian temples fulfilled an economic function
as a bank, which helped the agrarian society at that time.
Regarding the economic function of temples as bank is
concerned; B.K.P¡¸·eya argues that temples functioned
as money lenders but not as banks. He further states, "The
temples of the early period did not serve as a modern
bank but as its prototype."

26

The following are the key roles that a temple plays
as a model bank:

● It lent money to private organisations and village
assemblies with or without collateral.

● Farmers borrowed money from the temple treasury
whenever they needed to carry their own cultivation.

● Money was also lent to private individuals for
essential purposes. If they could not repay the loan,
they sold part of their land to pay off their debts.

● Parents of girls who wanted to marry off their
daughters but were in a desperate situation borrowed
sums of money to cover the costs of their daughters'
weddings.

● The funds for the maintenance of the irrigation
systems came from various sources, and as a quasi-
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private institution, the temples' share in this respect
was naturally considerable. Wealthy temples that had
surplus funds and landed property directly or
indirectly undertook to repair or renovate tanks for
public use.

27

The Indian temples also extended a helping hand to
non-Br¡hman village communities, small farmers and
individuals. The timely financial help provided by the
temples to people in need in times of drought and famine
and without government support should be noticed.

28

Conclusion

The temple has assumed great importance in the life
of the Indian people from the past times. It is considered
too old, and each of the thousands of temples has a history.
Temple is more important as a social and economic
institution than a religious one. Hindu temples peaked
their influence on the socio-economic life of medieval
Tamil N¡·u, especially under the imperial Cholas and this
continues under the patronage of the P¡¸·yas and
Vijayanagara kings. The diverse roles of temples in
medieval Tamil N¡du emphasise their importance in
shaping the socio-economic landscape of the region.
Understanding these contributions provides valuable
insights into the interplay of religion and economy in this
historical context. It highlights the enduring legacy of
temples in the socio-economic history of Tamil N¡·u.
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Ga¸itas¡rasa´graha - A
Masterpiece of Jaina

Mathematician Mah¡v¢ra

Dr. P.M. Mini

Introduction

The subject of Mathematics was given high
importance in India from the very beginning of our history
since the Vedic period itself. Among the great scholars
Vararuci, Pingala, Ëryabha¶a, Var¡hamihira, Brahmagupta,
etc. the names of Jaina mathematicians like Virasena,
Mah¡v¢ra, áridhara Yativ¤Àabha, Nemicandra, Um¡sv¡ti,
etc. are worth mentioning. The great mathematician
Mah¡v¢ra has become more famous among the Jaina
scholars. His work Ga¸itas¡rasangraha is a pure
mathematical text. "All things considered the work of
Mah¡v¢ra is perhaps the most noteworthy of Indian
contribution to Mathematics possibly excepting that of
Bh¡skara, who lived three centuries later than Mah¡v¢ra"
- D.E. Smith.

i
 Mah¡v¢ra lived between 815 to 878 AD

at M¡nyakheta (or Malkhed) near Gulberga in Karnataka



Journal of Suk¤t¢ndra Oriental Research Institute  ●  Vol. 26, No. 2

state.
ii
  It is really unfortunate that more is not known

about Mah¡v¢ra, the author of Ga¸itas¡rasa´graha
(G.S.S). Dr. Rao says that he is 'trive¸¢sa´gama' in the
sense that in him was seen intellectual sharpness, a poet's
imagination and an artist's creativity.

iii
 According to E.T.

Bell the first clear recognition about the imaginaries was
Mah¡v¢ra's extremely intelligent remark in the 9

th
 century

that in the nature of things negative number has no square
root.

iv
 Anupam Jain after having conducted valuable

researches in Jain mathematics states that the following
7 works

v 
Ga¸itas¡rasa´graha, âattrin¿ik¡ (âattrin¿atika),

JyotiÀpatala, Khetraga¸ita, Chhattisa P£rva Prati Uttara
Pratisah, Jyotirjµanavidhi, J¡taktilak are to be examined
in favour of Mah¡v¢ra's authorship. The original pure
mathematical text in Sanskrit Ga¸itas¡rasa´graha of
Mah¡v¢ra is accepted by the scholars as a text book of
Mathematics and it is worth study and research especially
in the light of modern mathematical developments.

Content of G.S.S. in brief

The nine headings of the main topics in the original
text Ga¸itas¡rasa´graha in Sanskrit can be enlisted as
follows:-

1. Samjµ¡dhik¡ra

2. Parikarmavyavah¡raÅ

3. Kal¡savar¸avyavah¡raÅ
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4. Prakir¸avyavah¡raÅ

5. Trir¡¿ikavyavah¡raÅ

6. Mi¿rakavyavah¡raÅ

7. KÀetraga¸itavyavah¡raÅ

8. Kh¡tavyavah¡raÅ

9. Cch¡y¡vyavah¡raÅ

The first chapter of G.S.S. is on terminology. After
Salutation and Benediction, this Sanskrit treatise in
mathematics gives an appreciation of the science of
calculations.  Terminology relating to the measurement of
space, time, grain, gold, silver and other metals follow.
Names of operations in arithmetic, general rules in regard
to zero, positive and negative quantities, the names of
notational places and qualities of an arithmetician are
other topics discussed in chapter I.

Chapter II on Arithmetical operations includes
multiplication, division, squaring, square root, cubing,
cubic root, summation and subtraction. Some special
products of numbers are given by Mah¡v¢ra. Such
numbers are said to be in the form of a necklace. Eg

139 x 109 = 15151

152207 x 73 = 11111111

12345679 x 9 = 111111111

333333666667 x 33 = 11000011000011
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Chapter III on fractions deals with the following
subtopics - Multiplication, division, square, square root,
cube, cube root of fractions, summation of fractional series
in progression, Vyutkalita (subtraction) of fractions in
series, etc. Different types of fractions are studied by
Mah¡v¢ra in G.S.S.  v.3.54, p.106.

vi
 He classified the

fractions into 6 types namely Simple fractions (Bh¡ga),
Fractions of fractions (Prabh¡ga) Complex fractions
(Bh¡gabh¡ga), Fractions in association (Bh¡g¡nubandha),
Fractions in dissociation (Bh¡g¡pav¡ha), Fractions con-
sisting of 2 or more of the above mentioned fractions
(Bh¡gam¡tr¡).

Chapter IV dealing with Miscellaneous problems on
fractions contains respectively Bh¡ga and áeÀa varieties,
M£la variety, áeÀam£la variety, áeÀam£la variety
involving two known quantities, Am¿am£la variety,
Bh¡g¡m¿avarga variety, Am¿avarga variety characterised
by the subtraction or addition of known quantities,
M£lami¿ra variety and Bhinnad¤sya variety.

Chapter V is on Rule of three; with sub topics like
inverse double and treble rule of three, inverse quadruple
rule of three, problems on forward and backward
movements and double, treble and quadruple rule of three.

Chapter VI is on mixed problems.  Sa´krama¸a and
ViÀamasa´krama¸a, double rule of three, problem bearing
on interest, proportionate division, Vallika Ku¶¶¢k¡ra,

86



Ga¸itas¡rasa´graha - A Masterpiece of Jaina Mathematician Mah¡v¢ra 2

ViÀama Ku¶¶ik¡ra, Sakala Ku¶¶¢k¡ra, Suvar¸a Ku¶¶¢k¡ra,
Vicitra Ku¶¶¢k¡ra and Summation of series are the topics
discussed here.

Chapter VII deals with calculation relating to the
measurement of areas.  Calculations relating to approxi-
mate measurement of areas, the minutely accurate
calculation of the measurement of areas, subject of
treatment known as the Janya operation and pai¿¡cika or
devilishly difficult problems are all discussed here.

Chapter VIII includes calculations regarding excava-
tion.  Calculations relating to piles of bricks and
operations relating to the work done with saws in sawing
wood are the two topics that are discussed here.

The last and ninth chapter has been devoted
completely for the calculation relating to shadows.

