
CHAPTER - TX

LITERARY APPRECIATION

This chapter includes the literary appreciation of compositions pertaining 
to the medieval as well as modern poetesses and the discussions regarding 

the topics like, Form of the Kavya {Kavya Prakara), Sentiment {Rasa), 
Poetic Blemish {Dosa), Quality or Excellences {Gum), Literary Style 
{Rlti), Figures of Speech {Alahkara), Propriety {Aucitya), Literary 

maturity {Paka) and Metre {Chanda).

I have mainly followed the views of Visvanatha (c. 1384 AD) the author of 

Sahityadarpma, while discussing the above-mentioned topics. Among the 
poetess belonging to the medieval period only GangadevI has defined - Kavya 

Laksana, Kavya Prayogana and Kavya Hetu.

Kavya Laksana :

Numerous definitions of kavya have been stated by several rhetoricians. 
Earlier rhetoricians like Bhamaha (6th Century AD) Rudrata etc. treat 

Sabda (words) and Artha (meaning) as equally prominent while others 

give prominence to Sabda (words) in a kavya (poetry).

Bhamaha (6th Century A.D.) :

Rudrata (c. 850 AD) :
eprosf ||

Dandin (6th-7tl* Century) :

Mammata (12th Century AD) :

f: wfq
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VisVaflathaTc. 1384 AD) - ■

W TSrTc*FF ^4 [TiT ^ 3TT?i7T ^IWfcPTT ^ft^TrWRT^t 4M] RTT.<U

Jagannatha (17th Century AD) :

W4kT«}Tr1tqi^5FJ 7T^: II

According to ViSvanatha, the author of Sahityadarpana, the Poetry or 
kavya is conceived here as human figure forming or having the body in 

the form of Sabda (word) and Artha (meaning) containing the Atmatattva 
(soul) corresponding to Rasa, the principal factor in a Kavya, endowed 
with the virtues like valour etc. equivalent to the poetic excellences like 

Madhurya (Sweetness), Ojas (Forcefulness) and Prasada (Perspicuity). 
Getting disfigured (Dosa) by some drawbacks or defects like Srutidusta, 
decorated by a particular style as well as the precious ornaments 
comparable with the figures of speech like Upama Ananvaya, etc.

Thus we can say that Sabda and Artha form the outer part of the kavya. 
Just as the physical body of a person should be healthy, faultless and 
charming as far as possible, similarly, the word and their connotations in 
the Kavya should convey, the faultless and charming form of the poetry. 

In short, the words in the poetry should be soft, gentle, sweet and 

meaningful bereft of the harsh consonants.

Kavya Prayojana :

Bhamaha is said to be the first to mention four Purusartha (goals) as the 

purpose of Kavya:
r „ „ „ Tr T „ ■ r„ , UJ < *

■m ^ H4>l©4Trt^K-^ II

The purpose of Kavya is mainly, the attainment of fame and delight 
(Ananda) as stated by Bhamaha.
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Mammata says :

m&i fecHSTtW I
W: mfecW II^MU'W?!-^ II

ViSvanatha, the learned author of Sahityadarpana, lays down Dharma, 

Artha. Kama and Moksa to be the aim of poetry :

cfcioiii^c* tToR^T pR'-Mcl II^STT.^.-^ II

Among the medieval poetesses it is GangadevI who has specified the 
fourfold purpose of poetry. She says the poetry promotes fame, wealth, 

destroys baseness and awakens delight:

^Rrtct ^SfcT^ I

We can say thus that she might have composed this Mahakavya to obtain 

fame, reputation and attain prestige in the court of king Kamparaya. Also, 
we can say that since she was the queen of Kamparaya, she might have 

composed this Mahakavya for giving delight to her husband Kamparaya.

Poetess Ramabhadramba might have composed this Mahakavya 
Raghunatha-Abhyudaya for attaining the reputation by composing such 
kavya in praise of Emperor Raghunatha Nay aka :

\fife ^a fflzm i

Similarly, in the Khandakavya Santanagopala poetess LaksmI Rajiil has 
described the ardent desire {Kama) for Santana (Children) :

■mwRl w*? *tfej^r wi qfcqiw^^ iiWjTt.-5>.3 n

araRft wspfefw qr<wni ttM i
^it wlsW ^ feW fepr wf aat§ iiW.W- % .v* ii
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Kavya Hetu :

According to the celebrated poeticians like Bhamaha, Dandin, Mammata, 
a poet must be endowed with certain virtues like Pratibha (Imagination), 

Vyutpatti (Calibre) and Abhyasa (Constant practice), while RajaSekhara, 
Vagbhatta and Jagannatha consider Pratibha (imagination) only to be the 

main cause {Hetu) of the poetry.

Rhetoricians like Bhamaha, Dandin and Mammata have defined Kavya 

Hetu:

Among the compositions belonging to the medieval period, we mostly 
find *Saktf, (capacity) of composing good poetry. This ‘Saktf is also 

called Pratibha revealed by the poetesses like GangadevI, 

Ramabhadramba, Devakumarika and Laksmi Rajnl. It is however found 
that the features like Nirmalam-srutam (excellent scholarship), Ananya- 
abiyoga (uninterrupted dedication) and Vyutpatti (calibre) are found only 
in few cases of some erudite poetesses like GangadevI (14th Century AD), 
Ramabhadramba (17th Century AD), Pandita Kshama Rao (21st Century 

AD), Nalini Shukla (21st Century AD), Uma Deshpande (21st Century AD) 

of the medieval and modem period.

Through the study of the Mahakavyas and Khandakavyas like 
Madhuravijayam, Raghunatha-Abhyudaya, Vaidyanatha-prasada-prakasti 
and Santanagopala, we find that the poetesses GangadevI, 
Ramabhadramba, Devakumarika and Laksmi Rajnl are endowed with 
excellent Pratibha (poetic imagination) creating the composition replete 
with literary beauty, poetic charm and historical depiction.
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Moreover, copious references to celebrated authors and poets as well as to 
a number of well-known texts reveal their scholarship and in-depth study 

of several scriptures and different branches of knowledge. These ladies 
must have obtained appropriate education of not only Sanskrit literature, 

but also Grammar, Poetics, Prosody, Mythology, Metaphysics, etc.

In case of modem poetesses, Kshamadevi Rao has proved her capability to 
compose different forms of Sanskrit literature with ease and felicity. Such 
great poetic skill or Pratibha is not prominently found in case of other 

modern poetesses.

Since I have taken up the study of the Mahakavya?, and Khandakavyas 
composed in the medieval period, I hereby, briefly discuss their 

characteristics and features in following pages.

The Mahakavya is defined in various texts like Bhamaha’s Kavyalankara 
(1/18-23), Agnipurana (chap. 337), Kavyamimaihsa, Prataprudraya- 
gobhusaria, also but, all these definitions are almost similar to that of 

Dandin (1.14-20) and ViSvanatha (chapter VI).

The well-known poetician Vi^vanatha has enumerated prominent 

characteristics of Mahakavya in following verses :

7Pf*F«rr iiCTfiTaf W: 3J7: IITITj?II

371 I
STfTft Tpfsfq 37TT: Ttsf TCTOfaiT: IITTT.^ .-*.W II

WRWFI °pif: 7=$#^ ^ nTTT.^II

3TT# cTT^PNfTI T^cf cp |

HTftT^vTI 'dlfcKW: TPlf amfTO W ||
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r: mPr wfs i

*nlcf 1nsnj5.-5.Wi

¥FPf^>^l^l^1^^TOMKI: KIT.5-5.WI

^jnrRmtwr^fkwT: kit.5.-5.wi 

^JrNtt r?ifN yi-^mfi apft w i
m w ^TTW^RTP? RT Iim5.-5.WH 

rpttr, wifqi^wRi «*fnm ^ i 1

According to Vi^vanatha a Mahakavya should contain the cantos, which 
are neither too long nor too short. Verses in each canto should be 
composed in various metres. Each canto should generally consist of one 
uniform metre, which should be changed at the end of a canto. There 

should be suggestion of the future events in the concluding verses of each 

canto.

