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CHAPTER- VII

MISCELLANEOUS MAHAKAVYAS

Many writers enrich the Sanskrit language composing various forms of 

literature. Among them, mahakavya is considered as the popular form of 

literature. They are many types of mahakavyas viz. historical, biographical, 

mythological, social and imaginary. In this chapter, I have discussed about some 

miscellaneous mahakavyas which are the best compositions of twentieth century

VII.I TARJANEE

Tarjanee1 is composed by Durgadatta Shastri in 1970. The epic consists of 11 

cantos and 1006 verses. This epic poem begins with the “Rashtravandana”. In 

the very beginning of this mahakavya the author highlights the subject matter 

about this mahakavya through 11 verses entitled The

subject matter of this mahakavya is related to the social problems that are faced 

by common people nowadays. In the epic poem the poet describes various 

social problems like drinking of liquor, corruption, complexion and National 

problems etc., the topic of this epic poem is very relevant. The poet has given 

the titles of the cantos which are as follows:

Canto Verses Title of the cantos in English and Sanskrit

I 105 And then, you are welcome.

(WRf )

II 62 What after me.

! Shastri Durgadatta, Tarjanee, 1970
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III 109 Cynicism of a mother-in-law. 
wfci)

IV 106 O, cocks don’t make an impasse for me.

V 158 Could you massage my head darling?
( clleft

VI 90 Then they came to sticks.

VII 118 whom and why this hell?
(■^cfhsTj toprt:)

VIII 106 O you wife, have you gone insane?

IX 101 Who is untouchable?
(3R|W:

X 46 All are Harijans.

wtmm)
XI 110 Accept my resignation.

The epic poem is begins with:

tbllWH fciofcl H’MIcI

-fcrfeci Tjpfrfri I n .s

The first canto deals with the story of new wed couple and their love towards 

motherland. The second canto consists of the story of liquored person, his 
mistake. The third canto narrates the horrible condition of wormen which 

creates cause of dowry. The fourth canto consists of mental agony of woman,
217



which creates by her husbans who is a liqurer. The fifth canto discusses the 

condition of women in society. The sixth canto narrates the description of 

marriage and its problems. Further, the poet blames the modem marriage. The 

seventh canto describes the mental agony of women who have no child. The 

eighth canto states the description of bribe-money. The ninth canto narrates the 

problems arise because of problem of untouchability. The eleventh canto states 

prayer of man to the god to make free him from the earthly bondage.

The purpose of Tarjanee in poet’s word:

■qfttrj qidtfiHi

"xlftofflRi cbkicHlqi:

f fcEIT ftmdvjldcIwflofcH WraRRJ I i 1

Following the path of Bhagavadgita the author has nicely described the views 

on mortal body.

cf>rat m I

?JcmRcI frj? ftpTRtuFR

In the ninth canto, the poet has given the definition of untouchablility. Let us 

see some examples:

cftq> Mtiftr -Rt : IK .w» 

: WPel cfN> Mlftf m : 11 %
Virendra Narayana Chakravarti observes:

(PI ■% -*wm ^FPlf ft 'cpftf ft ^tsraajT, 'qf^RUfcQ,

moth, iperarc 3frv anfe <£t t?#

c|> etT^ft #R3T uh cpf TJM cftf ?R? 3T^V

fi 3rr wrq vsn ^ f 1 uffeot wrwsit cpt ft
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fen % 1% Tnscp wife to ^rft ?$ ■sramr I ^ra> m vim 

"cfeft" sm wttu! ^ m wwraif m dhwlcicb t*d 

cgfcfra ■sre y<tfei -mm 3^r «rfI -$ fe* wisrm ^r 
c^r t^nm fer m, fen 3 u? ■'jyfa: wpc! i|3n 115,2 

D.N. Shukla says:

“Tarjanee is not a blind imitation of the old tradition and 

convention in composing poetry. It is a new approach 
according to modem thoughts and deed.”2 3

mil SRl-SlV ARA J YODAY AM

Sri-Sivarajyodayam (SSD)4 5 is composed by Shridhar Bhaskara Vamekar in 

1972. The poet was a prominent writer of modem Sanskrit literature. He was 

bom in Nagapur in Maharashtra on 31st July 1918. His father’s name was 

Bhaskara Row Vamekar and his mother’s name was Annapooma Vamekar. He 

was very intelligent from his childhood and hence he remembered some cantos 

of Raghuvamsa and Kumarasamhhava when he was 13 years old

^ trffrf: srr^frrl ami ^cp?T-<pR'fiws34l: 

wmidrii^uvT frnf^Rcf rmr cramn: wit : wsemi wewfmi: I

SSD is a historical epic poem. It consists of 68 cantos and 3852 verses. The 

hero of this epic is Shivaji, while Jijadevi, Sahaji, Pratapa Rao, Baji Prabhu,

2 Ibid. p. i
3 Ibid. p. iii
4 Vamekar, Shridhar Bhaskara, Sri-Sivarajyodayam, 1972
5 Ibid, (Nivedanam), p.l
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Tanhaji, Dadoji, Ramadasa, Pantoji, Gaga Bhatt, Jauharkhan etc who are 

described as minor characters of this poem. The titles of the cantos are as under:

Cantos Verses Title of the canto

I 59

II 50 TflSJeT%?PT

III 79
\ \

IV 58 ■ferasr-H

V 56 rv i\ttrareieprw

VI 53

VII 55 Titj|str%raTO:

VIII 38

IX 49 'Mlcbi!Wf?l5ia

X 44

XI 48 Itorarai
XII 52 ^i^ciiajT

XIII 61 rs, . ,rfN

XIV 44

XV 52

XVI 80

XVII 51 fasnj^l
XVIII 56

XIX 53 3)Vv|ccf^r«b«fU|^

XX 54

XXI 51

XXII 51 anwrerRT:
XXIII 52
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XXIV 57

XXV 54

XXVI 51

XXVII 60

XXVIII 47

XXIX 53

XXX 53

XXXI 50

XXXII 62

XXXIII 50

XXXIV 58

XXXV 61

XXXVI 52

XXXVII 52

XXXVIII 83

XXXIX 71

XL 55

XLI 80

XLII 95

XLIII 54

XLIV 76

XLV 39

XLVI 37

XLVII 51

XL VIII 42

Tfng^raR:

^*N)vj|cHan4l: w»m 

uft^lsbW*!

?es*iPife
X

chcy4l4l:
c\

WWW[

•?rp5«RT

eJifoi

v^cIciRfl

*l*lR*lPl£HH
WRR3FR#P^

SFRT55RI:
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XLIX 74
f\« V

israrag TraraFR

L 51 'uraftigrftsrra:

LI 52

LII 50 UruWrq:

LIII 66

LIV 66 - r\ vWTW*FP?
■v

LV 64

LVI 64 ■g^TWTFR

LVII 74 l^t^nps fetCFRI:

LVIII 55

LIX 51

LX 60

LXI 35 TSRnW3#c!cRFI

LXII 62 ijFTTOllpfefjcq:

LXIII 122 w%nafrn

LXIV. 49

LXV 14 SllPdUUVq:

LXVI 30 WSWI:

LXVII 72

Lxvin 35

The first canto begins with the benediction, importance of Maharashtra, beauty 

of mountain Sahayadri, the strength of Yoga and teaching of Veda. The second 

comprises of devotion of Ramadasa and Tukarama. The third canto opens with 

the beauty of Vasanata season, arrival of friends, conversation between father 

and son, welcome speech by the Jaghav Rao. The fourth canto consists of 

Jijadevi’s arrival in husband’s house, pregnancy of her and birth of child. The
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fifth canto starts with the activity of newly bom child, education of Shivaji and 

teaching the path of morality.