Significant contributions

In G.S.S. 6-218 Mah¡v¢ra  gives the general formula
for the number of combinations of 'n' things taken 'r' at
a time.

vii
 This  ¿loka  means that write the numbers starting

from 1 upto the given number in one line. Below that
write the same numbers in the reverse order.  The product
of 1  2   3  or more numbers in the upper row taken
from right to left be divided by the corresponding product
of 1 2 3 or more numbers in the lower row also taken
from right to left is the required combination in each case.
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Eg:- Let the number of things be 5. Then write the
numbers from 1 to 5 and then 5 to 1 as

follows
1 2 3 4 5   

By the rule
5 4 3 2 1

5C
1
 =

5
= 5 5C

2

 
=

5x4
= 10

1 1x2

5C
3
 =

5x4x3
= 10 5C

4

 
=

5x4x3x2
= 5

1x2x3 1x2x3x4

5C
5
 =

5x4x3x2x1
= 1

1x2x3x4x5

When talking about the different types of fractions
in G.S.S 3.138 Mah¡v¢ra says that there are 26 types of
Bh¡gam¡tr¡ fractions (combinations of five simple
varieties of fractions). This number 26 is obtained as
follows:- 5C

2
 + 5C

3
 + 5C

4
 + 5C

5
 = 10+10+5+1 = 26

But the credit of the formula for permutations and
combinations is given to Herigon (1634)

viii
 who lived

about 800 years after the period of Mah¡v¢ra.

Another important contribution of Mah¡v¢ra is the
idea about unit fractions. The word used by him to
represent unit fraction is 'r£p¡m¿aka r¡¿i'. He was very
much interested in problems connected with unit fractions.
Some examples are the following:
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a. Mah¡v¢ra gives the method to decompose a unit
fraction into 2 unit fractions v 3.85, p 124.

ix

This sloka means that the denominator of the given
sum multiplied by a chosen number is the denominator
of one of the intended fractions and this denominator
divided by the previously chosen number as lessened by
one gives the other denominator, or factorise the given
denominator and multiply one of these factors and the sum
of the factors.  This is the first required denominator.
Similarly multiplying the other factor and the sum of the
factors will give the second denominator.

ie., if 1 is the given fraction where p is any chosen quantity.
n

1
=

1
+

1
n np np

p-1

Or if 1 = 1 , b > 1 then 1 = 1 + 1
n ab n a(a+b) b(a+b)

b. In G.S.S v.3.78, p.119 Mah¡v¢ra  gives the method to
decompose a unit fraction as the sum of fractions with
given numerators:

10

By this ¿loka if 1 is the sum of the given fractions
and a, b, c, d are the numerators, then

1
=

a
+

b
+

c
+

d
n n(n+a) (n+a) (n+a+b) (n+a+b) (n+a+b+c) d(n+a+b+c)
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RHS =
a(n+a+b) + bn

+
c+n+a+b

n(n+a)(n+a+b) (n+a+b) (n+a+b+c)

 =
a+b

+
1

=
n+a+b

=
1

= LHS
n(n+a+b) (n+a+b) n(n+a+b) n

So  the result is true.

c. In G.S.S. v.3.75, p.116 he also gives the expression
for '1' as the sum of 'n' unit fractions.

11

As per the ¿loka if the sum of n unit fractions is one
then the denominators of the fractions are 2x1, 3, 3

2
, 3

3
,

...3
n-2

, 2x3
n-1

ie., 1 =
 1

+
1

+
1

+
1

+
... 1

+
3

2 3 3
2

3
3

3
n-2

23
n-1

d. Expression for '1' as the sum of '2n' unit fractions is
given in G.S.S v.3.77, p.118

xii

This ¿loka states that if the sum of different unit
fractions is 1 then the denominators are obtained by
multiplying one integer (say n) and the next integer (n+1)
and halving the product. The integer n can take values
beginning from 2.

1 =
1

+
1

+
1

+
... 1

+
1

2.3.1 3.4.1 4.5.1 (2n-1).2n.1 2n.1
2 2 2 2 2

For finding the sum and difference of simple fraction
the 1

st
 step given by Mah¡v¢ra is to make the
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denominators equal.  The fractions of equal denominators
can be added or subtracted by doing the operation for the
numerators and putting the common denominator.

Mah¡v¢ra introduced the word Niruddha which means
L.C.M in G.S.S. v.3.56, p.108

xiii

As per the ¿loka niruddha is obtained by means of
the continued multiplication of all the common factors of
the denominators and all their ultimate quotients.  This
is modern method to find the L.C.M.

In the 7
th
 chapter of GSS which is completely given

for geometry, Mah¡v¢ra discusses different geometrical
shapes and the formula to find their area. +…™…i…¥…fik…˙
is one among these which represent an elongated circle
(similar to ellipse).

In GSS 7.21 the approximate area of an elongated
circle is given.

xiv
 This stanza means that the larger

diameter increased by half of the shorter diameter and
multiplied by two gives the measure of the circumference
of the elongated circle. Also one-fourth of the shorter
diameter multiplied by the circumference gives the
approximate area.  ie Area = 1/4 2b.C where C is the
circumference and, C = (2a + b)2 where 2a is the major
axis and 2b is the minor axis.  Mah¡v¢ra has given only
the idea of ellipse but has not clearly completed the
properties of ellipse.
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In addition to these, Mah¡v¢ra was the first Indian
Mathematician to discuss the shapes such as Yav¡k¡ra,
Murj¡k¡ra, Pa¸·av¡k¡ra, Vajr¡k¡ra, UbhayaniÀedha kÀetra,
EkaniÀedhakÀetra, HatadantakÀetra, bambhujakÀetra, etc.
and applied his mathematical talents to find out the areas,
volumes etc. of not only simple figures and objects but
also of complex ones.

Conclusion

Hence one can come to a conclusion that Jain¡c¡ryas
have contributed substantially to the field of Mathematics.
Mah¡v¢ra's Ga¸itas¡rasangraha is worth to be studied by
modern mathematicians.  The various view points,
speculations, derivations, definitions, statements, com-
ments all these of the great Jaina scholar are to be analysed
in the light of the development of modern mathematics.
It is only proper to know, understand and analyse them
in true perspective. More researches in this field are to
be carried out for the benefit of the new generation.
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K¡lid¡sa's View on
G¡ndharvaviv¡ha

Dr. Ajithkumar K.V.

Introduction

K¡lid¡sa is a gifted poet who composed not only
K¡vyas but also Dramas which reflect the life of the
people and     other social culture of our past.  Among
the Paµcamah¡k¡vyas accepted in Sanskrit, two of them
were composed by K¡lid¡sa which shows his importance
among Sanskrit poets. The world famous drama
Abhijµ¡na¿¡kuntalam spread the fame of Sanskrit around
the world. In this paper an attempt is made to evaluate
the views of G¡ndharvaviv¡ha according to K¡lid¡sa as
reflected in á¡kuntala.

K¡lid¡sa has mentioned three types of marriages in
his works. In Kum¡rasambhava he mentioned the typical
Indian wedding of the present day. The poet also described
the Svayamvara type of marriage in Raghuvam¿a. In
á¡kuntalam he has mentioned the G¡ndharva type of
marriage. In the third act of á¡kuntalam K¡lid¡sa
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mentioned the Gandharva form of marriage. It can be seen
that the hero of the play King DuÀyanta has been highly
aggressive in his approach of love to the heroine
áakuntala. Thereupon áakuntala says ---

Paurava rakÀ¡ vinayam madanasamtapt¡pi na
khalv¡tmanaÅ prabhav¡mi

1

King of Purus race, keep to decorum though smitten
with love, I am not master of myself. (so that I can
dispose of my person as I like).

DuÀyanta has then replied to it-

Bh¢ru alam gurujanabhayena d¤À¶v¡ te viditadharm¡
tatra bhav¡nnatra doÀam grah¢syati kulapatiÅ

api ca ---

G¡ndharve¸a viv¡hena bahvyo r¡jarÀikanyak¡h /
ár£yante pari¸¢t¡st¡Å pit¤bhi¿c¡bhinandit¡Å //

2

O timid one, away with your fears of the elders. On
knowing this, the revered patriarch who knows the
holy law, will not find fault with this. Moreover many
daughters of royal sages are heard married by
G¡ndharva form of marriage and were (i.e ; their
action was) approved by their fathers.