In the Mahakavya Madhuravijayam the poetess Gangadevi has defined 
Kavya. She says : “Even a single salt particle spoils the liquid essence of 
black sandal (Kalagaru), so too, even the smallest defect in a poetic work 

renders it censurable :

## RqftT ^tcTT^ I

Accordingly, there are nine cantos in the Mahakavya Madhuravijayam 
which are neither too long nor too short because we do not find more than 
100 verses or less than 25 in any canto of this Mahakavya. In each canto 
generally we find one metre, which is changed at the end.

1 Agnipurana (337.24-32), Kavyadaria (1.14-20), Sahityadarpana-Vl Pariccheda - Satyavjta 
Siriiha 6astrl
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Mahakavya Madhuravijayam

Canto Number Metre Metre at the end
I Anustup Vasantatilaka
II Upajati Mallnl
III VaiMastha Harini
IV Anustup S ardulaviknditam
V Dhrtavilambita MalinI
VI Puspitagra SikharinT
VII ViyoginI No change
VIII Aupachandas No change
IX Upajati No change

At the close of every canto generally we get the suggestion of the future 
event; e.g. : In the concluding verses of the third canto, it is said that on 
the advice of his father Bukka, Prince Kampana departs for the conquest 
of South. This is the information of the march undertaken by prince 

Kampana described in the next canto-IV :

3T«r -pmfcr •jpf w m:
OTfipr Tjtarf W wm Mu ¥: I

TlfFr vlT
tptw wuirtt 'mta^sfUusi: irRr^tifcMq*^

The poetess has given the name to each canto except the first one. Similar 

title is also given by the commentator Subramanya Shastry.

Name of the Cantos by 
Poetess GangadevI

Name of the Cantos by the 
Commentator Subramanya

S as try
(i) -— (i) Rajadampatyosukhanubhuti
(ii) Kumaraj ananam (ii) Kumarottpatti
(iii) JaitrayatradeSa (iii) Kanclpuramadhurapuravij ay a
(iv) kancipuravij ayapraSaiiisa (iv) Kancipuravijayavarnana
(v) Kamparayarajyaparipalana (v) Rajyaparipalanartupabhoga-

varnanam
(vi) V anaviharajalakridavaniana (vi) Jalakridavanavihara-praSamsa
(vii) Chandrodayaklrtana (vii) Chandrodayavarnana
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(viii) Madhuradidevat3d’’,,y5ctra
pradanam

(viii) Divyastrapradanapradanam

(ix) Madhuravij ay as adana (ix) Madhuravij ay ampras ams a

Accordingly, there are twelve cantos in the Mahakavya Raghunatha- 
Abhyudaya, which are neither too long nor too short. In each canto 

generally we find one metre, which is changed at the end.

Mahakavya Raghunatha-Abhyudaya
Canto Number Metre Metre at the end

I Upajati Vasantatilaka
II MalabharinI Vasantatilaka
III Indravajra Malini
IV Prabodhita or 

ManjubhasinI

*

SalinI

V Rathoddhatta Malini
VI Indravajra Vasantatilaka
VII Upendravajra ✓SalinI
VIII Pancacamara Vasatatilaka
IX Upajati MalabharinI
X ✓Salim S ardula vikrlditam
XI Vam^astha S ardulavikriditam
XII MalabharinI No change

Also, at the close of every canto, generally we get the suggestion of the 
future event. In canto VII youth of prince Raghunatha is described :

oZTFTfaRT cRT T^RTT ^ 'TraHHH, II

After defeating Colaga, the ruler of Devikottah, king Raghunatha started 
his march towards Jaffna to get back the Kingdom from Portuguese to the 
king of Nepal :

sfiilS: l
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No canto has been given the name by the poetess but we find uniform 

colophon :

WT: wft ”

The main theme (Kavyavrttam) in this Mahakavya Madhuravijayam is 

historical because the Nayaka i.e. the hero of the kavya king Kamparaya 
belongs to the family of Sangama dynasty (14th century AD). The first 

Emperor of this dynasty was King Bukka and Harihara-I who established 

the Empire of Vijaynagar and ruled over it (1336-1374 AD). Hence it is 

Itihasodbhava and not imaginary. Naturally, therefore, among the four 

Purusarthas Dharma, Artha, Kama, Moksa; it is Dharma (Purity), which is 

mainly highlighted here. By establishing the Empire of Vijaynagar and by 

defeating Muslim kings like Jalaluddin Hasan Shah, the Sultan of 

Madhura, King Kamparaya and his ancestors strove to bring about 

communal harmony and peace in this part of South India.

Visvanatha has stated that in the beginning of the kavya there should be 

salutation to the deities or indication of the theme - Vastu Nirdesa.

Gangadevi commences Madhuravijayam Mahakavya with the salutation 

(or invocatory verses) addressed to deities like Lord Ganesa, Parvatl- 

Paramelvara and Goddess Sarasvatl. She says : “May the elephant faced 

God, who like the divine Kalpavrksa, fulfils the desire of those that 

surrender to his grace be favourable to the good :

Wll»ll*l Wf I

'hcrHHI'hvMMKM: |R«£<[fo|5|4Hr* A II

-*.311
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In the Mahakavya Raghunatha-Abhyudaya the main theme is historical 

and not imaginary, because king Raghunatha belonging to the Tuluva 

Dynasty of Vijaynagar Empire is depicted here :

Timma 
(1500 AD)

Cinna Cevva alias Sevvappa 
(1549-1572 AD)

Acyutappa 
(1572-1614 AD)

Raghunatha 
(1614 AD)

Vijayaraghava 
(1662 AD)

Naturally therefore, as it is pointed in Mahakavya Raghunatha-Abhyudaya 
out of the four Purusarthm, Dharma is mainly highlighted in this 

composition.

Ramabhadramba commences 1 Raghunatha-Abhyudaya Mahakavya with 
the salutation addressed to deities like Lord Rama, Goddess LaksmI, God 
Siva, Goddess Parvatl, Lord GaneSa and Goddess Sarasvatl:

The Nay aka (hero) of the Mahakavya Madhuravijayam is King Kamparaya
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born in the Ksatriya family of well-known c'?f>g»ma dynasty : 

¥ ^rrfwnt %%i: i

■■„■■■.. r-

: Tjssrr^dTOciW^rfRf m: iR^rfror^-3.311

Like the earlier historical poems Raghuvamsa Advaghosa SiSupalavadha,, 
Madhuravijayam also depict various celebrated personalities like king 

Harihara, king Bukka etc. This text sheds light on a number of events and 
episodes, which took place in the life of king Bukka and his son king 

Kampana.

King Kampana killed Sambuvaraya in the battle field. With the fame of 
his vistory, duly established in Kanchi, he set up a prosperous rule over 

Tundiramandalam destroying confusion in cast and religious orders, 
defeated kings like Jalaluddin Hasan Shah and the Sultan of Madhura as 

revealed from the following verses :

aw ^Eicrarti'f WC: I

WTTfsRR: iR^l^Mqq^.^ II

The hero of Mahakavya Raghunatha Abhyudaya is king Raghunatha born 
in a Ksatriya family of well-known Tuluva Dynasty ruling over 
Vijaynagar in the 17th century.

