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CHAPTER-VI

LITERARY EVALUATION OF THE POEM

Sentiments in the Poem

The primary constituents of poetry are ‘Sabda” and ‘Artha’. Besides these
two, the Acharyas mentioned the Alahkdras, the Gunas, the Bhavas, the
Rasas, and Dhavni etc. In Sanskrit rhetoric there is good deal of controversy
with regard to the relative importance of these various constituents. However,
from the famous definition of a Ma/iakavya given by the Acharyas like
Vishvanatha, it is clear that in the Mak@kavya, Rasa occupies a very central

position.

Sentiment has been accepted as the ‘soul of poetry’,! while rhetorical
establishments are only the means to enhance and not to create its beauty.’
The Sanskrit theory of Rasa has a very sound psychological base in the
various characters that are presented in the makakavyas, are actuated by
varying feelings and emotions. These emotions generally remain dormant in
the heart of a person and are awakened and intensified by suitable
‘Alambanas’ (Indirect causes) and ‘Uddipanas’ (Excitants) respectively
and then they are expressed in the form of corresponding ‘Anubhavas’
occasionally these are supported by various feelings which are invariable of
transitory character. The process of the awakening and manifestation of

emotions is the same in ordinary life as well; however, in poetry the touch of
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the poetic genius transforms the emotions in such a wonderful manner that
the sympathetic reader and listener (sahrdaya) invariably experiences them

as delightful. This emotional delight experienced by a ‘Sahrdaya’ in poetry

is technically known as ‘Rasa’.

For the presentation of ‘Rasa’ the basic material consists of ‘Karuna’
&*

(cause), Karya (effect) and ‘Sahakari (concurrent cause).

For the presentation of Rasa the basic material consists of Karana, Karya

(effect) and Sahakart (concurrent cause).’

In poetry theses are technically referred to as ‘Vibhavas® ‘Anubhavas’.
This change of terms is not just formal. In fact, the Karana, Karya and the
SahakarT of worldly life are given these technical forms in poetry because
there they perform a speciﬁ'c function; the Vibhavas, Anubkiavas and
SancharT bliavas render the ordinary emotion (which is invariably of the
nature of a mixed experience of pleasure and pain) into a purely delightful

namely ‘Rasa’.

Thus ‘Rasa’ can be presented by a poet only by delighting his characters in
a strictly realistic manner. The poet must clearly point out as to how a
particular character; how a particular emotion in the form of various activities.
It is clear that in the case of a composition where a poet is for any reason
indifferent to characterization and proper development of the plot, it would

be utterly fruitless to make investigation in respect of ‘Rasa’. It may
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sometimes happen that in a certain portion, a particular emotion may appear
to dominate in a detached form and that also within its restricted sphere it
might have ever been furnished with the necessary material as well in the

form of its corresponding ‘vibhavas’, ‘Anubhdivas’ etc.
3
The sentiment of tranquility (Santa Rasa)

The theme of the poem namely swami Vivekananda caritam suggests that
the Tranquility (é’é’nta) is the principal (47gi) sentiment of this poem. The

Poet Bhandarkar himself has written in the sixth canto about this.*

Sama is the Sthayibhava here, Swami Vivekananda and Swami Ramakrishna
Paramhanisa is Ashraya, Alambana Vil;'dva is the eternal existence of the
world (samhisara) and momentary world. Uddipana is the traveling of the
places like Himalaya, Mathura, Kashi, etc. Meeting with Ramakrishna, the
essence of the perspective world, service of the people thinking about the
God, service of the nation is Anubkava. This sentiment is in the fifteen

canto of the poem.’

Swami Vivekananda was in his whole life, above from the all worldly desires,
finder of the peace, and he accepted that the reason of the real happiness is

only internal tranquility.®

He had eagerly desired to get peace. He was wandering here and there with
the thinking that who will help him to achieve higher state of peace.” He

believed in this way marriage is one of the main obstacle. Therefore, he
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rejected his father’s marriage proposal. In his imagine world, he saw the
shadow form of the lord Buddha, and he became very eager when he heard
his voice that leave this material world and try to achieve Brahman. Once by
luck, he met with Sri Ramkakrishna Paramhansa, and after hearing his
massage, he got lots of peace in his mind. Arriving of Swamiji at
Dakshineshwar, his meeting with Ramakrishna, he is inspired for singing a
song etc. is Alambana, Uddipana and in his song, we can clearly find the

form of the Santa Rasa.

On the day of examination he was singing melodious songs, by which the
sentiment of tranquility appeared. Once he feels supreme bliss after singing
the stuti of Goddess Kali which is written by his Guru, he passed his whole
night in engrossed condition and get the highest pleased. He had sung a
stuti by §lokas; ® At the end of his life, he totally engrossed his mind in
Goddess Kali.’