From the above conversations it can be assumed that
K¡lid¡sa has expressed a similar view about this type of
marriage with those expressed by ancient authorities on
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law like Y¡jµavalkya, Manu etc;. M.R. Kale has remarked
thus- "It is a marriage which is entirely the outcome of
love or the mutual inclination of a youth and a maiden
concluded without ceremony and even without the consent
of the relatives."

3 
But when we analyse critically the

exchange of words between ¿akuntala and DuÀyanta in the
light of the above it can be seen that the so called love
has very rapidly grown; even in the G¡ndharva type of
marriage, love as a primary instinct cannot find its
expression so rapidly.  Sufficient time must be allowed,
so that ordinary familiarity may grow into an intimacy
through frequent contacts. Love at first sight is of course
a beautiful conception, but it no where exists in the world
of reality. If it exists it cannot and should not consummate
in the sexual union. Here DuÀyanta tactfully understood
the whereabout of áakuntala the whole process is no quite
to leave no opportunity for the growth of mutual love.
Thus there is no love at all in this case. It is a primary
instinct rushing head long to its fulfillment. Therefore it
has manifested itself as brute passion which the King
DuÀyanta wants to gratify all at once. Thus Dimbe¿war
áarma remarked, "áakuntala has simply become a moth
in the fire of DuÀyanta's, passion."

4

In addition to this there is a conscious effort on the
part of DuÀyanta to hide his identity from áakuntala and
her associates. He pretends to be a representative of the
King.  DuÀyanta tells a lie to his mother and hides the
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secret from his friend. He talks everything to his friend
Vid£Àaka and then abnegated it fearing that he would
spread the news in the harem. Therefore, when there is
extreme necessity for a witness to this marriage at the
time of dire need there is none.

5

Considering all these facts, Gautami at the time of
the introduction to her speech to the king DuÀyanta at
juncture of repudiation the following ---

N¡peksito gurujanoanay¡ na khalu p¤À¶a¿ca bandhujanaÅ
/

Ekaikameva carite kim bha¸¡mi kimekamekasya //
6

Noble sir, I wish to say something. There is
(However) no scope for my remarks. For, by her the
elders were not (referred) to nor by you were her
relatives consulted. When the affair has been
transacted solely by mutual consent, what need I say
to each one of you.....

Thus that marriage was a rush deed, so K¡lid¡sa
remarked through á¡r´garava thus-
Ittham¡tmak¤tampratihatam c¡palam dahati /

Thus does a rush deed done one's own advice burn
and

AtaÅ par¢kÀya kartavyam vi¿eÀ¡t sa´gatam rahaÅ /

Ajµ¡tah¤dayeÀvevam vair¢bhavati sauh¤dam //
7
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Therefore one should form a union and particularly
that is private after a careful examination. Friendship
turns to enmity (in the case of) those whose hearts
are unknown (to each other) as in the present instance.

Thus from the observations it can be concluded that
K¡lid¡sa was not in favour of G¡ndharva type of marriage
in á¡kuntalam which being a rush deed.
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âa· Rasa Relation to the TridoÀa
of Ëyurveda

Dr. Shaniba M. M.

Rasa (taste) is the most important factor among the
active principles of a substance. The attribute experienced
by the organ of taste (rasanendriya) established at tongue
is known as Rasa. It remains in earth (p¤thv¢) and water
(Jala) elements.  Jala and P¤thv¢ constitute the substratum
for the manifestation of taste. As, to specific qualities of
taste the (remaining) three (ak¡¿a) V¡yu and Tejas are
responsible. Object of the taste faculty and one of the 24
attributes are accepted in Vai¿eÀika philosophy.
Vai¿eÀikadar¿ana describes it to be the cause of life,
nutrition, strength and health. Six types of rasas are sweet,
sour, salt, pungent, bitter and astringent. All six types
remain in earth while only sweet taste is available in water
element.

1
 Ëyurveda also accepts six types of rasas. Rasa

is ¡pya and is unmanifest in the biginning. Due to the
effect of six Ît£s of time, the Mah¡bh£tas combine in
varying proportions in dissimilar unions undergo process-
ing further by Tejas and thus taste gets differentiated into



âad Rasa Relation to the TridoÀa of Ëyurveda 2

six kinds such as sweet, etc.
2
  Rasa is eternal in atomic

stage of its basic elements and perishable when it belongs
to action stage of its basic elements.

Due to its utility, taste has been the topic of a
thorough discussion in the Ëyurvedic literature. The rasas
when employed properly maintain the body and their
incorrect utilization result vitiation of doÀas.
Paµcamah¡bh£tas are represented in the body by TridoÀas
viz. V¡ta, Pitta and Kapha. During their normal state, they
sustain the body and when vitiated they afflict the body
with the various types of diseases.  Various tastes can
either alleviate or aggravate doÀas and doÀas are the
controlling factor of the life as their balance is essentially
required for health. Tastes which do not alleviate, do
necessarily aggravate the doÀas. For example, drugs of
sweet, sour and saline tastes alleviate v¡tadoÀa. It
automatically follows that the drugs and diets having the
rest three --- astringent, bitter and pungent tastes would
aggravate v¡ta doÀa. Similarly pitta is aggravated by
pungent, sour and saline tastes while Kapha doÀa by sweet,
sour and saline tastes.

Aggravating Tastes Alleviating Tastes.

V¡tadoÀa

ka¶u Madhura

Tikta Amla

KaÀ¡ya Lava¸a
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PittadoÀa

ka¶u Madhura

Amla Tikta

Lava¸a KaÀ¡ya

KaphadoÀa

Madhura ka¶u

Amla Tikta.

Lava¸a KaÀ¡ya

In Carakasamhit¡, the first chapter of vim¡na section
is named as the chapter on the knowledge of specific
attributes of Rasa (taste). The six tastes when employed
properly, maintain the body and their incorrect utilization
results in the vitiation of doÀas.

∫¥……n÷̆ ˘Æ˙®±……‰%l…±…¥…h…& EÚ]÷ıEÚŒ∫i…HÚ B¥… S…*
EÚπ……™…∂S…‰ i… π…]¬ıEÚ…‰%™…∆ Æ˙∫……x……∆ ∫…∆O…Ω˛& ∫®…fii…&*
∫¥……u˘®±…±…¥…h……¥……™…÷∆EÚπ……™…∫¥……n÷˘˘ i…HÚEÚ…&*
V…x…™…Œxi…  {…k…∆, ∂±…‰π®……h…∆ EÚπ……™…EÚ]÷ıı i…HÚEÚ…&*

Description of six Rasas and their effect on Trido¿a

The six rasas are manifested from the five
mah¡bh£tas. The sweet taste abounds in the qualities of
Jala mah¡bh£ta, sour taste of P¤thv¢ and Agni, saline taste
of Jala and Agni, pungent taste of Agni and V¡yu, bitter
taste of V¡yu and Ëk¡¿a, astringent taste of v¡yu and
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prthivi, the predominance or other wise of five
mahabhutas in turn depends on the six seasonal variations.

Sweet taste (Madhura Rasa)- It is the taste found in
sugar, honey, sugarcane, milk and water, etc. and abounds
in the qualities of water element.

3
 Drugs and diets having

sweet taste are wholesome to the body and as such they
add to the growth of body fluid (rasa), blood, muscle, fat,
bone, marrow, ojas, semen and longevity and soothy to
six sense organs, promote strength and complexion,
alleviate pitta and v¡yu and effect of the poisons. They
relieve thirst and burning sensation and promotes voice
and strength. They are soothing and nourishing. Much
liked by bees and ants, and are unctuous, cold and heavy.
When only an excess of sweet taste is used, it causes
vitiation of Kapha resulting in obesity, tenderness,
laziness, hyper-Omnia, loss of appetite, loss of power of
digestion, cough, coryza, sweetness of mouth, diabetes,
etc. diseases.