The ancestors of king Raghunatha Nay aka are briefly depicted by poetess 
Ramabhadramba in canto VI of the Mahakavya Raghunatha-Abhyudaya. 
Timma was the first ancestor of the Tuluva Dynasty and his queen was 

Bayyambika :

^nf^T to *rraf i

1 Other verses are :3.12; 9.37,38

"TO -V.6R II
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King Cevva (1549-1572 AD) was their son who became the first ruler of 

Tanjore. Cinna Cevva’s son was Acyutappa Nayaka, who ruled about 
1572-1614 AD and married Murtyambika and had a son Raghunatha, the 

hero of the Mahakavya :

Wffl: ■SFTc’SRTteT I

The majestic personality of young Raghunatha is depicted by the poetess 

in the final verse of the sixth canto :

The prince was endowed with erudition, discretion and modesty and was a 

very fortunate person by working with whom the relatives including his 
parents experienced a great bliss and delight. He was the King who 
undertook a number of expeditions and various noble deeds and this fact 

is suggested in the above verse.

According to ViSvanatha, a Mahakavya should contain the description of 
various aspects of nature like sunrise, sunset, rivers, lakes, ponds as well 
as birth of a son and warfare etc.

In this Mahakavya Madhuravijayam, we get beautiful depiction of nature. 

As described by poetess, the town gates were like the peaks of Sumeru 
emitting rainbow colours adorning the city. Moreover, the city had 

sporting lakes (Kifdasaras), fragrant with the smell of lotuses. Those lakes 
had gem-studded steps and were always full of beautiful swans. Poetess 
also describes the reddish orb of the moon which appeared on the eastern 

direction like the mark on the forehead of a beautiful maiden :
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am foR'i'teWtMci iglfcd.H, i . s „ f .

ww^rnpTf^fT^iftpft ^isiRi^wwto iR^riwr^-va.^ n1

Description of War :

Poetess GangadevI has described the scenes of the battle field and the 
fight of king Kampana with the Muslim ruler Jalaluddin Hasan Shah. As 

described by the poetess, the weapons falling down in the battle field lit 
up both earth and sky by their lustre :

3m -gcppt i

■ri*r#3^F9Tf% IR^I^SRP^-OW II

Description of City Vijaynagar :

The city Vijaynagar was prosperous and it was surrounded by river 

Tungabhadra. Besides, it was full of flowering trees like Campaka, ASoka, 
Naga and Kesara. The palaces too, were very lofty like the clouds of the 
autumn. The city looked like the mark of beauty adorning the forehead of 

the lady known as Earth’s southern Quarter :

TTSfSTHt B

Poetess GangadevI depicts love sports and water sports of king Kampana 
in the following verses. As depicted by the poetess, king Kampana 
enjoyed the company of the beautiful ladies and used to remain in the

1 Other verses are : 1.44; 7.7,8,11,12
2 Other verses are : 9.13,17,31
3 Other verses are : 1.44,49,54,59
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inner apartments with his beautiful spouse, whose breasts were besmeared 

with saffron paste. :

T*P#5|#rwrf^

ST^fmrf^Rf^W <VPfaiFrf I
f+qlM ^PT^^5eP»i TRFtl: iR^Trf^P^-^.Hvall1 2 3

Religious Rituals :

Description of a Birth of a Son :

apt W*# tpprI:
anp m, TOWTCFft ■TOOfoTO-

Moreover, king Acyuta and queen Murtyambika were without any issue 
for a long time. But were blessed by Lord Visnu with a son of unparallel 

greatness. There was happiness all around due to the birth of a son and it 

seemed as of all the directions have been brightened by the birth of a son :

ircf ^crrfcr i
is# wmUr -^r w# n4

In the Mahakavya Raghunatha-Abhyudaya poetess has described the 

Namakarana Samskara (Name-giving Ceremony) of prince Raghunatha :

TRT ^ IIT^TSTTV^q^-^.q^ |

Coronation Ceremony :

m ^ MifwqjfsW i
3TRIftfeRPT o II

TFq#Pl% fw4: 1

3T«T5zf w# foqi Pnwl Q *f f* 4T «rri^ bxi n

1 Other verses are : 5.57,61,62; 6.58,60
2 Other verses are : 6.59,60,62
3 Other verses are : 2.22,28
4 Other verses describing the birth of a son are : VI.38, 39, 40, 41, 49, 50, 53, 54, 56.
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The coronation ceremony of prince Raghunatha took place on an 
auspicious day where there was the holy sound of different musical 

instruments being played. King Raghunatha was endowed with all the 

royal marks of becoming a king.

The city Tajjanagari, presently called Tanjore, is elaborately and 

beautifully described by the poetess Ramabhadramba.

According to the poetess this city was an abode of the Goddess LaksmI 

and the divine beings. There were huge excellent elephants (Gandhanaga) 
capable of subduing even the divine elephant. Along with the elephants 
there were majestic horses, which were used by the kings on the 

battlefield :

cfiftwr PH4U3u| 1
STcpft WTCTT ^«TRI: dwlftdl* y^N't) IIT^TTSTT^^T^-R II

The gardens of the city were full of trees & creepers blossomed with 
fragrant flowers :

di^Rl WTO W#5FTT IIT^^TT^Wf-^ II1

In the Mahakavya Raghunatha-Abhyudaya, we get beautiful depiction of 
river Kaveri and various types of trees grown on the bank of river Kaveri, 
like Kramuka, Narikela, Kera etc. Moreover, the city was protected by 

number of mountains as well as the ocean, which added to its beauty :

wT^rwRf i

1 Other verses describing the city Tanjore are : 11.19, 20, 25, 29, 50, 56, 57.
2 Other verses describing the plants, trees and animals are : 1.31, 35, 36, 41, 50, 57, 64, 75

: I
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In this way composition Raghunatha Abhyadaya is an excellent specimen 
of Mahakavya comprising of the essential characteristics of a Mahakavya 
enumerated by the author of Agnipurana (337.24-32), Dandin the author of 

Kavyadarsa (1.14-20) and Visvanatha the author of Sahityadarpana (vi. 315).

It is written by Queen Ramabhadramba who has paid homage to the 
ancestor of Tuluva Dynasty beginning with king Timma and ending with 

heroic king Raghunatha the ruler of Tanjore.

Ramabhadramba was protege in the court of King Raghunatha who being 
influenced by her talent married her and made her queen as rightly 
pointed by T. R. Chintamani who has edited the text Raghunatha- 
Abhyudaya. Ramabhadramba famous as an authoress seems to have been 

achieved fame in the court of king Raghunatha. Several anecdotes are 
related regarding the scholarship of Ramabhadramba. T. R. Chintamani 

states in his book ‘The Nayaks of Tanjore’, “Once the king in full court 
gave out the following pada of a verse and asked the ladies assembled 
there to complete it. Ramabhadramba seems to have got up at once and 

completed the verse as follows :

^ f^FT t I

cRW: II

The same information is furnished by the prominent scholars like 

Madhavananda in his text ‘The Great Women of India’.

Like the earlier historical poems viz. Raghuvamda, A/vaghosacarita, 
Sidpalavadha, this historical Mahakavya sheds light on a number of events 
and episodes, which took place in 15th, 16th and 17th century AD during 

the reign of king Cevva, Acyutaraya and king Raghunatha.

In short, Raghunatha-Abhyudaya can be designated as one of the excellent 
examples of a historical Mahakavya replete with poetic charm and literary 
beauty.

In the Mahakavya Madhuravijayam we find both Srngara (erotic) and Vlra
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(heroic) Rasa. According to Vi£vanatha, definition of Srngara Rasa is *

Examples of Srngara Rasa found in the Mahakavya Madhuravijayam are

■fTRfW -51^3 IP -$hcr
According to the poetess Gangadevi king Kampana enjoyed with the 

ladies of his harem.