The sixth canto narrates valorous deeds of Shivaji, his character, lecture of 

Sahaji, worrry of Sahaji and arrival of Shivaji. The seventh canto explains 

description of way, beauty of forest, father’s order to Shivaji and importance of 

mother-cow in Indian society. The eighth canto discusses about miserable 

condition of people, his anger, his oath and blessing of Jijabai to Shivaji. The 

ninth canto describes about the army of Shivaji, his arrival in temple, his 

worship to god Rohideshvar and the effect of prayer. The tenth canto opens with 

his prayer for victoiy, his victory over the Toran fort and his celebration. The 

eleventh canto begins with speech of Shivaji and praise of Shivaji.

The twelfth canto opens with sadness of king of Bijapur, assembly with 

ministers and discussion on Shivaji’s attack. The thirteenth canto narrates entry 

of spy, sorrow of Jijabai and Shivaji, entry of second spy, news of attacking 

made by Fatehkhan, in reply attack of Shivaji and the defeat of Fatehkhan and 

death of Bajipasalkar. The fourteenth canto states despair of Jijabai, preaching 

of Ramadasa, joy of Shivaji and vow of Jijabai.

The fifteenth canto starts with Sahaji’s relaxation, letter of Shivaji to the king of 

Delhi and renovation of Kondan fort. The sixteenth canto discusses about 

curiosity of father to see his son, appointment of minister in Purandar, evil 

deeds of Chandra Rao and attacks of Shivaji. The seventeenth canto comprises 

of anger of king Bijapur’s mother and her speech against Sahaji. The eighteenth 

canto narrates arrival of Bijapur king’s mother, enter into the assembly of 

ministers, speech in the assembly, hearing the name of Shivaji assemblage
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terrified, uplifting of Afzalkhan, speech regarding the praise himself and his 

mother’s pleasure.

The nineteenth canto deals with uproar of army, enthusiasm of solders, bravery 

of Afzalkhan, breaking of statue in Tuljapur, murder of cows, pain of Shivaji’s 

relative, stability of Shivaji’s mind, appearance of divine goddess. The 

twentieth canto consists of arrival of Kanhoji, letter of Afzalkhan intimating 

Shivaji, lecture of Kanhoji, Kanhoji’s departure in village, curiosity of relative, 

decision taken by Dahoji to follow Shivaji, with anger the letter burnt of 

Afzalkhan by Dahoji.

The twenty-first canto starts with the description of Pratapa fort, appearance of 

Jijabai, Shivaji’s firm determination to go on Pratapa fort, Shivaji was inspired 

by his mother for killing Afzalkhan, departure of Shivaji to deserts. The twenty- 

second canto opens with speech of Shivaji regarding the relatives, narration of 

rainy season, conference of relative on the Pratapa fort, anxiety of Shivaji, death 

of his wife. The twenty-third canto narrates beauty of autom season, arrival of 

messenger, letter from Afzalkhan, letter filled by message with over pride, 

discourse of Shivaji regarding the letter, Shivaji’s decision for war.

The twenty-fourth canto starts with the description of Mahabaleshwar’s forest, 

narration of military camp and artificial respect towards Afzalkhan from Pantaji, 

The twenty-fifth canto discusses pleasure of Afzalkhan due to the shelter of 

Shivaji and lecture of Afzalkhan. The twenty-sixth canto describes the difficult 

way, which was passing by Afzalkhan’s army, Afzalkhan accepts Pantaji’s 

prayer performed in the honor of Shivaji, strategy of Shivaji against Afzalkhan, 

Shivaji worshipped the Siva for getting the victory over Afzalkhan.
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The twenty-seventh canto opens with the discourse of Afzalkhan in front of 

relative in the intoxication of wine, dressing of Afzalkhan, message from 

Shivaji. The twenty-eighth canto explains the description of hospitality of 

Afzalkhan in Pratapa’s fort, description of assembly hall, discourse of 

Afzalkhan seeing the grandeur of Shivaji, lecture of Shivaji’s representative, 

waiting of Shivaji by Afzalkhan, coming of Shivaji, The twenty-ninth canto 

starts with the lecture of Afzalkhan in respect of Shivaji, lecture of Shivaji in 

self-respect, an embrace of Shivaji and Afzalkhan, to speak to Krishnaji by 

Shivaji, slaughter of Krishnaji Bhaskar, Shivaji’s bodyguard attacked on the 

bodyguard of Afzalkhan, beginning of war and description of battle.

The thirtieth canto begins with killing of Afzalkhan, Shivaji’s mother became 

peaceful seeing the cutting of the crown of Afzalkhan, message of Jijabai, and 

celebration on the victory of Shivaji. The thirty-first canto begins with the 

lecture of Bijapur’s king, pathetic voice of crying, uncertainty and 

determination in the mind of Bijapur’s king, indication of Afzalkhan’s demise, 

public opinion, and praise of Shivaji. The thirty-second canto states the 

description of miserable condition of Fazal and Rustamkhan, dispirited behavior 

of soldiers, destruction of young soldiers by Shivaji in the war, mercy of Shivaji 

on the death of own soldiers and Shivaji’s respect towards dead soldiers.

The thirty-third canto narrates awe of Shivaji, letter of Siddi Joharkhan, 

personality of Siddi Joharkhan, lecture of Bijapur’s king and Shivaji’s defense. 

The thirty-fourth canto deal with arrival of Bijapur’s army in the fort of Pamal, 

Sahistakhan’s attack on Pamal fort, description of army of king Bijapur and 

message to Shivaji for the protection of fort. The thirty-fifth canto describes 

worry of Jijadevi, speech of minister and report of Shivaji, Shivaji’s effort for 

the purpose of freedom, sending of a spy, letter of Shivaji to Johar, lecture of
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Shivaji’s spy viz. Gangadhar, hearing the story of surrender of Shivaji, delusion 

spread in the camp of Johar’s army.

The thirty-sixth canto describes his inspiration from Bajiprabhu and consolation 

of Bajiprabhu. The thirty-seventh canto narrates description of Johar’s army, 

happiness of Johar owing to misunderstanding and arrival of duplicate Shivaji. 

The thirty-eighth canto deals with the episode of soldiers. The thirty-ninth canto 

starts with the episode of Bajiprabhu’s death, compassionate behavior of Shivaji 

and description of Shivaji’s eulogy. The fortieth canto explains the description 

of entry in Konkana by Shivaji, adoration of Parasurama. The forty-first canto 

explains the description of calamity, faith in the action of Shivaji by relative, 

protection of spy, attacks on the palace of Sahistakhan, anger of Sahistakhan on 

the servant.

The forty-second canto begins with the description of Surat city, determination 

of Shivaji and departure of Shivaji’s spy in the direction of Surat and death of 

Yavandut. The forty-third canto describes news of death of Shivaji’s father, 

determination of Jijadevi, unhappiness of Shivaji and miserable condition of 

Jijadevi. The forty-fourth canto describes the defeat of Ikhlashkhan, betel-leaf 

was comprehend by Khavashkhan in the assembly of Bijapur, order of Yavanraj 

for the policy of repression on Shivaji, entry of Shivaji in Mughal city, 

destruction of Ghorpade race and Yavan’s army.

The forty-fifth canto deals with the description of victory of Shivaji and visit of 

Shivaji on the island. The forty-sixth canto narrates the worry of Aurangzeb in 

Delhi, valorous deeds of Jayasinh and lecture of Jayasinh. The forty-seventh 

canto discusses enthusiasm of Shivaji’s friends, lecture of Shivaji, departure of 

Shivaji and adoration of Jyotirliriga. The forty-eighth canto deals with the
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description of velour of Murarbaji and preparation for war of Shivaji. The forty- 

ninth canto contains lecture of Jayasinh, entry of Shivaji’s messenger, lecture of 

Jayasinh, message of Shivaji regarding Jayasinh and curiosity of Jayasinh to 

meet to Shivaji.