Sour taste (Amla Rasa)- It is the prime taste of lemon,
raw mango and amlavetas, etc. It abounds in qualities of
Agni and Prithvi mah¡bh£tas.

4
 Drugs and diets having

sour taste add to the deliciousness of food, stimulates
appetite, nourishes and energies the heart and body,
strengthen the sense organs, promote strength, alleviate
the v¡yudoÀas, cause salivation and help in swallowing
and digestion of the food. They are light, hot and
unctuous. If the drugs and diets, having sour taste, used
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excess in isolation, they cause, thirst, morbid sensitiveness
of teeth, horripilation, liquification of KaphadoÀa,
aggravation of PittadoÀa and vitiation of blood.

Saline/Salt Taste (Lava¸a Rasa)- rock salt, etc. are the
examples of saline taste. Jala and Agni elements
predominate it.

5
 Drugs and diets having saline taste help

in carination & digestion, they are sharp, mobile. They
liquify Kapha doÀa, and clear the channels of circulation
and cause deliciousness to food. They are neither very
heavy, unctuous not hot. They, if used in excess or in
isolation, cause vitiation of pitta doÀa and aggravation of
Rakta, thirst, fainting, heating sensation and production
of premature wrinkling, greying and baldness. They also
cause diseases like Raktapitta.

Pungent taste (Ka¶u Rasa)- Black pepper, and red chilies
etc. are the example of pungent taste. It is produced with
the predominance of v¡yu and agni mah¡bh£ta.

6
 Drugs

and diets having pungent taste cause irritation and pain in
tongue burning and watering in the mouth, nose and eyes.
They keep the mouth clean, promote digestion, help in the
absorption of the food, cause disease like intestinal torpor,
obesity, urticaria and worms, help in the elimination of
waste products, break blood clots and other obstruction
and doÀa. They are light, hot and unctuous, If they are used
in excess in isolation they destroy the strength by manhood
(punstva), they also cause unconsciousness and alleviate
kapha produce great heat and thirst.
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Bitter taste (Tikta Rasa)- Margosa tree, Bitter gourd etc.
are the examples of bitter taste. V¡yu and ¡k¡¿a are the
predominately elements of bitter taste.

7
 Bitter taste

weakens the taste perception of the tongue. It is not
tasteful too and causes no sliminess, dryness of the tongue
and delightfulness. Drugs and diets having bitter taste are
by themselves not delicious but destroyer of disgust and
distaste. They are antitoxic and germicidal, promote
firmness of the skin and muscles and commination and
digestion. They possess the attributes like unctuousness,
coldness and if these drugs and diets are used in excess
in isolation, they deplete the plasma, blood and semen,
etc., reduce strength, cause emaciation. unconsciousness,
dryness of the mouth, and produce other diseases due to
vitiation of v¡tadoÀa

Astringent taste (KaÀ¡ya Rasa)- Catechu, Chebulic
Myrobalan, Acacia and Beleric Myrobelan, etc. are the
examples of astringent taste. It is produced by V¡yu and
P¤thiv¢ mah¡bh£ta.

8
 Those having astringent taste cause

non-sliminess, stiffness in action in the tongue and
obstruct the throat.  Drugs and diets having astringent taste
are sedative and constipate. They produce pressure on the
affected part and cause granulation, absorption and
stiffness. They alleviate Kapha and Rakta- pitta. They
absorb the body fluid and are dry, cold and heavy. If these
are used in excess in isolation, cause dryness of the mouth,
affliction of the heart, distention of the abdomen,
obstruction of the speech, constriction of circulations
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channels, black complexion and destruction of manhood.
Due to vitiation of v¡tadoÀa, they can produce spasm,
convulsions and facial paralysis, etc. Thus, all these tastes
properly used jointly or severally in proper dose bring
about happiness to all living beings otherwise they are
equally harmful to all. So, these must be used properly
in proper dose.

Tastes have got an important role in Ëyurvedic
medicinal system. Practically the signs and symptoms of
the increase or decrease of any doÀa, helps the physician
to diagnose the disease and drugs and diets possessing
the required attributes (specially the taste attribute) are
prescribed to solve the problem. Similarly, acquaintance
with the classification of doÀas helps in knowledge of
symptomology of the disease. Thus, the knowledge of
tastes helps a physician to treat the patient. The conditions
of health and disease depend on the balanced and
disbalanced stages of  Paµcamah¡bh£tas and rasas.

9
 All

these rasas properly used in proper dose bring about
happiness to all living beings.
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Messengers and Routes in
Sanskrit Literature

Dr. Ambika K. R.

Introduction

The literature can be used to provide insights into the
social history of a province and is often one of the main
sources for reconstructing the ancient social customs and
festivals of the respective periods. The Sanskrit literature
contains several historical indications through the creative
writings. Sande¿ak¡vya-s are a branch of Sanskrit lyrical
literature with historical, cultural and social significance.
For example, an important historical mention is found in
the poem áukasande¿a by LakÀm¢d¡sa of 14

th
century CE,

which denotes the ordeal Kaimukku (dip in to the boiling
ghee), for detecting criminals (áukasande¿a 1/52). In
Ras¡r¸avasudh¡kara, ái´ghabh£p¡la says, ∫…xn‰˘∂…∫i…÷ |…‰ π…i…∫™…
∫¥…¥……i……«|…‰π…h… ¶…¥…‰i…¬* Varavar¸ini Vy¡khy¡ of áukasande¿a
defines Sande¿akavya-s with twelve prakara¸a-s, such as
+… n˘EÚ…¥™…®…¬, n˘…Ëi™…V…™……‰V…x……, µ…V™……R¬ÛM…n‰̆∂……n‰̆∂…®…¬, |……{™…n‰̆∂…¥…h…«x……,
®…Œxn˘Æ˙… ¶…Y……{…x……,  |…™…∫… z…¥…∂… ¥…®…∂…«x…®…¬, +x™…∞¸{…i……{… k…∫…∆¶……¥…x……,
+¥…∫l…… ¥…EÚ±{…x……, ¥…S…x……Æ˙®¶…®…¬, ∫…xn‰˘∂…¥…S…x…®…¬, + ¶…Y……x…n˘…x…®…¬,
|…®…‰™…{… Æ˙ x…π`ˆ…{…x…… +l…¥…… EÚ…¥™…∫…®……Œ{i…& S…*
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Sande¿ak¡vya-s are a unique genre of lyrical literature
in classical Sanskrit. Most of the Sande¿ak¡vya-s develop
from a character experiencing a crucial situation, such as
loneliness or any other emotional conditions.  The concept
of conveying messages through messengers can be traced
back to Vedic hymns. Agni is known as the Devad£ta
or the conveyor, the VaÅni---Havyamvahatiitiva%ni,
havyam vahati pr¡payati dev¡n iti vaÅni (P.200, Samsk¤ta
niruktako¿am). Agni serves as a link between the
sacrifices on earth and the gods in heaven.

The story in the Mah¡bh¡rata states of King Na½a,
captivated by the beauty of Damayanti, deputes a Hamsa
to convey to his love to her. This love which ultimately
concludes into Nala's marriage with Damayanti. This story
helped as an inspiration for K¡lid¡sa, to choose a cloud
as a messenger.