Examples of Vlra Rasa found in the Mahakavya Madhuravijayam are :

1^1'tKRh'I "*pi : IR^TftspEP^-^.H^ H:

As depicted by the poetess the scenes and the fight of King Kampana with 
the Muslim ruler are found in the following verses. King Kampana and the 
other army attacked each other like two oceans brought against each other 

by stormy winds at the time of Great Deluge.

This Mahakavya is rightly named Madhuravijayam because the Nay aka 
Kampana defeats the Muslim King ruling over the territory of Madhura. 

Also, it is rightly called VIrakamparayacaritam by Swam! Madhavananda 
and Kunjunni Raja.

The commentary on Madhuravijayam called BhavaprakMika is written by 
Sri P. S. Shastri, Prof. Head of the Department of English Nagpur 
University. He explains here the great scholarship of the authoress 
Gangadevi well versed in all Sastras and conversant with many arts and 

statecrafts. The commentary reveals his versatility in which we find his 
knowledge in medicine, astrology, Vedanta, grammar and Alankara

1 Other verses of krAgara Rasa are 6.60, 63, 67.
2 Other verses of VTra Rasa are 4.79, 9.11, 17,19
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Sastra. Thus, we can say that Sri' P. S. Shastri* the author of commentary 

called Bhavaprakasika on the Madhuravijayam of GangadevI, has 
rendered a great service to Sanskrit literature. In this way 

Madhuravijayam composition is an excellent specimen of Mahakavya.

It is written by queen GangadevI who has paid homage to the ancestors of 
Sahgama Dynasty beginning with Harihara I and Bukka and ending with 

heroic King Kampana the ruler of Madhura. GangadevI was protege in the 
court of King Kampana who being impressed by her talent married her 

and made her the queen.

In short, Madhuravijayam can be designated as one of the excellent 

examples of Mahakavya replete with poetic charm and literary beauty.

The prominent sentiment in the Mahakavya Raghunatha-Abhyudaya is 

Heroic (Vira). Its illustrations are :

spjssf TnrsfafTpri 1%?lTWTT°Rtcfrfw I

^ch^TTTf^T'crr; wfw a w i!

^■uifd<^iiq,<u||q ^THTTcf <T W ^h*RT*$: I
Sfppref cRTfq il

In the remaining verses of canto VII, poetess Ramabhadramba has 
delineated very beautifully the bravery of the king Raghunatha who was 
Rama to her and had defeated the enemies of Venkatadevaraya and thus 
helped in getting back the lost Kamat Empire. The next canto too suggests 
the same idea. In the concluding verses of canto IX, again king 

Raghunatha is described preparing for fight against the combined forces 
of the King of Pandya and Tundir at Topur.

Poetess Devakumarika’s composition Vaidyanatha-prasada-prasasti is



called a Khandakavya, We would like to evaluate it under this form of 

literature in Sanskrit and try to analyse according to the points given by 

Rudrata and ViSvanatha.

According to the poetician Rudratta there are certain features of 

Khandakavya. He has briefly referred to them in his text ‘Kavyalankara': ’

3TTW ^ II

m ^qf^STofT I

According to him the short poems like Khandakavya should depict the 

hero in a happy mood and generally an ordinary Brahmin, a servant or a 

merchant could be depicted as facing the difficulties (2RTWR)- The main

Rasa (sentiment) in the khandaMKya should be Karuna (Pathetic) as found 

in the Meghaduta of Kalidasa. Generally in a Khandakavya in the 

beginning there is a love story and at the end there is a rise of the hero 

(Nayakabyudaya).

Moreover, the Khandakavya should contain the description of nature, the 

four Purusarthas (goals of human life), the significance of moral values as 

depicted in Mahakavya also. Like a miniature painting, the Khandakavya 

consists of concise, but charming pictures of nature etc. and the 

delineation of social and political events.

The definition of Khandakavya given by Visvanatha is as follows :

Vaidyanatha-prasada-pratfastl comprises of the features of a Khandakavya 

as mentioned above :

O^cbloq ^ rHT.^.-after ^.3^11

(1) In the beginning of the composition there is a reference to various 

kings like Bappa Ravala, Mokala, Kumbha, Udayasirhha,
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Pratapasimha, Rajasimha, Am?r?.£iTnha (the husband of poetess 
Devakumarika) and Sangramasimha belonging to the Guhilot 

Dynasty :

# ^crftr ^pprctr^ftw d'Wii'il '41^ ^c4*TTf% 11# .yt.ti% .3^ n

trats^cf^ sjftrafr: SRlftor: XRftff: I
^#WF^wf^r lit .¥0 !I

(2) Here one of the ends of human existence Dharma is highlighted.

(3) The main Rasa is Heroic (Vira) as the poetess depicts powerful 
personalities and the valorous deeds of the descendents of Bappa 

Ravala :

MrtHKi ^%Wr: llt.¥T.!.-*.U II

¥ trft# f^cfi-uifer ijef ^Fnif Mw^rra 1
f TPPm ni<r wfirsr lit.¥T.¥ .- * .3 ° h

TflFrWitssr wwk 1
«PTfs-dpH wf wm lit.-30-*.3*11

(4) The theme of this Khandakavya is historical, since it depicts the 
king Bappa Ravala and his descendents who ruled from 8th to 18th 

century.

(5) It begins with a salutation to Lord Siva and Goddess Parvatl :

.YT.¥.-*.*II

(6) There is a depiction of a council of king Sangramasimha and his 

victory over the Muslim rulers in canto-II.

(7) The metre is changed at the end of each canto.

Santanagopala kavya is also a Khandakavya, fulfilling the conditions



(1) The hero of this kavya is a Brahmin who faces the difficulty of 
losing his children the moment they are born. At the end however 
God Krsna becomes his saviour and gives back all his children :

^ Ftf Wff ^ ^IcT: I

3TT^PT cF^WTk^h?4 WK ^il'^i^TT <qea< NrtrtlH II

^ W IW II

(2) The main Rasa is Karuna (Pathetic).

(3) Here one of the ends of human existence Dharma is established.

(4) It begins with the salutation to Lord Visnu.

(5) The metre of each canto is changed at the end.

Rasa (Sentiment! :

According to Visvanatha, Rasa alone is the sole of poetry. Without Rasa, 
a composition cannot be called a kavya. The word Rasa is derived from 
the root ^‘T^’to taste or relish and means what is tasted or relished.

G. H. Bhatt states/4 This is the famous Rasasutra of Bharata Muni, which 

is the formula like, succinct statement about how Rasa arises. It will not 
be correct to take it as a definition of Rasa because Bharata explains later 
the meaning of the term Rasa giving a grammatical and etymological 

explanation”.
M

The earliest exponent of the Rasa school was the Bharata Muni (2nd 

Century AD) - the author of NatyaSastra who has recognized only eight 
Rasas. “T % I”

: I

: HldMWW-S II
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^OTOT^WcOT1^ TOT: T^OT: IP

According to Mammata, there is the ninth Rasa called Santa

wfaoOTtyprcnft ot^ tot:

^rr^frsfq otot! vs: i

According to Visvanatha, Rasa only is the soul of poetry. He says :

<OTPf tie# Vfrlgqq, | TTT OToOT OTTTMdOT WteHIOTOTSl TFRT I fqFTT 

TO ■^TBJTcOTOTWr vfdqrftd'cOTd I ‘T7OT1 ffd TT: I’ ffd I

lr4# TOT: OTOTOTOT OTT: IIOT.^H

t^r- ^ *prrt ^tr ^ ot

3T^OT^ TOT: OT? 4T4f IIOT.^.-^.^o «

In the Mahakavya Madhuravijayam we find both Srngara (Erotic), and 

Vira (Heroic) Rasa:

OT TT: *£fR BOT.^.-^.U^H

TJcRcT: TfOTlfW I

IWltOTCctmfW Tcf iftlTOTST#^ TTOTi^RI^ lIT^TlfWT^-H.M II1

In the above verse king Kampana, the hero of the Mahakavya and the 
ladies making love sports in the pleasure lake give rise to vibhava. The 
young ladies of his harem entertained king Kampana with dancing, 
making gestures and erotic movements giving rise to anubhava :

ff ^TOTfTPTTfRTftgOTf I

IR^TTf^W^-A.^ B2 

The cloudy atmosphere aroused the feeling of romance in the heart of the

’ Other verses of Vibhava (Srngara) are : 5.71; 6.67 
2 Other verses of Anubhava (Srngara) are : 5.16,30; 6.4,62
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king (Vyabhicaribhava) :

^racT<|M\<<VH «lql $WT ^PJ<R M^q:
aq?RW *FfFPTt Pm PT^T^TWf-H.^ il1

According to Visvanatha there are four types of Vira Rasa :

Bfrw^nHTc doHi^rf^i’n^F: i
twiffsW ^r^nw: «

13 xi ^ *Rptkt*l<|stf Wcf TO.cf.-?.w li

¥ ^ i

Vira i?aaa depicted by poetess GahgadevI :

The forces of both the Kamat and Tamil kings attack each other like two 
oceans brought against each other (Vibhava) :

• C rs. . rs ..*4 ,

i^PSOT I

In the following verse king Sambuvaraya is compared with a cobra 
emerging from an anthill (Anubhava) :

■pnsfam frsnrnncSTRW'itsft i 
fmaimluicTrNl^l fSHigm Vf falTO: il

Moreover as depicted by the poetess king Kampana crossed the outer gate 
with numberless troops and as he marched, he caused quiver in the hearts 

of his rivals ( Vyabhicaribhava) :

: I

Other verses of Vyabhicaribhava (^rftgara) are : 5.69; 6.64 
Other verses of Vyabhicaribhava (Vira) are : 9.6,7,30,31,32,33
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The principal' Rasa in the Mahakavya Raghunatha-Abhyudaya is Vira 

(Heroic) :

i) Dana Vira:

TafararsN mimni ^ i

^TTM\TTrRim: TJRTRT w^t ^ to II

iii) Day a Vira :

^f^ii^rt'sr wm ^TpFi srpfr^nrfT^: i

T^fl€«RTf£PTT«n:#^TFft i

Wrf^RT e^uiimHcj; cf II

Moreover, poetess Devakumarika in her composition Vaidyanatha- 
prasada-prasasti has depicted Vira (Heroic) Rasa (sentiment) as follows :

wfwR ^i^<roiifHc( d^iRicf iit.^oii

d^rttaidl 7«Rf«fl’U4 #5TOR I
^ ^«rhf TPT^ftj y(dv^<M^# IlC^O .-*.« II

^pr^rttss^ wsr^rn^ "5^1 ftrf^TTf^F ^ iit.¥T.¥.-^.u«

The predominant Rasa found in the Khandakavya Santanagopala ris 
Karuna (Pathetic).

According to Vi£vanatha, Karuna Rasa is :

WTraRpmitl: ch^uiifedil ntcf I
4tt: ^Mldduifs^T ^Fif«Rft ^T^RT: inST.c{.-3.W M

ii) Yuddha Vira :
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wf^rra: tppt: i . .
rFR <gflRWW «?t^R YT: il

Examples of Karima Rasa from Khandakavya Santanagopala are :

¥HT ftrsmlm MKKfa^£r;idlcHrtlrt4lcq'f I
WnFPft TP? TJcTtSTU^ 7TcTE&: wf qtqirt4^ lITTTTr.-^ II

■<ihk41 ^rcr*r HdlqfdWdTHimYdqf fl °pd wr^ i
Ht%55? 9pRrf ■q 3*n*rwfir ^ <=?: i^f ift - * .* n

TT«nfq c^diT^f q^rf«RTT^TI^t^^ |
tw^cfl TRt*RPIT terwwifqec ’ETEPFRPf Ml ift -RA% II1

Dosa (Blemishes) :

In the case of human being there is a possibility of his having certain 

physical or psychological defects, which spoil his personality. Similarly 
in case of poetry certain defects like Pada Dosa, Artha Dosa, Vakya Dosa, 
Rasa Dosa etc. mar the poetic beauty of composition :

Tpsq7«f^1d<{fql tp^t Tj?^recP2ppnir°q i 

r: J««dhMI*cN iNrft -V3.^ II

According to Vi^vanatha, ^faT: RTT.^.II

A Kavya must be free from blemishes and therefore we shall discuss here 

the dosas of Pada, Kavya, Artha, Rasa, etc.

Dosa according to Visvanatha again are of five types :

<r^ T$$1% ^ ||^fT.^.-vs.* II

<^:$ldfafdSfT5 WIS-jfw^rfsir^TBct?: I 
^T^5l'd1d?l‘i^^TTsfR^dT«fclT: liPTj?.-^ II

3^c|Hcf,cc(' 1%^'gpf f^WT^rftdT I
WFRTft:

1 Other verses of Karuna Rasa are : 2.32,33



^TT: %fenST5R3"| ^ ^ I

^£TCTRFR<TT fWT II^T.^.-V3.^ II

Example of Aklilatva Dosa is found in the following verses of the 

Mahakavya Madhuravijayam. As defined by Visvanatha, it is of three 

types viz. -

^QTTfW ^TT 3«l«fcc*rfa I
^f^WUll PH^fdlPi IR^TTf^PTff-^A II

I

When we find to understand the meaning of a word or a part of word or a 

sentence difficult, it is called a Klistatva Dosa.

t^v^WsfadlMcifsiclcclH, II

In the Mahakavya Raghunatha-Abhyudaya we find Klistatva Dosa in the 

following verse :

Hem TTIttqfll W4! I

Padamsekrutikatutva Dosa is found in the following verse of the text 

Vaidyanatha-prasada-prakasti:

^pRTWM •%% wit lltlpTTS? UTjq.-^.WII

According to Visvanatha, Cyutasamskara Dosa is defined as follows : 

W*WeW»reldc3l^ ’SjiRR^RcSIH, I

We find Cyutasamskara Dosa in the following verse :

1 Other verses of ASlIlatva Dosa are : Madhuravijayam-8.4,6; 9.7,16,17,18.
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-m -^*3 ft Wr i 
T^htf tt: 'yrapwaPfla: ^ b^Hll^fvKlt fW’TI'ft ll#SRra Yr.¥.-«vU II

According to Bhattoji Dikshit, it should be -'i'fcfcf, etc. and not

-^<l°h<Hd. Hence it can be called Cyutasamskarata Dosa :

Gunas (Excellences) :

Poetic qualities reside in the form of poetry in the same manner, as heat is 
inherent in fire. According to Bharata there are ten Gunas viz. According 
to Bhamaha they are three. According to Mammata, poetic qualities are 
related to Rasa, the very soul of poetry. Just as bravery and other qualities 

are related to the self and not to the body, the external factor in the same 
way, the qualities like Madhurya (Sweetness), Ojas (Forcefulness) and 

Prasada (Perspicuity) etc. are related to Rasa :

3 *Rf: tofes FITWT: 1
'dtotdto ^»IT: II

Guna is considered to be an inherent property of the Rasa by Vi^vanatha:

«P7f: totot W I
Tn^sf41^1 ssj ffw f 1^«tT IIWX-£A II

Madhurya Guna according to Visvanatha is :

It is found in tol ftyrt^Adl-tisf^ iJRTcf II

Poetess Gangadevi explains the Madhurya Guna in the following verses :

firdfwqlq+FcKH fe+i i

arftr>r<TwrFJr to ii 1

1 Other verses of Madhurya guna are : Madhuravijayam-6.1; 8.11; Raghunatha-Abhyudaya- 
1.33,47,48; 3.50; Vaidyanatha-prasada-praSasti-1.9; 5.8
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According to Visvanatha Oja Guna is :

afmf^frrpT cflmcci^a iraT.<L-4.* n

It is found in \ II

Poetess GangadevI says in the following examples that the streets where 
once the sacrificial smoke was seen rising, now there is a odour of the 

meat and resounding sound like the lion-roars of drunken Turuskas,. 