The fiftieth canto narrates the entry of Shivaji in the camp of Jayasinh, honor of 

Shivaji, contribution of Purandar fort and permission of Shivaji for treaty. The 

fifty-first canto describes desire of Dilerkhan to kill of Shivaji, Shivaji was 

aware about it, attack of Shivaji on Pamal fort, departure of Shivaji in Delhi and 

preaching of Shivaji for his friends. The fifty-second canto narrates departure of 

Shivaji in Agra, meeting with the king of Delhi, angry of Shivaji, lecture of 

Ramasinh, entreaty of Ramasinh in front of Shivaji and abandonment of 

assembly by Ramasinh.

The fifty-third canto explains the episode of faults of Shivaji, vow of Ramasinh, 

lecture of Shivaji and letter of Shivaji to Aurangzeb. The fifty-fourth canto 

deals with distributing of sweets, uneasy of Shivaji, absconded of Shivaji in the 

disguise form, misery of Aurangzeb and pain of Shivaji’s follower. The fifty- 

fifth canto narrates the miserable condition of Jijadevi and meeting of mother 

and his son. The fifty-sixth canto consists of death of Jayasinh, letter of Shivaji 

to Delhi’s king, destruction of temples of Hindu community and Shivaji’s 

procession because of victory.

The fifty-seventh canto narrates lecture of Shivaji towards Tanhaji, invitation 

from Tanhaji in the marriage of his son, lecture of Jijadevi belonging to Tanhaji 

and lecture of Shivaji near friends. The fifty-eighth canto explains letter of 

Aurangzeb to Bahadurkhan, answer of Bahadurkhan and defeat of Shivaji in the 

war. The fifty-ninth canto states awe and message of Shivaji. The sixtieth canto
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comprises of entry of Shivaji’s army in the Pamal fort, departure of Bahlolkhan 

to make attack on Shivaji and defeat of Bahlolkhan.

The sixty-first canto describes letter of Shivaji to Prataparao, determination of 

Prataparao, harassment of Bahlolkhan, news of Pratapa Rao’s death and 

lamentation of Shivaji. The sixty-second canto explains beauty of Varanasi, 

arrival of Shivaji near Gaga Bhatt, eulogy of Shivaji and order of coronation. 

The sixty-third canto opens with auspicious time for coronation, arrival of 

Shivaji in the Pratapa fort and hymn of goddess. The sixty-fourth canto consists 

of marriage ceremony of Shivaji, worship of Gatlesa, blessings of Brahmin, 

reciting of hymns. The sixty-five canto covers the different rites, which 

performed at the time of coronation.

The sixty-sixth canto describes the sacrifice of planets for the peace of planets. 

The sixty-seventh canto explains various minutely incidents performed during 

the coronation of Shivaji. The sixty-eighth canto discusses the entry of Shivaji 

in the pavilion, riding on the horse and donation of chariot and rest of Shivaji. 

The poem ends with the following verse:

Tpj ffcl^lcjyiuhctvi fhf£i wrcR

'Hck^cblPd'fcAl! PTcRI Hiwl iJJTfiN: I

■fdhrR'fg wcf wsmN 11 $£.34

This epic consists of various sentiments. The main sentiment of this poem is 

Vira, while Srngara, Hasya, Karuna, Raudra, Bhayanaka, Bibhatsa, and Adbhut 

sentiments are present as minor sentiments.

Examples of VTra sentiment:



x v

: 11 Ht9

Examples of Bhayanaka;

fennann^: ywwhFii: I!

The metres are important organs to constitute the poetry. Therefore, in the epic 

poem the poet has used more than 20 metres like Anustup, Upajati, 

Upendravajra, Indravajra, Vasantatilakd, Malirii, Rathoddhata, Drtavilambita, 

Vamsastha, Bhujahgaprayata, Viyogmi, PuSpitagra, Mandakranta, Salim and 

SikhafirR.. Let us see an example of Sikhariffi metre:

The poet has used different figures of speech like Upama, UtprekSd, Anuprasa, 

SleSa, DrstSnta, Yamaka, Rupaka, Ullekha, Dipaka, Arthdntaranydsa, Sahokti, 

Kavyalinga, Sandeh and so on.

An example of Ullekha:

pKI$R$l*rn SKM*Rcll

urate? ^5 cprr: i

#»l: ¥^5ll^mcT^

An example of Dipaka:
rv rs rs rv<J£m cgoelci

cjgffa m I
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f| ^cfqai

wfcr ^ a
Let us see an example of Surat city;

3ianqyF»hf%f§i#<r?Tt*rj

tejj&rar >rte 11 \R a

S. Rangnath rightly observes:

“Author has very faithfully presented the life of Shivaji in 

this historical epic. He has total command over figure of 

speeches and metres and style is very dignified in keeping 

with the subject matter. Though the predominant sentiment 

is Vim the other sentiments then and there in almost all the 

cantos have added charm to this long epic”6 7

Abhinav Shukla remarks:

"hppi ^ ercmf 3 wftr arfteT m fte a#

tei ?im ciaiTft cran fpsnm anfe 3 srftefe:

tecf wv ft %1 ^ptr, #?, wti tft ft te ch 

srtote te ^fi l HiciAi5?iK^thi w? w? arfte Fite 

ft 3rrw te ft %i Tiifcvqgreifc! wzr-eism} f -?p?, 

wei#, iprtt4 ffefu ft ft cprai I terah «he*d>^ ft smt

ter vsn ^Kti |i srt: -?te-teFn ^ ter 
^ wn ■*raft fn -q^Fter ciair cifrRcj# am m f> 
q^i<i>icdl f ft %i "^ttenvtew

6 Ranganath S., Post Independence Sanskrit Epics, p. 29
7 Shukla Abhinav, Sri Sivarajyodayam Mahakdvya Ka Sahitya Sastny'a Adhyayan, p. 541
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qgreidi 3 aif^m mm m afR -ate vwm 

wfcr^l WI ^ H^|c*>|oM tfc eferoft cpt TWlfcTcf W& <JT# cpRf

% rs
Rahash Vihari Dwivedi says:

"WTRicrm croh, mm afR qwaft <i> #p? aRpgn 3fR
vJMvrllRl cPt 3T%cf %?n TRH tl WRR f^TcPTai 3 19M 

iIcrri 'EF^t m ¥#1 fan |i

fcFre?mr^fa, Hi^ciiv^ anfe ^ ^ct»Mf cian 

Wrf$ ^ ^effect w 3 ci&iylcil^d tF?f <j>t t^Rt

Wl |*t cpf% % 3tRcPT W«lfcHf tpp cPTcy cpt tf fllRPP *FTFf cPT 

wtm ’taf |i tor cR^tora, mdRidui, ^wRmcp, 

^miRicq, fertarufa, arcraJR-iraRi, anfe ^ ffe

^ m +*^ref»)cii mm aiR?f u^r ^en |i #f$RRR*jpRt 

wsicpTaj arjTR cpfo % cprf ^ f I"9

Rahash Vihari Dwivedi writes:
"RPHi H^lcPicd R|c|>(|vji'KJ fcJdHN^^d cfR#>jcf dSTTftf 

feRTfefePT^ tpSTRRgPr TIRTmi WIp^Flftf ftlRM 

«pR«t>(c^d ^rra »iiRd I .»10

Vn.III KSATRAPATI-CARITAM

KSatrapati-caritam (KPC)* 11 is composed by Umashankar Tripathi in 1974. He 

was erudite scholar of Sanskrit and English literature. He was bom in Babu 

Gaun Singha; district Devariya, U.P. on 1 Januaiy 1922. His father’s name was

8 Ibid, p.538
9 Dwivedi Rahash Vihari, Sanskrit Mahakavyo ka Samalocanatmak Adhyayan, 2001 p.239
10 Dwivedi Rahash Vihari, Arvachin Sanskrit Mahakavynusllanam, 1981 p.24
11 Sharma Uma Shankar Tripathi, KSatrapati-caritam, 1974
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Ramanaresh Tripathi. His father was expert in Sanskrit. The poet served 
Sanskrit literature until the last breath of his life. He died on 9th November 

1981.