Meghad£ta by K¡lid¡sa

K¡lid¡sa's Meghad£ta is a love lyric containing of
110 ¿lokas in Mand¡kr¡nta metre with two sections: P£rva
and Uttaramegha.  K¡lid¡sa has made a bold collection
by using an inanimate object, a cloud, to convey messages
to the heroine.  Then he himself says:

v…⁄®…V™……‰ i…& ∫… ±…±…®…Ø˚i……∆ ∫… z…{……i…& C¥… ®…‰P…&
∫…xn‰̆∂……l……«& C¥… {…]÷ıEÚÆ˙h…Ë& |…… h… ¶…& |……{…h…“™……&*
<i™……Ëi∫…÷C™……n˘{… Æ˙M…h…™…xM…÷¡EÚ∫i…∆ ™…™……S…‰
EÚ…®……i……«&  Ω˛ |…EfiÚ i…EfiÚ{…h……∂S…‰i…x……S…‰i…x…‰π…÷** (1/5)

109



Journal of Suk¤t¢ndra Oriental Research Institute  ●  Vol. 26, No. 2

K¡lid¡sa addresses the cloud as a brother and
attributes to it all the feelings of a human being. Kalidasa's
intense imagination is revealed in the colourful descrip-
tions of Ujjayini, the Himalayas and mountain sides of
Kail¡sa, as well as important towns, cities, rivers, the
beauty of women and richness of the minerals, stones,
metals found in India. In Meghad£ta, the cloud
Messenger's transmission of the message to YakÀa's wife,
which is only 13 ¿lokas (2/40-53), is a remarkable one.
In the Essays on Indology, Satyavrata Sastri lists the
available D£tak¡vya-s from Northern side of India as:

Jaina works

P¡r¿v¡bhyudaya by Jinasena,

Nemid£ta by Vikramakavi,

Meghad£ta by Merutu´ga,

á¢lad£ta by Caritrasundara Ga¸i (one of the authors
of Kum¡rap¡lacarita)

Pavanad£ta by V¡dicandra

Cetod£ta by (Anonymous author)

Meghad£ta samay¡lekha by Meghavijaya

VaiÀ¸ava d£tak¡vya-s

Uddhavad£ta by R£pagosv¡min

Uddhavad£ta by M¡dhavakav¢ndra

Pata´gad£ta by Sr¢k¤À¸a S¡rvabhauma

110



Messengers and Routes in Sanskrit Literature 2

Pikad£ta by Rudrany¡ya Paµc¡nana

P¡nthad£ta by Bhol¡n¡tha

Manod£ta by ViÀ¸ud¡sa

P¡dapad£ta by Gopendran¡tha Gosv¡min

Hamsasande¿a by P£r¸asarasvati

Hamsasande¿a by Ved¡ntade¿ika

Bhramarad£ta by Rudrany¡ya Paµc¡nana

V¡tad£ta of K¤À¸an¡tha Ny¡yapaµc¡nana Bha¶¶¡c¡rya
(p. 92)

Another classification of D£tak¡vya-s, is on the basis
of messengers as natural phenomena, Natural objects,
Human beings, Gods, Birds, Manas and miscellaneous. In
the natural phenomena, cloud and wind are the chief
messengers. In the natural objects, the moon, lotus, tree
and tu½as¢ are mentionable examples. Among the human
beings, Uddhava, Gop¢-s, P¡ntha, Brahmin and Nemi
serve as messengers. Hamsa, Pika, Kokila, Koka, Cakora,
Bhramara, Bh¤´ga, May£ra, áuka and Pata´ka are the
birds as messengers. Seven Meghad£ta-s are mentioned
by Satyavrata Sastri (pp. 92-93). The synonyms of wind:
Pavana, Anila and V¡ta, are also portrayed as messengers.
Sastri points out 86 D£tak¡vya-s in his Essays on
Indology (pp. 93-94). Most of the D£tak¡vya-s are not
dated, but the subject-matter is similar to that of
Meghad£ta and is composed in Mand¡kr¡nt¡ metre.
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á¡rd£lavikr¢·ita, áikhari¸i, and M¡lini metres are also
rarely observed. Some k¡vyas give the historical
evidences, as well as Sanskrit names of the places, rivers
and hills.

Inanimate and Natural Objects Messengers

In the D£tak¡vya-s, Meghad£ta by K¡lid¡sa,
Meghasande¿a by Merutunga, Meghadautyam by Trailokya
Mohana Guhaniyogo, Megh¡bhyudaya by anonymous
author, Meghaprati¿ati sande¿a by M¡¸·ikkal R¡ma¿¡stri,
YakÀa Milana by Parame¿vara Jha, Pavanad£ta by Dhoyi,
V¡tad£ta by K¤À¸an¡tha, Anilad£ta by R¡maday¡lu
Tark¡lank¡ra, Pavanad£ta by V¡dicandra, Candrad£ta by
Janbukavi, Indud£ta by VinayavijayaGaGi, Candrad£ta by
Sr¢k¤À¸a Tark¡lank¡ra, Candrad£ta by Vinayaprabhu,
Padmad£ta by Siddh¡nta Vidy¡v¡g¢¿a, Padmad£ta by
Gopendran¡tha, Tu½as¢d£ta by Trilocana, we notice
inanimate and natural objects or phenomenon as
messengers. Here the poets' presentations of emotions are
as K¡lid¡sa says, ""EÚ…®……i……«&  Ω˛ |…EfiÚ i…EfiÚ{…h……∂S…‰i…x……S…‰i…x…‰π…÷*

Human --- God as Messengers

Most of the poems are love lyrics, but some poems
are devotional D£tak¡vya-s and some other poems are
philosophical. K¡masande¿a of M¡t¤datta, Uddhavad£ta
of Mah¡kav¢ndra (may be the pen name),  Uddhavasande¿a
by R£pagosv¡min, Gop¢d£ta by Lambodara Vaidy¡,
P¡nthad£ta by Bholan¡tha, Nemid£ta by Vikrama,
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Manod£ta by ViÀ¸ud¡sa, Manod£ta by R¡ma¿arma,
Manod£ta by Indre¿a Bha¶¶a, Manod£ta by Traila´ga
Vajran¡tha, H¤dayad£ta by Harihara Bha¶¶a, Cetod£ta by
an anonymous author, á¢lad£ta by Caritrasundara Ga¸i,
Bhaktid£ta of Kalipras¡da, N¢laka¸¶hasande¿a by
Punnasseri Sridharan Nambi, Viprasande¿a by Kodungallur
Koccunni Tampur¡n are some of the messengers.

Birds as Messengers

In the Sande¿ak¡vya-s Kalidasa's Meghad£ta is
placed the foremost. The Next importance is given to
birds, messages sent through the airways. The other
important messengers and k¡vya-s are Hamsasande¿a by
V¡mana Bha¶¶a B¡¸a, Hamsasande¿a by R£pagosv¡min,
Hamsasande¿a by Venkaman¡thaVed¡nt¡c¡rya,
Hamsasande¿a by Raghun¡thad¡sa, Hamsasande¿a of
Kav¢ndr¡c¡rya Sarasvati, Hamsasande¿a of P£r¸asarasvati,
Hamsasande¿a by anonymous author, Pikad£ta by
Rudrany¡ya Paµc¡nana, Kokilasande¿a by Harid¡sa,
Pikad£ta of Ambik¡cara¸a Deva¿ara¸, Kokilasande¿a by
Udda¸·a á¡stri, Kokilasande¿a by Venkam¡c¡rya,
Kokasande¿a by ViÀ¸utr¡ta, Cakorasande¿a by Perus£ri,
Bh¤´gasande¿a by V¡sudeva, Bhramarasande¿a by
Mah¡linga á¡stri, Bhramarad£ta by Rudrany¡ya,
á¡rik¡sande¿a by R¡map¡¸iv¡da, May£rasande¿a by
Udaya, Pata´gad£ta by S¡rvabhauma.
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Routes of the Messengers

The geographical importance of the Sande¿ak¡vya-s
lies not in providing shortcut routes, but in the poets'
imaginative descriptions of beautiful places and their
inclusion of socio-cultural and political elements. The
poets' accurate depiction of routes, despite the lack of
available transportation at the time is remarkable. Some
poets follow the same route as K¡lid¡sa (from Ramagiri
to Alaka), while others describe different routes.

Route in Meghasande¿a by K¡lid¡sa: Ramagiri-Alaka

Ramagiri-Ëmrak£¶a mountain-Narmada river-Vidi¿a-
Vetr¡vati river-Sindhu and Nirvindhy¡ rivers- Avanti and
Ujjayini towns, Gambh¢ra river-Devagiri-Charma¸vati
river-Brahm¡varta and Kurukshetra places --- Saraswati
river- Manasasarovara-Kail¡sa mountain and Alak¡ town.