Moreover, we find the description of the sword given to king Kampana, 
which looked like the fresh cloud bright with lightening within it. Hence 

we find here the Oja Guna :

Tiwi SETRTftra

II

According to Visvanatha Prasada Guna is

fern oiip4(ci 1m
¥ 3THK: TWTRjt,

ii^rr.^.-<s.^ii

Poetess GangadevI has used simple and lucid language. The words which 
she has used in the following verse are easier to understand. She says that 
just an ugly woman, though virtuous is not pleasing to her husband, a 
faultless poetic composition, if devoid of qualities does not impress a 

learned person :

t^fqrs-«p|«n waft ^ i
^ft -qftalft ^ IIW^rf^TWPIrI 2

RIti (Literary Style) :

Vamana is the foremost representative of this school. He boldly asserts

1 Other verses of Oja guna are : Madhuravijayam-9.3,6; Raghunatha-Abhyudaya-3.27,42; 
Vaidyanatha-prasada-pra6asti-2.11

2 Other verses of Prasada guna are : Madhur5vijayam-3.6 and Vaidyanatha-prasada-praSasti 
2.17
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that Rlti is the soul of poetry :

flfiHtcm i HfMWi OfaRreNt -fgmmii^FSfMfrc-%mkxR n

■'T^ffsRRT 11^.^. II

It is like Avayavasamsthana of the human body which conveys the 

physical and psychological traits :

■3*ra5ff imqkf -m -yr: w^f«u irar.^ 11 

^MF ^rr®T 4# ^ mmmt rtfer w i

Poetesses like Gangadevi, Devakumarika and LaksmI Rajnl have used 
Vaidarbhl style while poetess Ramabhadramba has adopted both 

Vaidarbhland Gaud'Tstyle.

Vaidarbhl is defined by Vi^vanatha as :

T*FTT ^frtdllcHcbl I

ar^frRc-M^rd^r Ttfcritsf# iiut.^.-^ 11

0

In the following verses poetess Gangadevi has used words devoid of 
compound and which are easier to understand. She says , “the cool breeze 
by the reason of its contact with fine drops of water from the waves of 

Tungabhadra proved as if welcoming the march of the Army :

Examples from Mahakavya Madhuravijayam are :

WT«f VTW: II1

According to Visvanatha definition of Gaudi is :

■a^ui^cTuT^r ii^t.^.-^^ii

Poetess Ramabhadramba has used difficult words full of compounds,

1 Other verses of Vaidarbhl Rlti are : Madhuravijayam-2.42; 8.10; Vaidyanatha-prasada- 
praSasti-3.10,15; Santanagopala : 1.15; 2.7,19
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which can be known from the following —rse of the Mahakavya 

Raghunatha-Abhyudaya:

: IIT^ .-X*II1

Alankara (Figures of Speech) :

Alankaras are also important as Gupta, because they also help in 

beautifying poetic composition. Just as the beauty of a person increases 

by the ornaments, similarly poetic beauty increases through the usage of 

figures of speech {Alankara).

According to Vigvanatha definition of Alankara is : 

<«r<1 cf^il3 rtf 511^.^.-^° A II

Poetesses of the medieval period have used many figures of Speech like 

Upama (Simile), Rupaka (Metaphor), Utpreksa (Poetical fancy), 

Atisayokti (Hyperbole), Samasokti (Speech of Brevity), Vyatireka 

(Contrast), Udatta (The Exalted), Ananvaya (Self Comparison), 

Svabbavokti (Natural Description), Drstanta (Exemplification), 

Arthantaranyasa (Corroboration), etc. Some of the best examples of these 

Alankaras are as follows :

Upama :

The simile is fully expressed when the common property, the word 

implying comparison, the object of comparison and the standard of 

comparison are all expressed.

It is defined by ViSvanatha as :

IP! ^rr#5FT RTT.<?.~*o.V*ll

Poetess explains in the following verse that just as moon likes Rohini

1 Other verses of Gaudi Riti are : Raghunatha-Abhyudaya-5.52; 8.38,51; 9.61
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among many constellations, similarly king Bukka had more love for his 

wife DevayT than other Queens in the harem:

Metaphor consists in the representation of the subject of description, 
which (subject) is not concealed, as identified with another (a well-known 
standard). Here Visaya and Visayin are equivalent to Upameya and 

Upamana:

w msz-xo w

Poetess Gangadevi, portrays the evening twilight. She says the sunset was 
fancied by people as the screen of the stage, where the dancer was about 

to act the part of night having taken of his disguise as day :

qiftRl cp^TT l?*ltT: I
wm wwt ii1 2

UtpreMa :

Poetical fancy is the imagining of an object under the character of 
another. In Utpreksa, the mind leans more towards Visayin (Upamana) 
than towards Visaya (Upameya) and the Visaya is imagined as being 

almost the Visayin.

cfpzjT ITT ¥*PT ¥1T l‘¥T.cf.-^o .*o ||

Poetess illustrates the prosperity of city Vijaynagar in the following verse. 
She says the city was the playground of all good fortune. It looked like a 
garland of precious stones on the shore of the sea of virtue :

1 Other verses of Upama Alankara are : Vaidyanatha-prasada-praSasti-4.16; Santanagopala- 
2.31

2 Other verses of Rupaka Alankara are : Madhuravijayam-7.36; Raghunatha-Abhyudaya-3.1; 
V aidy anat ha-prasada-praS asti-1.9

Rupaka :
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Atisayokti:

When the intro-suspection is complete, it is styled hyperbole. When the 
Visayin swallows up the Visaya and there is, therefore, an apprehension 

of identity, it is Adhyavasaya (intro-suspection) :

Poetess elucidates the lustre of child Kampana, which subdues the lustre 

of the lamps burning in the chamber, hence it is Atisayokti Alankara :

King Sangramasimha is portrayed by poetess Devakumarika as giving lots 

of donations to the needy people and removing their poverty :

Vyatireka :

When the Upameya excels Upamana, it is Vyatireka, i.e. the excellence of 
the Upameya over the Upamana or vice-versa, is pointed out:

King Bukka, father of king Kampana was endowed with marvellous 
virtues. He was more lustrous than the sun, cooler than the moon, more 

deep than the ocean and more firm than the mountain Sumeru :

IcKwiUPi 2*fl<ii#cP) -#aw: i
tiPKKft TTrafk ^ f**rc: |R^TfW<MHr*.^ 'I

1 Other verses of Utpreksa Alankara are : Madhuravijayam-7.37; 8.10; Raghunatha- 
Abhyudaya-1.63; Vaidyanatba-prasada-pra^asti-2.13; 4.13
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iit^ -r.wi

Arthantaranyasa :

When a general proposition is strengthened by a particular or a particular 

by a general one and when an effect is justified by a cause or vice-versa, 

either under a similarity or contrast, there is Arthantaranyasa :

"3FPf ^ ^ I

W: ^TT.^.-^o.^d

: Wf: I
Tft in II

Tffcf ^Tftr^T 3KHT ^Rqrf: +<4ldrtM<4l I

T'prfw TfUN Ic^^dT m fsr^TRPR ^ im^ol^SRP^-Vs.^ II

TTRtT cf<{kl«r fS|x||if fqrl 'pR^Tlfw fTc^ I

^RvfiTTWff^ SRfa «pff ft ¥0 II

rsw i
^-dl^h'W<+f^l^KUMU^^f^ucn<c||^yHRiU^fd Iltf Rt■

Svabhavokti:

The description of actions and characteristics of an object are peculiar to 

it and are not easily perceived by all is Svabhavokti:

TsrPr M\.tM

Wt^fcWI I
Tjgra^spp^l^rKuii Tf^ci |R^Ojc|Ml^^-^.V^ It -

MWI-MHHl: Tvf Wtt: I
4cl^ WK|^rt<set f^xRlnl fWf IIT^.-^d II

Udatta :

The description of prosperity exceeding all ordinary experience is Udatta.
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Also when the actions of the great become subordinate or collateral to the 

subject in hand is Udatta :

Wld>lfd¥l

^flcfT %fW*Rf§: IR^rf^pp^-\XC II

mR'IsHR^RT: TTfW fW5RT Ri'jfiWptf I
31 RlehlntP^^^q-gftglRcKRygcTcT: ^tfcf 111% -R.\% I

Aucitya (Propriety) :

Ksemendra (c. 11th century AD) is the first person to define Aucity a. Like 

Alankara and Guna, Aucity a too is one of the factors required for good 

poetic composition.

According to Ksemendra Aucity a and its divisions are :

r»- «c• r>- __ .«H^RT WpMI-qj: ^Tcf I
3Rkl^M ^ ■% ’HMWdffdcq TpqSjt liaft.f^/Epqf-VS II

cJTcj3 -5R^n«f ^Srtg<u1 T§ I 
f^TRT wl xr iist.f^.^erqf-i 11

wf Rrqr3 ^ ^ ^ i
1x3 ^S-rarf^lfT^ ^T^TT# ll^.f^.^-^ II

■g^iqmqwFn hi^«uRiRi

^ ¥TpH%cEf ^nfq iiat.i^.^rf-^o n

According to Ksemendra, definition of Vakya-Aucitya is : 

edited Rcfcf ^Rcf I

According to Ksemendra Guna-Aucitya is :

^TC^NffERT: qsq: I
R^UN«<lfdd: ||
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In the following verse, the word Turyapy^a is' appropriately used by the 

poetess :

^Tt5T2f«t 1
^jchKcj: ^c«R NHINHW wMM? II#SRT«T 1T.Y.-A.4 II

Definition of Alankara-Aucitya is :

Mld'WHRsRbfcf ¥lt^T ift^SFTT ll#.f%.^f-^ II

Utpreksa-Alankara-Aucitya is appropriately used by the poetess :

3T#H3ral Y^bl^d I

3$* ^epj^Ppt^r r^FTfwn n#sFrr*r yt.y.-^ a ii

Moreover, the following example of Santanagopala explains that king is 

always there for the welfare of the subjects like the clouds for the bird 

Cataka :

wfY #YiT^ff^Rr#Y 
■fwpT i^rqYtarrwrf fYWT*ni unfair Aldonin, iiTT.Yt.-^ m ii

Definition of Asirvacana-Aucitya is :

Yn^TFT ■*F#fYWfrfYTJT: I
H3ft.1%dSprM<U

Its examples are :

of^ft fwiltm I
ll#gp!T«T YT.Y .-*.*£ II

Tjflloqf W# M |
Y%#clHfY f^rpPf Yl^JcT Yxl, Y^PFYTH, ll'^RTPPflYM-^ .3$ II

Paka (Literary Maturity) :

RajaSekhara (c. 11th century AD) is the first person to mention about Paka 

(Literary Maturity). According to RajaSekhara 'Paka' in a poetry means 

literary maturity, and it originates from the constant practice of
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composing poems.

According to Rajasekhara definition of Kavya-Paka is :

mch'HPnft i'«*ispfr?Rn-3n3iFi-<\ n

There are nine types of Kavya-Paka :

^ cpiozrq^ppicft ^ wftT l+T^WtfT-a**2fFT-H II

■qR> (Neem), (Berry), (Grapes),
(Brinjal), fdPtldl^mcb (Tamarind), 'H5«t»KHi«h (Mango), 
(Betel-nut), 3PJ*P7FF (Cucumber), iilrti<4i°h (Coconut).

Rajasekhara defines each of them in chapter V of KavyamTmamsa as 

follows :

qR«ll4 I

3IKIc|WI^ TTftWT^ I

3TT# dldf<*>qFFl |

SmRPWHm (dfcll4<frqi<frR I 

3TT# I

3tt^xTw3 i

an^fiwt irezpf i

aii«i*d'4): i1

We find Narikelapaka in the compositions like Madhuravijayam and 
Santanagopala It is defined by RajaSekhara as :

srrSRRt: dlfa3><qi<hfqfd I^T5JrtkraT-3TsqFT-H II

Illustrations of Narikelapaka (coconut) from Mahakavya Madhuravijayam 

are :

Kavyamimamsa of Rajasekhara — Oriental Institute, Baroda, 1934, page 20-21.
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Tjvf f^T¥ cppafrt, <Jgt I

7bl4l^<lf^«l(^dr IR«{)<llq*HHr*.'^ H1 2

We find Trapusapaka (Cucumber) in the Mahakavya Raghunatha- 

Abhyudaya. It is defined by Rajasekhara as :

Citations of Trapusapaka from Mahakavya Raghunatha-Abhyudaya are : 

^‘crflfcTT f^TPf I

Ml: ¥^ffs cppt ¥^t¥T ¥FF^¥T : IIII

fwim HRc^*lEt fTc¥F«rc4 \¥f!R^ II2

Khandakavya Vaidyanatha-prasada-prasasti can be categorised under 

Sahakarapaka (Mango). It is defined by Rajasekhara as :

3Tf# Tpappret U6+KMI+H, I 

Its examples are :

3fST Htsf o^pfhs?£f Tlftl IRTOT I

stt^5 Traf«r ^Ttlwr^Tcrpf ^iw( w^twm ¥0 .-<v^ 11

#^EErfr: ^T«R[^TT^: ^rRRfts^rt^cT I
%«FT«: vfcRfcllfl TOM II^W¥T8I ¥T.¥.-H.4 II

Metre (Chanda) :

Generally a literary composition in any literature is manifested in two 
forms i.e. either in prose or in verse. The process of writing in verse is 
called versification. The science, which deals with versification, is known 

as “Prosody” or “Metrics”.

1 Other verses of Narikelapaka are : Madhuravijayam-1.62; 3.43; 5.56; Santanagopala-1.21; 
2.19,21; 3.11

2 Other verses of Trapusapaka are : Raghunatha-Abhyudaya-4.19; 8.38
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Poetess GangadevT and Ramabhadramba have satisfied all the norms of a 

Mahakavya and have used different Metres in each Canto and have also 

changed the Metre at the end except Canto VII & Canto IX 

(Madhura vijayam).

Metres employed by GahgadevI are Anustup, Vasantatilaka, Upajati, 

Malim, Vamtsastha, HarinI, Sardulavikrlditam, Sikharim etc.

Metres used by poetess Ramabhadramba are Upendravajra, Indravajra, 
Vasantatilaka, Sardulavikrlditam, Rathoddhata, Drta-vilambita, Malim, 

Malabharinl etc.

In the text Vaidyanatha-prasada-prasasti, poetess Devakumarika has used 

metres like Drta-vilambita, Malim, Rathoddhata, Anustup, Vasantatilaka, 

Upajati, Sundari, Puspitagra, etc.

In the text Santanagopala Kavya, poetess LaksmI Rajnl has used various 

metres like Vasantatilaka, Malim, Upendravajra, Upajati, Drta-vilambita, 

Prthivf, Sikharim etc.