KPC is a historical epic poem, divided in 19 cantos and 2293 verses, based on 

the life of Shivaji. The poet has not given the titles to the cantos. The hero of 

this epic is Shivaji. The poem commences with prayer of Saraswati:

vsqffli - l

^rrai vrag m ^ mm f^i Treble! II q.s 

3F?f.'fNcT7 ftvrfiidi wi m «r^R«ii<tl

The first canto narrates the glory of India, praise of Indian culture and 

importance of Sanskrit literature in India. The second canto opens with the brief 

introduction on the geographical condition of India. The third canto begins with 

the childhood of Shivaji, empire of Muslim kings and miserable condition of 

Indian people. The fourth canto narrates the miserable condition of Shivaji, 

miserable condition of motherland and Shivaji’s oath to fight against injustice 

of Muslim Empire. The fifth canto narrates Afzalkhan’s effort to kill Shivaji, 

fails in his mission and Afzalkhan’s arrival in Pratapagadh.

The sixth canto explains the incidents that Shivaji sent his spies in the camp of 

Afzalkhan, drama perfomed by spies on the theme of the Ramayana and the 

Mahabharata, returned of spies knowing the secret of Afzalkha. The seventh 

canto describes Afzalkhan’s spies’ arrival in the camp of Shivaji and Krishnaji 

misbehaves with Shivaji. The eighth canto describes Shivaji sent a spy, meeting 

with Afzalkhan and Shivaji and Afzalkhan’s attack on Shivaji. The ninth canto 

deals with glory of Bijapur, Bijapur’s sacrifice for his master Shivaji. The tenth 

canto begins with the description of Delhi, description of Aurangzeb, arrival of
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Aurangzeb in uncle’s kingdom, entry and attack of Shivaji in the camp of 

Sayistakhan with soldiers.

The eleventh canto states Shivaji’s depature for the forest for the milk of tigress, 

bravery of Shivaji and advent of Shivaji with the milk of tigress. The twelfth 

canto describes the defeat of Jasvantasinh, battle between Shivaji and king 

Jayasinh, Purandara fort surrounded by the enemies and Shivaji’s preparation to 

go to the court of Mugal. The thirteenth canto deals with the descriptions of 

Mugal Empire and its pride. The fourteenth canto narrates Shivaji’s insult in 

the court of Samrata, arrest of Shivaji, ran away of Shivaji with the help of 

sweet bucket. The fifteenth canto discusses arrival of Shivaji in disguise in his 

capital, and description of various natural phenomenan.

The sixteenth canto comprises of valorous deeds of Shivaji, war with 

Udaybhanu, death of Tanaji and Shivaji’s pain on the death of Tanaji. The 

seventeenth canto deals with Shivaji opposition for the tax and coronation of 

Shivaji. The eighteenth canto comprises of coronation of Shivaji and pilgrimage 

of Shivaji. The nineteenth canto deals with the brief introduction of his 

administration.

The poem ends with following verse:

KSatrapati was a national leader, fought against Mughal Empire with courage 

and patience. Through his bravery, his fame is not bound to his state 

Maharashtra but becomes famous in all over the world.
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dKcfrlRftcl wss? "jBl#

■cRaTOT I

^far?ro^^s^nil q^o
KPC is composed in various metres like Anu ship, Sragdhara, Upajati,

Varhsastha, Vasantatilakd, Sardulavikridita, Dftaivlambita, Pramaltka,
)

Kalabharlt, Rathodhata, Mandakrdnta, and Mdlirtl The great poet of Sanskrit 

literature Kalidasa used Kalahharfli; and hence following the style of Kalidasa 

the poet has used metre Kalabharfl. Let us see the example of Kalabharlt:

Rftri

w fitaru *fxi3frg4>ta n qo.qo^

KPC is full of Fira sentiment while Hasya, Koruna, Raudra, Bhayanaka, 

Bibhatsa, Adbhuta and Santa are described as minor sentiments.

Let us see an example VTra rasa:
pMT-fFi 'W'c|lfwl4

An example of Bhayanaka rasa;

f^RTISWcH-dt RHcil l^iapn: 1 

cPSllft cT^cf vSFn:

'W^ ^IgiT^li 3 3c
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This epic is adorned with various figure of speech like; Yamaha, Anuprasa, 

Upamd, UtprekSa, Virodha, Dipaka, Anuprasa, Rupaka, Atisyokti, Drstanta. 

Let us see the example of Anuprasa;
xRpfof <fcl

Example of Atisayokti;

TJep cRft d'tifd

HI4»5ld : I

■qcp TPei

Let us see an example of summer season:

<£fTigel TEf to«rai#ficTI: i 

aTpeRqoRitsft

4wdl*tc|aNpW!c4Pi! I ^

Praise and glory of Rajasthan:

^faePplci ^: 113 m

Manisha Shukla writes:

»r ^ mm mmm I Iwrert qsra# m

41 ttuPt -gsn 11 i^rarfr f <t®n w^r ^ -mm

4 TTUTf ^ci vH^ddl cpf ftcTf % I 'dU!*!i'd;4»! fl^ff 4 MU>N 

arq# cjp^FncmP tju •JTTm 4> vsu4fii fcFt

# wn c^r f4> v3WT 4>m<!m #^er4 trap? wr -4 areftfiiup 
'3si %i "amfcralw!" 4 Urcrr# <p* smssf iw
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Trap f^n irar %i ifgranai 3 tjep 3fr? vaiff v^wiirl #

■#?rf^p wm ii Prepp -eft 1TOI «pl TRtpT 1%WI W % cl#

<£fl§ 3fft ^fcfc Tp M irq RM#Pfcp ^IcPI <pt # TRtJcl ftj7JT

-*m ^1 "uppfl uppjftsr wife# -*Tfmf%“ ^

P wFfpjft x# -qft# ## i> ipg tjcjtj an^nw ^l 

^5tf% cpT TORT Ppxn w 11" 12 

Raghuvansa Prasad Shukla rightly remarks:

“^mRicpiy «# cPM Pi Rid <j4ci# *tpicp|oiif TWI'ftd #cpR #

m$i -Prsfen # vjutfkra % i ^i-^icr, anft m xjyr 3frf%r^-
•praf? -vSF# mm tei 3 7#5f ■qftcrflra #?n%i”13

V.VI YASODHARA MAHAKAVYAM

Yasodhara Mahakavyam (YM)14 is composed by Ogeti Parikshit Sharma in 

1976. The poet was bom on 10th august 1930. He has completed his master 

degree in both subject Sanskrit as well as English literature from Mumbai 

University. He is very famous poet not only in Sanskrit but also in ‘Marathi’, 

‘Telugu’, and ‘English’ literature. He is known for his Parikshita-Nataka- 

Chakram (plays) which is composed by him in Sanskrit. The subject matter of 

this epic is based on the life of Yasodhara.

Satyanarayana rightly remarks:

“Mr. Ogeti Parikshit Sharma has written a Kavya in 

Sanskrit by name ‘Yasodhara’. The name itself suggests 

that it is a book on Gautama-Buddha, as ‘Yasodhara’ is the

12 Shukla, Manisha, Ksatrapati-caritam Mahakavya Ka Samiksatmak Adhyayana, 2007. 
13Shukla, Raghuvarhsa Prasad, Ksatrapati-caritam Mahakavya Ka Samiksatmak Adhyayana, 
1996.
14 Sharma, Ogeti Parikshit, Yaso$m&-mahakavyam, 1976
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wife of Gautama. It may be said that it is to some extent a 

compilation of verses at different times, giving it a form of 

Kavya. That even in these days people are writing Kavya 

in Sanskrit proves the untruth of the saying that Sanskrit is 

a dead language...He is not a simple scholar in Sanskrit 

and Telugu. He also knows the music, both Karnatic and 

Hindustani. He included the names of many Ragas in the 

descriptions of Yasodhara and Gautama’s peregrinations in 

the flower garden. Yasodhara sang in many tunes. She 

being a Royal child is but natural; she must have been 

tutored in music also. He closes the book with a fine touch, 
rather establishing the Buddha religion.”15 

YM is consists of 20 cantos and 1070 verses, which carry the narratives from 

Shuddhodana the king of the Kapilavastu through the marriage of Gautama for 

penance, the tragic sorrow of the royal household until the final visit of 

Gautama after his enlightens and the message of religious faith that he brings. In 

this poem poet has been given the subtitles of the cantos following the tradition 

of an ancient poet. The cantos of this epic are neither too big nor small but 

appropriate with the incident that was arise in the life of Yasodhara.