Route in Hamsad£ta by V¡mana Bha¶¶a B¡¸a:
Him¡layan range to Alak¡.

T¡mrapar¸i-Madura-K¡veri-Sr¢ra´gam-Cola town-
Arunachala-K¡µchi-K¡lahasti Mandira-Kanakamukhari
river-K¤À¸ave¸i river-Tu´gabhadra- God¡var¢ river-
Paµcava¶i-Vindhy¡cala-Sarayu river-Gan·haki-
Krauchaparvata-Alaka.

Route in Pavanad£ta by Dhoyi: Him¡layan range to
Vijayapura.
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Himalayan range-Pandyarajya-Tamraparni-Uragapura-
Rameswara-Kanchipura-Kaveri-Panchapsaras lake-
Andhrapuri-Godavari-the city of Kalinga-Vindhya-
Narmada-Yayatinagari-Triveni-Vijayanagara-the capital of
King LakÀma¸asena (Vijayapura).

Route in Hamsasande¿a by Ved¡ntade¿ika:
Malayaparvata-Lanka

The mount Malayavat-Anjanadri (Venkitadri)-
Kanakamukhari river-Tundirapradesa-Satyavratakshetra-
Kanchi-Vaiga river-Hastisaila-Cholanagari-Svetasaila-
Kaveri-Srirangam-Pandyadesa-ÎÀabh¡dri-Tamraparni-
Malayaparvata -the mount Suvela-Lanka.

Route in áukasande¿a by LakÀm¢d¡sa: Rameswaram
-Trikkanamatilakam (Gu¸akapuram)

Rameswaram-Tamraparni-Manalur (the capital of
Pandya kings-Sahyaparvata-Kanyakumari-Suchindram-
Thiruvananthapuram (Syanandurapuram)-Kollam-Tiruvalla-
Phulla river- Pasupati temple- Aluva- Cendamangalam
(Jayantamangalam)-Mahodayapuram-Tiruvanchikkulam-
Kodungallur-Trikkanamatilakam (pp. 511-12, Samsk¤ta
S¡hitya Caritram)

Route in Kokilasande¿a by Udda¸·a á¡stri: Kanchi-
Jayantamangalam (cendamangalam)

Kanchi-Kampa river-Palar (KÀ¢rasundhunadi)-
B i l v a k c e t r a - K a v e r i - N e e v a - H o s a l a d e s a -
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Lakshminarayanapuram-Sahyaparvata-Vangmayiriver-
Sambaradeva-Kottayam (Purali)-Kolattunadu-Kozhikkod
(Kukku¶akro·¡)-Vettathnadu (Prak¡¿ade¿a)-Trprangod
(ávet¡ra¸ya)-Nila-Netran¡r¡ya¸a-prade¿a-Porkkulam
(Ra¸akhal¡)-V¤Àapuri- Irinjalakkuta (Sangamagramam)-
Kodungalur (Kurumbavana)- Tiruvancikkulam
(Anjanakhalapuri)-Curni river-Jayantamangalam (Essays
on Indology p.137,)

Route in Indud£ta by Vinayavijaya Ga¸i: Jodhpur
(Yoddhapura)-Surat (S£ryapura)

Yoddhapura-Suvarnagiri-Mahavira temple Par¿van¡tha
temple-Jalandharanagaram-Rohini-Mount Abu-
Achalaparvata-Jaina Temple of Kum¡rap¡la-Sindhupuram-
Sabhramati River (Sabarmati)-Ahmedabad (Rajadranga)-
Baroda (Vatap¡dri)-Narmada-Broach (Bhrgupura)-Tapti
River (Tapi)-Surat (P.137, Essays on Indology)

Route in May£rasande¿a by Udayaraja:
Thiruvananthapuram-Annakara (near Thrissur)

Thiruvananthapuram-Varkkala Visnu temple-Kollam-
Ingudi country (Kayamkulam?)-Kantiyur-Kali temple-
Vallabha temple (Tiruvalla)-Manikantha temple-
Muvattupuzha-Trippunitura- Aluva- Cendamangalam-
Kodungallur-Irinjalakkuta-Brahmakulam-Annakara.
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Route in Bh¤´gasande¿a by V¡sudeva:
Thiruvananthapuram-ávetadurgam (Venkattakotta or
Venn Kotta for Kottakkal)

Thiruvananthapuram-Kollam-Ashtamudi Backwater---
Tiruvalla- Tiruvarppil Vishnukshetram-Kutamalur-
Muringampuzha-Vaikkom (Vyaghrapadapuram)-
Trippunitura (Purnavedapuri)-Cochin-Tiruvanchikkulam-
Trikkanamatilakam (Ku¸avayirkommam)-Kodungallur-
Irinjalakkuta- Urakam (Suvar¸anagaram)-Thrissur-
Guruvayur-Mukkuthala-Tirunavaya-Bharatappuzha-
Kottakkal.

Route in K¡masande¿a by M¡t¤datta: Chidambaram-
Tirunavaya.

Chidambaram-Sivaganga-Kaveri-Madhyarjunam
(Tiruvidaimarudur)-Kumbakonam -Sreerangam- Konkan-
Perur-Sahya mountain-Mangalam-Thrissur-IÀ¶akro¡
(Tirumittakkod)-Sukapura (KurukÀetra)-Amba¿aila---
(Kotikkunnu) -Ëmla¿ailam (Velliyamkallu)-Bharatappuzha-
Tirunavaya.

Route in Cakorasande¿a by Perus£ri, An unknown
brahmin: Chitambaram-Ved¡ra¸yam (Velangad)

Thiruvananthapuram (Nemumkottai) --- Kollam ---
Tiruvalla---Vaikkom-Nyagrodhapuram-Kutalmanikkam ---
Vedaranga (Peruvanam) --- Urakam ---
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Vamakkunn¡thatemple --- Guhapura (áukapuram) temple
--- Porkkulam --- Tirun¡v¡ya.

Route in Hamsasande¿a by P£rnasarasvati:
Kanchipuram-Malappuram

Kanchipuram-Kaveri River --- Kalindi --- Tamrapar¸¢
--- Chola --- P¡¸·ya -Thiruvananthapuram-Ambalappuzha-
Thrissur-Pattambi-Valanchery.

Route in Kokasande¿a by ViÀ¸utr¡ta: Sri Vih¡rapuri-
K¡m¡r¡m¡.

Varan¡-Pur¡nanda Bh£tan¡tha temple-Sundara lake-
Sachandra Town-á¡ntak¡r¡-Ramy¡ river-Lokabhadra áiva
temple-Ayodhya- K¡m¡r¡m¡. (p138, Essays on Indology)

Route in Subhagasande¿a by N¡r¡ya¸a: Kanyakumari-
Thrissur

Kanyakumari-Chenkottai-Kutt¡lam hills-Thrissur.

Route in C¡takasande¿a by a Namputhiri from
Tirumanthamkunnu: Chamravattom to
Thiruvananthapuram

Chamravattom-Tirunavaya-Bharatappuzha-Thrissur-
Peruvanam-Urakam-Irinjalakkuda-Kodungallur-Periyar-
Trippunitura-Vaikkom-Ambalappuzha-Harippad-
Chennamangalam-Chambakassery-Kayamkulam-
Karamana-Parasala.
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Route in N¢laka¸¶hasande¿a by Sridharan Nambi of
Punnasseri: Pattambi to Cherpulasseri

Iringay£r (Ìhapura)-Cherpulasseri-Thali-Pushpakro·¡
(Pookkattiri)-Marutapuram (Maruthur)-Vallappuzha-
Surakro·am (Thevalakkad)-Ma¸iy¡¶¶om (Vaniyamkulam)-
Chalisseri-Kuttanattkotta (Kuttikkod)-Perukulam-
Cherppulasseri.