In the Campu texts referred by me, we generally find the metres like 

Sardulavikrlditam, Sragdhara, Vasantatilaka, Anustup, Indravajra, 

Upendravajra, Upajati, Svagata, etc.

Literary Beauty in the Compositions of Modern Poetry :

Pandita Kshama Rao :

Pandita Kshama Rao has composed Satyagrahaglta, Kathapahcakam, 
Vicitrapari$adyatra, SankarajTvanakhyanam, Mlralahari, Uttarasatyagraha- 

gita, Tukaramacaritam, Ramadasacaritam, Gramajyoti, Jnanegvaracaritam, 

Katbamukta vali and Svarajya vijaya.

Sankarajivanakhyanam is a Mahakavya containing 70 Ullasas, which 

describes the great personality of her father Shankar Pandurang Pandit.

Mlralahari is a Khandakavya containing Purvakhanda and Uttarakhanda. It 

depicts the life sketch of the great saint poetess Mlrabal.
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In the Mahakavyas Tukaramacarita(° Ramadasacaritam (13

cantos) and Jnanesvaracaritam (8 cantos) poetess throws light on the life 

of great saints Tukarama, Ramadasa and Jnanesvara of Maharashtra :

Mft nfw: II

WRTOt W^t ll^diRIR^ RcIRj-^ \ II

Wt^fFKf I
Md^imlwn ^RTgforprfq ^rrMlssracs:

3T0 W WdsRflFEff TO: I
■srfatsf^q wi cr iptM^Rstt Mt Ms ^ iitrwMt^-h ii

3trM cnjf% M*fN% ^r®rr i
x)^-qjfu|Tfq °4l9<h: «4w5MrW??: II

IWt TTfra^RTF^ ¥ TO WleS:

Her Satyagrahaglta and UttarasatyagrahagTta, depict the events and 

episodes that took place during the freedom struggle in India. They 

include not only political, social and economic aspects of the struggle but 

also record details of interviews, the speeches and various anecdotes 
related with Gandhiji. Uttarasatyagrahaglta is* divided into 47 cantos. The 

examples are as follows :

^ftcTCHi) *ftcl*l«r: 1
WcTT ^TtsMM

MsMt: TOf^' wwnffiir i 
wrawsfani ^c*TTW: TC^ inMTUPll-?.^ II

chMMr rW wMMrsrT^d
*RFnRRT*Wt: IIWWRnWrkTT-^^ il

r Mif% to: ^n?r: i
R xT eflluf^q^l^R -^.^oll
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crfWfFTT R^dlH I
W <l^4dl«Rr: 3 41fad3dH. II^TK^IilfPlldl-^.^ II

154 ^ cT«II^ 4 1 
SfM x|4fa>l* ^ ^TU^fa: ll4t1«Hrmtl^fNll- ^V9 .*Vs II

<r4 ^mrfresrR ^«*«m»h qqt q*r: ii^rR^Tqra^TkrT-'^.^ ii

Wf§ swg Trrf^r: wf%«rrsrf

TjTjf: W^cfcfn^PBK
I

dTH*lo4Jlthjlfldf-’tfV9.^ll

Ramavanagamanam and Parvatiparamesvarlyam by Vanmala Bhavalkar, 

are written in Vaidarbhlstyle.

Its examples are :

Manthara says :

f^F q ^h<Ri %%fq TTsrr ^ i 
c^sN 3 ^ si ^tt ^ ii

Rama says :

%%4t ■% TTMqnidi ^ faqdidit^
TT^r 91# ‘HfrbMct H^idN T®4 3 TO|U|4HMIH, II

Poetess Nalini Shukla's (1977) poem ‘Bhavanjalih' contains prayers to 

various deities.

Citations of Prasada and Madhurya Gunas are as follows :

«fcd<Mdlri: IT^ftlSTT OTJfSRTCT^cT^ I

WmttPT ||«^bU|^frtindH,ll

*T<dfa<*>K HUdl^K SWFJ <l«Nld qPFf I
s4fQd: ^cRT%?r: sbUfa II
■fwRTFftt mfir ■fairft hmuhIh: i

tpr t^t4 'fairfa ?5N: T?rfa ^mfailq: irfawFsrr^ii
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In the preface Baburam Pande of Dayanand University, Kanpur, states,

r, uwcpifriv
HIUI WbKellPi Mld-W ^

"TO I ^rar«T: <HhP1<llPl fcibilfa

Vyasasatakam (1982 AD) of poetess Mithileshkumari Mishra describes 

the personality and scholarship of great sage Badarayana Vyasa, the 

author of Mahabharata:

ffhn i

HPT^f ^rf IIW »

Wf ^rrat ^T# ^ *Tm: I

^ -m rfrfqK ^ II^^ 11

In Agnisikha, Pushpa Trivedi has expressed her longing for her husband 

and has articulated her inner feelings and emotions, in her poems titled 
’Mlfadvl fcjHI, P=MI, ^ 3T9T, etc. :

fwrePT^r ^fcRfq 3 ^wf^rai i
f^FT xnflraT ^ w: Wf\ II

H<*l«$fd: ^sf^-cTlc^hFRl I
^wOoH* ^«0oZR) ^jUNNHfM ^racTT 1^!T II

Tt^ ^ f^TST^ ^ I 
3RT WTSf^RT II

srfq ^siThci m\ ii

^5®»'rtPT f^TT wM
^FTT 3-Sf^T 1% II

f^PTT «ftw( II

*PT ^nf^rfq^ IcPTFT ^ I
Tifd^Tiw^^ h A Tf*i ^rtwra •qlwf n



297

their poetry is free from long compounds, while in the Mahakavya 
Raghunatha-Abhyudaya we find Gaudi and Vaidarbhlstyle where we find 

the usage of long compounds.

The poetesses have shown their scholarship by depicting literary aspects 
like Rasa, Gum, Rlti, Alankara, Aucitya and Paka. Moreover, 

compositions of these medieval poetesses mainly contain references to 
major events that took place during 14th to 18th century.

Mostly the description of these Mahakavyas and Khandakavyas contain 
similar topics like the description of a dynasty to which a king belongs as 
well as brave deeds of these kings. These Mahakavyas and Khandakavyas 
mainly resemble the texts like Raghuvamsa (4th century), Navasahasahka- 
caritam (c. 11th century AD), Vikramankadevacaritam (c. 11th century 
AD), Prthvlrajavijayam (c. 12th century AD), Madhuravijayam (c. 14th 
century AD), Hammlra Mahakavya (c. 15th century AD), Amarakavyam 
(c. 17th century AD), Rajaprasasti (c. 17th century AD) and Rukminl- 

kalyana Mahakavya (17th century AD). These texts thus reveal that these 

poetesses were proficient in various fields like Grammar, Philosophy, 

Mythology, Poetics, etc.

In the modern period, poetess like Pandita Kshama Rao whose talent is 

incomparable, has composed Mahakavyas, Khandakavyas and stories 
composed by her which contain varied depiction of the subjects like the 
love towards Motherland, Indian culture and society as well as depiction 
of the saintly personalities like MIrabal, Tukarama, Ramadasa, 
Jnane£vara. There is no such poetess in modem period who has made such 
an important varied contribution to Sanskrit literature. Other modern 
poetesses have composed Satakakavyas, Stotrakavyas, Khandakavyas and 
Muktakas.

In case of some modern compositions, explicit expressions of the 
problems and difficulties faced by the ladies in their personal life are 
reflected. The poetesses like Nalini Shukla, Pushpa Trivedi and Pravesh
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Saxena have articulated anguish and agony through their

compositions.

In short, the compositions of the medieval and modern poetesses consist 

of several charming hues of the spectrum of human life.

4-4*4*