This epic poem begins with the following verse:

1PF5PTIM.9

The first canto begins with praise of Gautama-Buddha, desciption Visvanatha 

and his teacher, poet’s love towards Sanskrit language, natural beauty of 

Himalaya and description of river Rohini. The second canto opens with

15 Ibid, (Forward), p.4
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greatness and beauty of Kapilavastu, beauty of garden, description of 

Suddhodana and birth of Gautama. The third canto deals with beauty of 

Yasodhara and merits of Yasodhara. The fourth canto deals with marriage 

ceremony of Gautama, coronation of him and the description of spring season. 

The fifth canto starts with the journey of couple and description natural beauty.

The sixth canto narrates description of rising sun and Gautama’s touring in city. 

The seventh canto contains pregnancy of Yasodhara, beauty of full moon night 

and her dream. The eighth canto deals with birth of beautiful child and beauty 

and qualities of child. The ninth canto starts with the mental agony of Gautama, 

form of unreal world and renounciation of him. The tenth canto consists of 

miserable condition of Yasodhara in separation of Gautama, Gautama in the 

form of ascetics, departure of Gautama in the direction of forest.

The eleventh canto starts with shock and sorrow Gautama’s wife and grief of 

Nanda. The twelfth canto begins with the conversation between Yasodhara and 

his friend and pitiable condition of Yasodhara in the separation of Gautama. 

The thirteenth canto consists of separation of Gautama and Yasodhara, and 

nourish of her child. The fourteenth canto narrates the greatness of 

among four Ashramas. The fifteenth canto deals with consolatory speech of 

Suddhodana, advice of friend Sumana to Yasodhara.

The sixteenth canto narrates description of Yasodhara, speech of her and 

description of seasons. The seventeenth canto begins with the childhood of 

Rahula and conversation between Rahul and Yasodhara. The eighteenth canto 

discusses Rahul’s questions to his mother. The nineteenth canto deals with 

sorrow of his mother hearing the question of Rahul. The twentieth canto

238



narrates the arrival of Gautama with his disciples in the form of Yogi and 

message of him for the world. The poem ends with following verse:

eft WlM T?

An example of Viyogim metre:
rv n,nr........ , „ f\ rs \ ^OPfcTt 14d«ll WT Wl! TORTHFf-1

Let us see an example of metaphor:
■c|c|jN^-31| rJd^Pcldl-ti:

ftftra-^RMftl-clFWWPr: I

J elj Mlu^c|In-fl l 

Miserable condition of Yasodhara:

Trf^Tcf 'JTT

^r?Trrs^arai% ftqps^rra*? 1

WnT I^Rot >HvRR 11TJ

An example of good sayings:
ui$<n?Nk

f^erra Urn ferft?t*#Fni 
■q^T #i tawrfei

-*raf ■goi-'df^ w: 11 q m
Absence of physical enjoyment does not necessarily mean and lead to spiritual 

achievement. This is the defense of Yasodhara, so lucidity put forth:

^erffci -qtrRvF*rFm cfcf I
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^ wira-fa TTffraifti 11 <\$.%

The description of Himalaya:
fl^lcra: :

yi^r^^dcj ^oq^iwi

cRIHli «l.d$

G. K. Bhatta observes:

“The pathos in the life of a super human’s wife is the 

governing sentiment of this epic. It is more than an epic of 
emotion rather than an epic of narration.”16 

S. Ranganath rightly observes:

“The poet’s style and diction are mature and weighty 

without being heavy. He preserves the dignity of Sanskrit 

language without sacrificing clarity. Conscious of poetry 

writing, he does not strain after word effect, rhetorical 
display, or artificial construction.”17 

Rabindra Kumar Panda remarks:

“It is interesting to say that some of our modem poets have 

glorified the character of women. The heroines are 

depicted as the hero of the long poems. It is a good trend 

and it dispels the misconception that male writers are 
writing only for the males.”18 

Indu Deshpande rightly points out:

“This epic has been written according to scientific rules 

about epic. There are descriptions of palaces, mountain,

16 Bhatta, G. K., Ibid, (Forward), p.15
17 Ranganath, S., op.cit., p. 131
18 Panda, Rabindra Kumar., Some Noteworthy Sanskrit mahakavyas of Twentieth century, in 
Essays on Moderan Sanskrit Poetry, p.39
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river, seasons, and details of married life and record of 

important happenings. The author wrote this epic as he has 
great sympathy for Yasodhara in his mind.”19

VH.IV KERALODAYAM

Keralodaya20 epic poem is composed by K.N. Ezhuthacchan in 1977. He 

belongs to Malaba in Kerala. He has studied and occupied many academic 

positions both in Kerala and in Tamilnadu. He was a scholar and author in both 

languages Malayalam and Sanskrit. He has written epic poem keralodaya in 

five Manjaris viz. Svapnamanjari, Smftimanjarl, Aitihyamanjari, Bidhamanjarl, 

and Caritramanjarl. Keralodaya consists of 21 cantos and 2498 verses. The 

first manjarl is consists of 2 cantos and 168 verses. The second manjarl 

consists of 5 canto and 514 verses. The third manjarl consists of 6 cantos and 

496 verses. The fourth manjarl consists of 2 cantos 329 verse. The fifth manjarl 

consists of 6 cantos and 977 verses. The fifth manjarl is very long comparing 

the other one.

Keralodaya is a historical poem. He described in his epic poem history of 

Kerala from mythical times to the present day in lucid style. This historical 

theme is taken from many works pertaining to the legends available in 

Malayalam literature. It deals with the entire history of Kerala State and its 

Political, Social, and Cultural aspects against the background of South Indian 

History. The poem begins from the legendary origin by Parasurama up to the 
reunification of the land in the second half of the 20th century.

The poem begins with the following vese:

19 Deshpande, Indu, Post Independence Sanskrit Mahakavyas in Maharashtra, in Post 
Independence Sanskrit Literature: A Critical Survey, p. 145.
20 Ezhuthacchan K.N., Keralodaya, 1977.
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______  _ p|nC- _ ,

vi«il'fri ?fwr |c|’€y dCMufcb^l^t^ II q.q
<9

aj'Wq^: ufoh 1T2I#SoTO : I

w^tPra ci frrfri ; 11 s.3

The poem ends with the following verse:

$pjp, fowfocf ftqfc; xt 'H^tfc;

«i^dw4wwrln
Rabindra Kumar Panda remarks:

“The balance between poetic imagination and conformity 

with the available facts has been maintained with great 

success. Being an authority on Kerala history, culture and 

literature, the poet has a foil command on the field and is 

at home with all details regarding facts. His poetic 

imagination helps him to paint graphically the whole 

picture in keeping with the facts available. As a modem 

poet with progressive ideas and a literary critic through 

with the rales of the game, Prof. K.N. Ezhuthacchan 

attempts not only in composing an excellent epic poem 

following the classical tradition, but also making it 
accessible from modem standpoint as well.”21

The poet has nicely portrayed the beauty of Vaigai of Madurai:

21 Panda, Rabindra Kumar, op.cit., p. 32
242



The description of Kerala:
5-fo '^lct'WHfci*'lfci5^4)-

WIc#Ic^RlM

■»# MunAw'tfi b##II

The poet uses various philosophies of great sages of India like Gandhi and 

Salikracarya. Let us the example of Gandhiji’s philosophy:
■9TR5 «PefT ^Hcf

ifixf tf Tfrjj I

fwfcl ^

WuRfl'sfr wm 11 qq .cm

The poet himself writes in the author’s note:

“I wanted to see how far classical Sanskrit could be used 
as a vehicle of modem poetry with a serious purpose and 
progressive outlook. An attempt has been made here to 
present on a broad canvas the cultural, political, and social 
history of Kerala with a national and international 
background. But at the same time, care has been taken 
throughout to see that it is prominently and decidedly a 
work of art. Though the classical framework is used, the 
aim has been to present regional life in all its verities 
following blindly and old mle, method or set pattern.”22 

P.K. Sasidharan Nair observes:

“K.N. Ezhuthacchan was not only a scholar and poet but 

he was also a patron of letters. That could be seen 
throughout his mahakavya, which is his masterplace.”23

22 By the author, Trivendrum, Kerala, 1978, p.vii
23 Nair, P.K. Sasidharan, A Glimpses of Five Mahakavyas Originated in Kerala Since 
Independence, in Post Independence Sanskrit Literature: A Critical Survey, p. 101
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C. Rajendra writes:

Keralodaya departs from conventional historical 

Mahdkdvym in its concept of history as common people’s 

history and its realistic portrayal of men and events. The 

author has shown profound mastery over classical Sanskrit 

language to represent the most modem concepts without 

compromising its quality...Through this epic poem, Dr.

K.N. Ezhuthacchan has demonstrated the versatility and 

power of Sanskrit to represent even contemporary thoughts 

in an amazingly simple manner. The work, therefore, 

remains the living testimony of what Jawaharlal Nehru 

describes in his Discovery of India as the vitality and 
persistence of Sanskrit”24

VII. VI SRlMAT PRATAPA RANAYANAM

Srimat-Prataparanayanam (SP) 25 is composed by Ogeti Parikshit Sharma in 

1989. The poet is famous not only in Sanskrit literature but also in ‘Marathi’ 

and 'Telugu'. He has written many poems, dramas and Mahakavyas in Sanskrit 

as well as Marathi and Telugu literature. SP is composed in 80 cantos consisting 

of4233 verses.

This biography brings to light the indomitable and determination of Maharapa 

Pratapa, a symbol of bravery and patriotism in the country. The hero of this epic 

poem is Maharana Pratapa while Bappa Rawal, Rana Ratnasingh, Hammir, 

Kumbha Rana, Sangramsinh, Vikramajit, Udayasingh, Krishnasingh and Akbar 

are minor characters of this poem. This epic poem remind us about the

24 C., Rajendra, op.cit, p. 94
25 Sharma, Ogeti Parikshit, Srimat-Prataparanayanam, 1989
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Valmlki’s Ramayana because the whole story of this epic poem has divided into 

six Kandas viz. Mewadakanda, Udayakanda, Aratlyakanda, Delhikanda, 

Haldighdtakdnda, and Vijayakdnda.

The epic begins with the following verse:

m.q.?
The first Kanda divided into two parts and hence poet gives separate number of 

each canto. Let us see the titles of the first part of Mewadakanda.

Cantos Verses Title of cantos

I 6

II 12

III 29 c{>fc|ciyiqf^T|i|: |

IV 16

V 26

VI 7

VII 21
■ , jpv rv • .

<wm uraf 1

VIII 43 4>Rf2»5imi 1

The second part Mewadakanda is running:

Cantos Verses Title of the cantos

I 51 yiuRatFFTf^nl

II 48

III 52

IV 52

V 67 HWRPraf:!
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VI 36 ft A ft .TOT TORI 1

VII 67 WIRttRi*:!

VIII 46 1

IX 57 WWRMII
O

X 42

XI 52

XII 53 ^MTfcfsFlfyra

XIII 42 XFTSTI#

XIV 41

XV 35

XVI 51 vjcjil ^1'0| H'iUJH Rc| c|R I wi] fa £

- f\

TJlcf

The second Udayakanda is consists of 14 cantos and 762 verses: 

Cantos Verses Title of the cantos

I 48

II 73

III 47

IV 50

V 61

VI 55

VII 53

VIII 61

IX 51

X 40

XI 55

XII 55

vic{qg*c|ufcra

^ejjcprfaTf
%

Uigcpet?: 
WdmcHpifccfri-tHM

Tran

^mnrcira^nic:

{lumiflNW cKW-W
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XII 52 YIDTRFcJ VI:

XIV 61

The third Aranyakanda is consists of 11 cantos and 497 verses:

Cantos Verses Title of the cantos
I 43 3RU±|c|ufH^

II 42 yclN'W)
O s

III 56 'tltflTMdmPlcll'H:

IV 42

V 50 cf^RTFFJ:

VI 57 3Nm»«l*KI m:
VII 40 'v^spmvsr.
VIII 41 3ii|cvll4>f^l:WsJRtJl: 461:

IX 40 afftr ^ nwivji^n^ <

X 40

XI 46 TRTT9f%Flc%4Rri

The fourth Delhikanda is consists of 14 cantos and 631 verses:

Cantos Verses Title of the canto

I

II

III

IV

V

VI

VII

VIII

IX

51

55

56 

40 

38 

60 

43 

35 

35

v

hR«Ih:

: TOPPT:
ydi^H unfdtMAi m^'Tcjnu

Sf: ^TUliycTld tfvifclRl
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X 41 Tpfr >!|U|mdl<H *tl-#r6I4 9cp^Hrf

XI 38 onfh? Tifcf ^wiRi^>Hhc(nN:

XII 46 3#fam>vjfqtofT^ cPeff:

XIII 53

XIV 40

hhRt$P^<hh

The fifth Haldighatkanda is consists of 17 cantos and 925 verses:

Title of the canto

nfcf

. » ...........rv^^ncWTcI

WIlfftlFTra ftcvlfifcH wt:wi
wwm ^

WJETCR VMmcTN: ^WRlfcF

■^fc^Eiiesi^m aifo ~n sngeifcj
ffetTEncT^fflTWFI

Ud'mfadra:

Wvt: ^ll^dR-i?: >!|ungcl|iH

^#c!: g TfcR$>t

W1W?TIWi^R

Higvng+^Oi+i

JlfcTORIl: ptIRI ^lvrtRuu^qiW*vi 3fft xt 

-^MTSTclFfiT NU^]^cb|^lc|BrfctWFc5!IS!f 3PPTCFI 

tra^pjpi

Cantos Verses

I 35

II 47

III 40

IV 54

V 61

VI 55

VII 55

VIII 50

IX 58

X 60

XI 53
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XII 56

XIII 100

XIV 42

XV 42

XVI 52

XVII 65

'flUHHdiqRsjfci 

: qRcliq:

3j6gd^MHy^ivjr^: #?Mrawmi groiftig

*Hcl*lfd

_..........a r\ _ r\ r\ t\W% ^TOTFFtR TTcTPr: R WPS® WWI^cfFIrcr

The sixth Vijayakanda consists of 8 cantos and 466 verses:

Title of the cantos
Pi^4 qRui^ra: TMT -?%mra 3FpRFI 

qfcf fcRT^rfci

qiHl'Oi(6^iuHMdiH<ii: ^IcHq 

mpmf RM44MI

'<fU||ft'44l^4 -tiqictjod 3Fjqy: 'WnP^4u'Svl: 

qof-qfrl 

WcToqtRFl:

ITOnffllTOI 

3f«ldNiHHlPV|:

“Mewada-kandd’ is the title of first kanda, divided into two parts. The first part 

begins with the prayer of god Sun, brief account of poet’s lineage, praise of 

Sanskrit and etc. The second part consists of 792 verses covering the sixteen 

topics. It begins with the glory of Rajasthan and its beauty, description of heroes 

and heroines, glory of Mewada and description of Rajasthan’s heroes and

Canto Verses

I 52

II 100

III 51

IV 52

V 55

VI 52

VII 52

VIII 52
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heroines. The second Kanda entitled with “Udaya-kanda” consists of 14 cantos 

and 762 verses. It contains description of Udaipur, characteristic of Pratapa, 

beauty, courage and prowess of Chetak, dispute between two brothers Rana 

Pratapa and Shakti Sirth, arrival of Pratapa in the forest, marriage of Pratapa and 

coronation of Pratapa.