Route in C¡takasande¿a by M¡nti¶¶a á¡str¿arma:
Shornur to Ernakulam Kanakagiri (Kanakakkunnu) ---
Lakshipuram palace --- Changanassery --- Edappilly-
Chendamangalam-Mahodayapuram.

Route in Viprasande¿a by Kochu¸¸i Tampur¡n:
Banaras (K¡¿i)-Thiruvananthapuram

Prayaga-Jabalpur-Raicchur-Katappa-Irode-Arkonam-
Vellore-Kerala-Kodungallur-Trippunithura-Vaikkom-
Ambalappuzha-Sasthamkotta-Varkkala-Thiruvananthapuran
temples.

Route in á¡rik¡sande¿a by R¡map¡¸iv¡da: Vrindavan-
Ambalappuzha

Chembakasseri-named as Ambalappuzha, Amaratamin¢
and Devav¡hini- K£ttarastram (Kuttanad). The poet
described the rituals of Ambalappuzha Devanarayana
temple.
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Contribution of Kerala to Sande¿ak¡vya

The Sande¿ak¡vya-s from Kerala are noteworthy
because of the geographical, historical, social and cultural
information the supply about the land. Kerala is perhaps
the one of the main regions which produced numerous
works in this field from about 14

th
 CE to 19

th
 CE.

Moreover, it is noticed that among the branch of
Sande¿ak¡vya-s, Kerala and Tamil Nadu poets used the
term Sande¿ak¡vya and other poets from India are usually
used the D£tak¡vya.

The contribution of Kerala on this topic is stated as
Kokilasande¿a of Udda¸·a á¡stri, Bh¤´gasande¿a of
V¡sudevan, áukasande¿a of LakÀm¢d¡sa and
May£rasande¿a of Ma¸akkulam Udaya R¡ja, another
work is Kaumud¢ Vy¡khy¡ of Dhvany¡loka Locana.
Cakorasande¿a of Payy£r V¡sudevan, Subhagasande¿a of
N¡r¡ya¸an Namp£tiri, K¡masande¿a of M¡t¤datta,
Kokasande¿a of ViÀ¸utr¡ta, N¢laka¸¶hasande¿a of
Punnassery Sreedharan Nambi, á¡rik¡sande¿a of
R¡map¡¸iv¡da, C¡takasande¿a of an unknown Namputiri
from Tirumandhamkunnu, Viprasande¿a of Koccunni
Tampuran, and also a lot of Sande¿ak¡vya-s in regional
language (p. 514-519, Samsk¤tas¡hityacaritram). From
these works, we can observe the Sanskritization of some
places and rivers like: Sy¡nand£rapuram, Vy¡grapuram,
P£r¸avedapuri, Jayantamangala, ávetadurgam,
(Venkammakomma) Gu¸akapuram (Ku¸avayirkommam),
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Icmakroa, KurukÀetra, Ko¶ikkunnu (Amb¡¿aila), near
Pattambi, Ve½½iy¡mkallu near Trithala (Ëmla¿aila),
Ved¡ra¸yam, Kanakapuri or Suvar¸agiri.

Conclusion

Most of the D£tak¡vya-s or Sande¿ak¡vya-s arise
from an overflow of emotions caused by separation. These
play a crucial role in the genre of classical Sanskrit
literature.  These poems not only convey deep emotions
but also provide insights into the history of the country,
the socio-political background of the time, the variety of
plants, fruits, and minerals in the hills, and the tides of
the rivers. These poets offer us vivid descriptions of
important temples of that era. While some poets provide
accurate routes for the messenger, others provide a more
interesting path to highlight the beauty of the places and
to showcase architectural marvels along the way.
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Ë¿caryac£·¡ma¸i: Theme and
Significance

Dr. Kiran A. U.

Sanskrit Dramas and The Structure of Visual
Presentations

Sanskrit drama stands as one of the oldest and most
refined forms of Indian literature, distinct in technique and
aesthetic appeal. As Kalidasa expresses in 'n¡¶yam
bhinnar£cerjanasya bahudh¡pyekam sam¡r¡dhanam'

1
,

drama caters to diverse tastes and emotions. Historical
references suggest drama predates the R¡m¡ya¸a, with
both Eastern and Western thinkers recognizing it as the
pinnacle of poetic expression. Maxims like
'n¡¶ak¡tmakak¡vyaÆ' and 'k¡vyeÀu n¡¶akaÆ varam'
affirm its literary supremacy. The term 'R£paka' denotes
drama, and the N¡¶ya¿¡stra classifies ten types such as
dr¡ma and prakara¸a. These r£pakas capture the
complexity of ancient Indian performance arts through
lyrical poetry and dialogue. Sanskrit drama uniquely
intertwines characters with nature---trees, animals, and
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flowers like the 'jyotsna' and the deer 'D¤À¶ibh¡´ga' being
symbolic inclusions. The narrative structure adheres to
five foundational components called 'paµcasandhi'.

Ë¿caryac£·¡ma¸i

The term Ë¿caryac£·¡ma¸i refers to a crest jewel
believed to hold astonishing powers. In this drama, it
symbolizes something marvellous and rare, highlighting
the play's exceptional nature. áaktibhadra is credited as
the author of this earliest known South Indian poetic
drama, which is acclaimed for achieving the zenith of
perfection in every aspect.Although there are differing
views on the time, place, and life details of áaktibhadra,
most scholars agree on his authorship of Ë¿caryac£·¡ma¸i.
Scholars like Prof. Kuppuswamy Sastri have even ranked
Ë¿caryac£·¡ma¸i as the second greatest Sanskrit drama,
next only to Uttarar¡macarita by Bhavabh£ti, which is
based on the R¡m¡ya¸a.

Other Works of áaktibhadra

In the opening of Ë¿caryac£·¡ma¸i, a director
remarks: "Oh listen, this drama is the portrayal of the
wisdom of áaktibhadra who wrote Unm¡dav¡savadatta,
etc". This suggests that áaktibhadra authored works like
Unm¡dav¡savadatta. Poet laureate Kunjikuttan Thampuran
believes that in addition to Ë¿caryac£·¡ma¸i, áaktibhadra
may have written dramas such as Unm¡dav¡savadatta,
Mantr¡´ka, etc. a view also endorsed by Ull£r.
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Commentaries

Ë¿caryac£·¡ma¸i was discovered by Prof. S.
Kuppuswami Sastri and published in the Mylapore
B¡lamanoram¡ series (No. 9) with commentary in 1926.
That same year, C. áa´kara Raja Shastri released a
commentary version in Chennai and followed it up with
an English translation in 1927. However, Kunjikkuttan
Thampuran had already translated Ë¿caryac£·¡ma¸i into
Malayalam nearly thirty years earlier, although it was
printed only in 1893. Thampuran, recognizing the work's
aesthetic value, was inspired by C¡ky¡r's recital of slokas
from Ë¿caryac£·¡ma¸i during his performance of
'Angul¢y¡´k¡'. He found a manuscript in the Kottakkal
mansion's library, which formed the basis of his
translation. Several other Malayalam translations have
since appeared, including those by K. P. Narayana
Pisharody, Panmana Ramachandran, Prof. K. Vijayan
(1969), Puthukkody Mathan Tharakan (1981), and Radha
Madhavan (2013).