The third Kanda entitled with “Aranya-kandd” consists of 11 cantos and 497 

verses wherein the poet narrates Pratapa’s condition in the forest, his roaming in 

the forest, residence of Pratapa in the forest, characteristic of Bhilla, description 

of Vasanta and heroic deeds of Pratapa. The fourth Kanda entitled with the 

Delhi-kanda consisting of 14 cantos and 631 verses. It’s begins with the 

characteristic of Akbar, the great king of Mugal emperor and ends with the 

report submitted by Man Singh, his Rajaput brother-in-law and general about 

the activities of Pratapa.

The fifth Kanda entitled with “Haldighat-kanda” consists of 17 cantos and 925 

verses. It opens with description of Haldighat, historical battle of Haldighat, 

description of horse, heroic deeds of Chetaka, description of battle, the 

aftermath of the battle, and the pathetic culmination of Rana Pratapa’s plight. 

The sixth Kanda entitled with the Vijayakanda consists of 8 cantos and 466 

verses. It narrates victory of Pratapa, procession of Pratapa, coronation of 

Pratapa and description of Akbar being frustrated in his design to vanquish 

Rana Pratapa. He concludes the inspiring biography with the concluding canto 

entitled conclusion of the life mission of Rana Pratapa. Here is the end of the 

epic poem.

The poem ends with the following verse:
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^ifcRIcRRgi: 3ta'§&nfcklkll:

:^rfecT >feiII $ .£.HR H,,

I?: f(sstesp';" i
V. I S'S;/
V '
_ V ,

, * . , tr" •-vj tr.

SP composed in 33 metres viz. Amistup, Swagata, Upajati, PuSpitdgra, 

Rathodhata, Salim, Giti, Arya, Vamsastha, ‘Aryagiti’, ‘TetgTti’ (Telugu metre), 

Ataveladi (Telugu metre), Rucird, Indravamsa, ‘Ovi’ (Marathi metre), 

Indravajra, Upendravajrd, Malirii, Sikhari/t, Vasantatilaka, Drtavilambita, 

Pahcacamara, Sdrdulavikridita, Viyogim, Upagiti, Prabhatvflam, 

Bhujahgaprayata, Mandakranta, Chandragati, and PraharSfm. However, 

various metres are used accordance with the incidents of Pratapa’s life by the 

poet. For example, the poet has used Rathodhata metre, while the poet 

described the beauty and description of Pratapa’s horse, Chetak e.g.

mm HffcH39f%r§«P:l

cii^fvid^eixsspseif^ici :ii r.h.3

The poet uses Viyogim metre, at the time of separation, Pratapa and his horse 

chetak:

WPif IIH.^.?19

The specialty of this epic poem is regional metres are also used by the poet like 

Marathi ‘Ovi’ and Telugu metres like ‘TetgitV and ‘Atveladi’. Let us see the 

examples of regional metres respectively.

Example of “Tetgiti”
f\ Y ....................... .

fwro WtP7 I
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f'c*nfa ct cRFxT:

cFlsft 1133 -M$

The examples of “Ovf
r\ rv vWgSFI lpl®ii W :

: I

•srog: crqr%: wn^n:

fiftTOHi'tflw*') f^nrll ?.J9.«o

Ezra is the main sentiment while Raudra, Srngara, Bibhatsa, Bhayanaka, 

Karuya, Adbhut etc. are the subordinate sentiment of this epic poem. Let us see 

example of Ezra sentiment;

■*T

Let us see example of Bhayanaka sentiment, while the conversation took place 

between Akbar and Manasinh e.g.

This epic poem is fall of natural beauty and description of six seasons like 

spring, summer, rains, autumn, cold weather, and winter. Let us see the example 

of Vasanta season:

vm:

'hVK'tj xNtsl'JsNull

W<R xf TRFT *1 \j|Rlfa

fq^cJcimeRciMfaxpHjIlctl I

rv rv rv rv . ... , ■» ^TqwRra TFPTIcFTT: 11 3-M-33

Example of summer season:
Wijosfcf refj !#|fc|drfac1lfa
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cisi^W'fn'W^vtfdiPi i

WWPJjnfPl I^RT^T

Chandra Kishor Goswami writes:

-q.afNrfe wfi m wai
^TR^te -g^RT wi ftflr 11wra* y*5

T[® %l W«ft 3 W® W«PT^ ^ ^pafKPq ^Pt StfcRRT 

fsierai <prr %l wi$ umsr ^ we t -fip cpan epj 

T^fcrfrcp w, -g^ ^P4ef -era ^ ^TwRStH <f> ^

ipr %rn % eft W-W wfr 5M ^TFPPlSf tfc xlRtHfifcp ^ 

^FRP5 TJ%?I-^TS, Mw: ^ Wm ^aJFTf ^ ^TSTT Wt

TTc^ieT f&h cf 3F|*jfcf ^T^-wl r26

Prabhakar Apte observes:

“This mahakavya would perhaps be unique in the sense 

that the life-sketch of Rana Pratapa covering the major and 

minor incidents are perhaps not been covered by any other 

literary work in prose or poetry in any Indian or foreign 

language. In that, regard the presentation of Pt. Sharma 

may establish a landmark in literary historiography, by 

serving a source book for major and minor literary pieces 

to be construed with life history of Rana Pratapa depicted 

in Sanskrit Ranayanam as nucleus. Themes of tradition 

Sanskrit stories and romances, dramas and long poems 

have been a source of inspiration for parallel literary 

creation in regional languages. Pratapa Ranayanam may

afR ^ cPP TTr^P tra CPI WRR

26 Ibid, p. xiv
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claim that legacy with vast range of points of creative 
potential covered in this mahakavya.”21 

M. D. Paradkar says:

to ^ vrfigq qrarer cfr war wft 

m "wntf sftv ^ rnWcp t*?} ^rrffcp it -ft f; -5# ftp? 
W® tfrj w ■»tRcPTg wrei ^tfh" vftl araif 3 
Fcjd^dl eft *Ps? cir^cirft atK<Rq«1Hl:" ^ft Pl4rttal cfvFtcrTcTI 

qglcblcit 3T#eI WI£%1 TTFTT umpnl eft TflcRI

t % "f^^ratePflft^ TfP d^dAel ft" 1# ftp? OTFt 
"VT^radwPIT^T" ¥?5 ^^(eb|o!l eft WTT 3 eft”28 

Ogeti Parikshit Sharma says:

“The poet has described that why the modem Sanskrit’s 

need in recent time. Let us see in poet’s himself word 

“when the society changes, naturally the language also 

changes to some extent. Rapid changes have been found in 

the history of literature of the world. Some Sanskrit 

scholars of the Universities and Heads of the Institutions 

say that the modem Sanskrit is not Sanskrit. That is just 

like any other language of India. I felt, that it is prejudicial 

statement. I am rather amazed to hear such statement. I do 

not know why and how they say like this. I am unable to 

understand the hidden truth behind their behavior and then- 

remarks towards the language. I hope that the following 

stanza may answer the hidden truth,”

<9

27 Ibid, (Forward), p. xxxiii
28 Ibid., p. xiii
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'fen ^racT! i i-rr.29

VII. vn JANSHl-SWARl-CARITAM

Janshi-Swan-Caritam (JSC) is composed by Subodh Chandra Panta. The poet 

was bom on 24 July 1932. He had completed primary and higher education 

from Prayaga. He has composed many works in Sanskrit literature. He has 

equal command over Sanskrit and Hindi literature. The poet has narrated the 

whole biography of Rani Lak§hmTbaI. JSC is consisting of 22 cantos and 1477 

verses.