Theme of the Play

The play, adapted from the R¡m¡ya¸a, is reimagined
by áaktibhadra with notable thematic changes, especially
in his skilled use of rasa and portrayal of central characters
like R¡ma, S¢t¡, and R¡va¸a. It begins with á£rpa¸akh¡
confronting R¡ma and ends with the 'agnipar¢kÀ¡' of S¢t¡,
covering narratives from the ¡ra¸yak¡¸·a to Uttarak¡¸·a.
The play is structured into seven acts: Paur¸am¡sa,
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á£rpa¸akh¡, M¡r¢ca, Ja¶¡yu, A¿okavanik¡, Agnive¿ya,
and Agnipar¢kÀ¡. áaktibhadra enriches the plot with
imaginative variations, like Anasuya's boon, which causes
S¢t¡ to appear embellished, sparking R¡ma's doubts and
the 'agnipar¢kÀ¡'. Unlike the V¡lm¢ki-R¡m¡ya¸a, the
emotional conflict here is more relatable. The crest jewel
and ring, introduced by LakÀma¸a, serve as powerful
symbols that mesmerize both characters and viewers,
enhancing the aura of 'wonder in the presentation'.The
play includes enchanting illusions, multiple appearances
of Rama and Sita, á£rpa¸akh¡'s demon form, R¡va¸a's
transformations, and divine interventions by N¡rada,
Indra, and others. These theatrical elements, along with
Sita'svalor and Hanuman's feats, highlight áaktibhadra's
artistic ingenuity.

All female characters use Pr¡k¤t, while male
characters speak in Sanskrit. The 189-verse play utilizes
diverse meters like Upendravajr¡. Historians associate the
work with the Bhakti movement and link it to the Cera
dynasty. The C¡ky¡rs perform each act with distinct
identities, and the structure follows traditional segments
like mukh¡ and garbha. Ultimately, the title
Ë¿caryac£·¡ma¸i, reflecting the rasa 'adbhuta', symbol-
izes the thematic core of wonder, much like the ring in
á¡kuntalam. The divine affirmation of S¢ta's purity
through celestial blessings gives a fitting close to the
narrative's emotional and imaginative depth.
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The Determination of the Rasa

In Ë¿caryac£·¡ma¸i áaktibhadra develops the
sentiment 'wonder' through '¿¤´g¡ra', etc. and culminates
it into its zenith. Sometimes he uses the sentiment 'vira'
to give an opening to 'wonder'. The name of the play is
given with a connotation that the wonder pervades in its
summit. áaktibhadra gives a principal status to the rasa
'atbhuta' which were till then considered just as a
component by the poets. And this was a great and most
singular experiment in the history of literature.

2

Ë¿caryac£·¡ma¸i and K£¶iy¡¶¶am

Ë¿caryac£·¡ma¸i and K£¶iy¡¶¶am preserved the
acting method of the N¡¶ya¿¡stra. In K£¶iy¡¶¶am, three
streams converge: the ancient tradition of N¡¶ya¿¡stra,
Kerala's contribution through Mahe¿vara'sv¡guppac¡lava,
and the percussion tradition. By the 15th century,
K£¶iy¡¶¶am receded from public view, limited to temple
theatres (K£¶¶ampalam), but returned to public stages only
in the late 20th century.The performance manuals
Ë¶¶aprak¡ra-s and Kramad¢pik¡-s are vital to K£¶iy¡¶¶am.
¡mmaprak¡ra outlines themes for ama composition and
the integration of subject matter, emotion, technique, and
custom in performance. While K£¶iy¡¶¶am involves
dramatic elements, few performances are classified as full
dramas. The significance lies in the uniquely named acts.
For instance, áaktibhadra's play includes seven acts named
by the C¡ky¡rs: ParvasaÆ¿¡la, á£rpanakh¡, M¡y¡s¢t¡,
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Ja¶¡yuvadha, A¿okavanik¡, Anus£y¡, and the 'ordeal of
fire act'.

Female Characters and Ë¿caryac£·¡ma¸i

In Sanskrit drama, male and female characters are
typically portrayed by male and female actors, respec-
tively. K£¶iy¡¶¶am adheres to this convention, with the
exception of á£rpa¸akh¡ and K¡ri, whose roles are
usually performed by men. The art form grants women
a vital place on stage---not only acting but also
contributing to the performance by playing 'K£¶iy¡¶¶am',
reciting verses, and chanting 'akkittive¶¶u' for the
'p£rapp¡¶¶u', often accompanied by 'mizh¡vu'. Their
presence is central throughout the play. Ë¿caryac£·¡ma¸i,
a prominent K£¶iy¡¶¶am play, illustrates the jungle life
of S¢t¡, R¡ma, and LakÀma¸a. In its second act,
á£rpa¸akh¡'s proposal to R¡ma unsettles S¢t¡, who fears
her abandonment. The third act shows S¢t¡ as emotionally
intense, blindly trusting the illusory R¡ma. By the fourth
act, she senses deception and reacts in horror to R¡va¸a's
true form. In act five, despite temptations, she remains
unwavering in virtue and dignity. Acts six and seven
present her meeting with Hanum¡n and her strength
during the 'ordeal of fire', which proves her chastity and
mental endurance.

Ma¸·odar¢ plays a crucial role in the fifth act.
Distressed by R¡va¸a's actions, she confronts and even
humiliates him. She is deeply loyal to her husband, yet
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defends S¢t¡ and urges R¡va¸a to restrain himself. Her
role highlights her as a compassionate woman, a devoted
wife, and a thoughtful queen concerned for her kingdom.
á£rpa¸akh¡, though a female character, is usually
portrayed by male actors. Her parts in the 'á£rpa¸akh¡'
and 'M¡y¡s¢t¡' acts are marked by powerful dialogue.
Disguised as S¢t¡, she attempts to entice R¡ma, mirroring
S¢t¡'s demeanor in appearance and form.

Philosophy of Ë¿caryac£·¡ma¸i

Tribhuvanaripurasy¡ r¡va¸aÅ p£rvaja¿ce-

dasulabha iti n£nam vi¿ramaÅ k¡rmukasya

rajanicaranibaddham pr¡ya¿o vairametad

bhavatu bhuvanabh£tyai sarvarakÀovadhena
3

The reverberation of the profound and philosophical
usage 'bhuvanabh£ti' from this sloka of Ë¿caryac£·¡ma¸i
always permeated with its lustre in the mind of
áa´kar¡c¡rya and this motivated him to adorn the epithet
'bhuvanabh£ti' on this drama. Bhuvana means everything
originates from this i.e., the world. Bhuti also means
ViÀ¸u or áiva. Both of them have the same visage. Thus,
everything is stated as one by virtue of the conglomeration
of time, sentience and man. But the conflict between
VaiÀ¸ava and áaiva sects of India implies a change in
this scenario. áa´kar¡c¡rya was enchanted by the artistic
usage 'bhuvanabh£ti' which represents this deterioration.
The opinion of Winternitz that this play, which satisfies
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the norm 'drama is elegant among poetry', should be
studied among the epics is valid in every respect.
áaktibhadra is the poet who has mastered the innate
experience of Advaita. It is not a wonder that his
connection with áa´kar¡c¡rya has elevated his intellectual
life from literature to the contemplative life of Advaita.
It could be the aesthetic appreciation that áa´kar¡c¡rya
borne in his mind that possibly inspired him to reminisce
the Ë¿caryac£·¡ma¸i of áaktibhadra from the fathoms
of his memory.

End Notes

1. M¡½avik¡gnimitram 1. 4. p. 272

2. p. 14-24: 2004

3. Ë¿caryac£·¡ma¸i II.19
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v…®…«∫™… i…l…… i……o∂……x…… ®…i…Æ…h……∆ |…‰Æh…™…… <SU… nEÚ∆ ∞Ú{…“ GÚ™…i… <i™…i…& i…ËÆ‰¥…
¶…Æh…¥™…¥…∫l…… ∞Ú{…“ GÚ™…i… <i™…i…& "V…x…Ë' Æ i… n±…®… {… ±…I…h…‰ ∫…n…‰π… B¥…*

i…l…… ∫… i… ∫¥…i…xj…|…V……i…xj…i…‰ i… x…¥™…& EÚ∂S…x…‰i…Æ +…∂…™……‰% {…
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V™……‰ i…∂∂……∫j…∫™… |…™……‰V…x…®…¬ 2

There was a close relationship between sunspots
eruptions from the sun that disturb the geomagnetic field
of the earth and the occurence of epileptic attacks ----.
The alteration magnetic field alert dogs  to an impelling
eplieptic attack on his owner. The theory of individual
magnetic disturbances around the body during eplieptic
seizures has to be tested and prosed.
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