The main sentiment of this mahakavya is Vira while Srngara, Hasya, Koruna, 

Raudra and other are present as minor sentiments. The heroine of this epic is 

Rani LakShmlbaT. The poet has usesd many figures of speech and metres to 

compose this epic. This work is not available to me but Rahash Vihari Dwivedi 
gives the above information in his book.30 Let us see an example of mahakavya:

rv v \ _ ...... ........mm spFFu? Ifq yiHiHHll

vn. vjii bhrtyAbha ran am

Bhrtydbharanam (BB)31 is composed by Shrirama Dave in 1993. The poet was 

bom in village Samadadi; district Badmer, Rajasthan on 22 September 1922. 

His father’s name was Shankarlal Dave. The poet was a retired bank manager

29 Ibid, (Prologue), p. xivii
30 Dwivedi Rahash Vihari, Sanskrit Mahakavyon kd Samalocanatmak Adhyayan, 2001 p.417
31 Dave, Shrirama, Jaipur, 1993
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from the state bank of India. The poet was not attached with the profession of 

Sanskrit language, although cause of love and attraction towards Sanskrit 

literature, he has composed many works. He has composed three epics viz, 

Bhrtyabharanam, Saketasangaram, RajalakSml-svayamvaram. The poet has 

given the information of himself through the below verse:

BB is consists of 37 cantos and 1154 verses. The poet has given the titles to the 

cantos:

Cantos

I

II

III

IV

v
VI

VII

VIII

IX

X

XI

XII

XIII

XIV

XV

Verses

45

35

30

34

31

32 

25 

30 

38

35 

27 

25 

25 

25 

35

Title of the cantos
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XVI

XVII

XVIII

XIX

XX

XXI

XXII

XXIII

XXIV

XXV

XXVI

XXVII 

XXVIII

XXIX

XXX

XXXI

XXXII 

XXXIII 

XXX3V

XXXV

XXXVI 

XXXVII

25

31

33

25

26 

31 

27 

25 

30 

27 

30 

30 

30 

30

30 

36

31 

31 

31 

31 

53 

39

tpW'Wep
d T?ITV3T-fcFI^»4

vifcpl^-inncr:

UlcPTFTcTRFFl

1’fc*n-<|vjieW4Wot6

\\ ...- rv f\ .... r\ . . «

•^Tl:

^nga-^RFi: 

UfRT$d ^RcJIMI

-#rafaT:

This epic commences with the following verse:

'4KKTO 4kfPPI^na
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Tjrcuri ^ J$dlcbdli><RRfR "tflW 11 <\<\

The epic ends with the following verse:

m ftsuptrai l^R'H! ^RFt I 

^iciisfMm cwAci i#!
l^l^T f^RWI 11303c

VII. IX SWATANTRYASAMBHAVAM

Swatantryasambhavam is composed by Rewa Prasad Dwivedi in 2011. The 

poet was bom in 1935 at Nadanera village situated in the bank of the holy river 

Narmada also known as Reva near Bhopal of Madhya Pradesh. His father’s 

name was Narmada Prasad Dwivedi and mother’s name was Laksmi Devi. He 

attained to a very high proficiency not only in literature and poetics, but also in 

different branches of Indian philosophy.

Swatantrya-Sambhavam is consists of 75 cantos and 6064 verses. There are 

many heroes and heroines in this epic wherein the poet has described the 

various incidents begins from the Rani Lakshmi Bai who is the queen of Janshi 

up to Anna Hajare who is a social reformer of the Indian society, fight against 

the corruption and non-violence following the path of Gandhi. The poet has 

given the titles to the cantos:

Canto Verses Title of the canto

I 76 TftfecPPRT:

II 72 ^Icf^'d'cboqYqtl:

III 85

32 Dwivedi, Rewa Prasad, Swatantrya-Sambhavam, (Second Edition) 2011
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IV 76

V 81

VI 73

VII 72

VIII 74

IX 73

X 73

XI 74

X3I 100

XIII 70

XIV 76

XV 110

XVI 70

XVII 78

XVIII 81

XIX 106

XX 70

XXI 82

XXII 97

XXIII 71

XXIV 111

XXV 87

XXVI 70

XXVII 78

qnrenqftiis:

uFTF^toR:

if^RTTO:

fcUFW^qel (W#<I>RW)

cjniofiPTpSRIM:

4l$dld^*>H£IU<M|u|

ylen^^cR: (^4>ftcll)

^fRIT^RWncf:

wn?^cncr%^i{^rafoT:

ci icfcf?i^vnfe(^ gftwf: 

WffSltel

3Rf:tpci^:

JJlIrftdR:

WTFERRPT:

^cris^ragfrlKf:
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XXVIII 117

XXIX 71

XXX 70

XXXI 91

XXXII 82

XXXIII 98

XXXIV 101

XXXV 97

XXXVI 92

XXXVII 71

XXXVIII 103

XXXIX 72

XL 75

XLI 70

XLII 77

XLIII 70

XLIV 81

XLV 76

XL VI 70

XL VII 70

XL VIII 70

XLIX 72

L 71

LI 72

LII 71

5n£JRl*isl>H:
A. V

#T3!IWW:

Tf£TFP#5Rci

''Rvgai

Wwm

■qrarauM

£m44l

srejftm

■^rfnf^JTFT:
o

TffcR^cocURt

3l<SlcR^lci:

■§4f£Fnft8icrfir:

3r#^OT:

W#Pf:
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LIII 71 hldcflhmN:

LIV 70

LV 72

LVI 84

LVII 75

LVIII 72

LIX 70

LX 83 <*>4fc|plH^j:

LXI 71 4Rm1 Wl4

LXII 77 TiFiMr^nteR:
LXIII 95 TtyzrtSm#eh:

LXIV 85 N

LXV 93 M3x(<*>|dtc|»4WlPl<4iH:

LXVI 87 ^PSTFgfcR:

LXVII 86 ^ararwPaPraf^i:

Lxvin 75 ■pRlfcRIPSg:

i 77

LXX 72 f^cRgRtTcra:

LXXI 75 ir^m

LXXII 78

LXXIII 83

LXXIV 70 ^cpfef:

LXXV 147 vFTF^reR:

The epic begins with the following verse:

"SRJEf dleilcii>J4l vpftfcf ^TTlM.9
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The poem ends with the following verse:
vifreiaRRfrqnRI: I

Some other examples of this epic:
T*cp $ptf ^cjRlfcj crhvH'l vjJMciji

vicRI^: I

F:’?TR^T'?I?r#r

■<#|cRJ ^TFT, *3eJ cl 7'cl^fwl 11

^frgqrawi 
M)<t>: TT^rarfcI PfiilvriJ I

’PS#cl dlfoJeHcllR^ Wll^f

c|>fc*i|4 f^cfl'WSI'WI: 11 $%.<&

The poet himself says:
3 WIcRtl cf>I 3tsi cfff % v5ft -flcj WF3 

H^TtF^PTfe ’TRcN cF3f # 3Pf^ f I ^IcRcil cPT 

TO W#TOT ^ % I IFRpT WZJ 3 3Tft WsJM ril'd tlR

cPT fcRPJI f 3?T? <£H$f 3fr? cgJrfRci *IPft ^ «PT!

sref^Rf, wn ’M, WTcPFnsR 1ciera> afr? ?mmctm %*> 
^ cjfrcq Tf eTPT Wl feordiq ^ f P’33

The following chapter embodies the concluding remarks.
^ «£» ^ «$» «L 4* it* «i# «1# J.iji ^ Sfi Sfi

33 By the poet, Ibid, p.i
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