Thus, we can see the sentiment of tranquility in some incidents of Swamiji’s
life which is described by the poet Bhandarakar in this epic poem. There is

no erotic sentiment and mirth (Hasya) in this poem.
Sentiment of Pathos (Karuna rasa)

The Sthayt Bhava of Karuna as already stated is grief (Soka). It assumes
the form of the Karuna sentiment are the deceased kinsmen the lost object

or the victims of calamity. Its Anubhdvas are tears, fainting, lamentation etc.
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and the Wabhicari Bhaiva8 of this sentiment are sorrow, trembling and fear

etc.

In S.V.C. we feel the sentiment of pathos when Swamiji lost his father
Vishvanatha Datta, and his family came into very critical situation. All his
relatives left him alone in this situation, and started to quarrel for properties.
His family became poor; they did not get enough food to eat. After seeing
her children in this situation Mother Bhauvaneshwari was lamenting and
said to his son “oh son! Why you are trying to achieve God, who is not
helping to us in this situation.' Swamiji was wandering here and there in
search of work, but he could not get it in any place.!! He was going out of
home saying that he was been invited by his friend for eating, but without
taking food he was coming back. His family members were surviving
somehow eating only rice and salt.’> When his mother invited him for taking
some food, he replied her that he had already taken the food from the
friend’s house. By listening to this, mother’s eyes were loaded with tears.
Thus Narendra was becoming very helpless.!* When he look at his relatives,
sisters without nourishment in the form of skeleton, he was not able to
control his tears and was crying in some isolated places.'* Many times he
felt that there is no place for poor people in this world.*®* Sentiment of
pathos arises also when Sri Ramakrishna left his body from this mundane

world, which is described in given $lokas,'
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Heroic sentiment (Vira rasa)

“Enthusiasm” (utsdha) is the Sthayibhava dependent on personality as
Indra, divine form and victory is Avalambana, army ministry, wealth are
the Anubhavas, and fortitude determination etc are the Sanchari Bhavas.

All these bhavas combined together cultivate into the Heroic sentiment in

S.V.C.

Though the other sentiments are also employed in S.V.C yet it is the sentiment
of Heroism which is found to be predominant. Swamiji had nature of
donation. Therefore he can be considered as a great donor (Danavira),
When he was seeing some wandering travelers he was giving anything to
them. When he was in western country, he achieved lots of fame by his
lectures and some people gave him also money, but Swamiji gave money to
the poor and needy people.'” He was not only a donor but was always
trying to remove the sorrows of the people. He had mercy for poor people.
He believed that the service of the poor people is the service of the lord. He
had great enthusiasm and pleaser to serve, these people and he also inspired

all the people for serving the poor and helpless people.

Swami Vivekananda was always prepared to follow the religious tenets.
That’s why he was Dharmavira. He was very pious, establisher of new
religion, founder of the unity of the all religions, and always ready to give his
life for protecting Dharma, as the physical power of the Ksatriya is necessary
for the protection of the nation, similarly the power arising out of the control

of the sense organs is necessary. 5y



The idealistic character like Vivekananda and his followers went on discussing
the problems and prospects of religion in the Ashrama of Varahnagar and
they attempted to win over the world by the qualities of sacrifices and
penances.'® Swamiji always inspired the people to follow their duty
(Dharma). He said that the life of the human being is not only for the
enjoyments of the worldly means.!” But the real nature of the life of the
human being is to follow the religion or duty and get the fame. By Dharma,
the animal can be man, and man can be Isvara, and without Dharma the
man is an animal.?* He also said Dharma is like Kalpavrksa (the tree, which
can fulfill all the desires). Dharma can perceive all the limit of the life i.e. the
life is not steady and not immortal. Thus due to ignorance, man is as animal
and after achieving the spiritual knowledge, man can be a God. In this
world there is only one God, known as Virat, by following various paths of
the religion, people worship him.2° That Jévara who is Sat, Chit and
Ananda, is in the form of Jiva, and we should serve him with the knowledge
of Siva. People accept him with form, formless and the God gives the
massage of the brother hood, peace and the unity of the all religions. He is
the form of the pleaser, truth, peace, friend, non violent etc. Thus, the massage
of Swamiji is about the Visva Vedanta Dharma. Only one religion, one
way of the universe. Japan known to him as Shinto (way to achieve to lord),
§z’¢71ya for Buddha, Kavalitvam for Jaina, all pervading father for Christian,

Allah for Muslims, Ahurmajda for Parasi, all are in one religion which is

V@dic Dharma.*!
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Thus Swamiji gave new sight to the people about the world Vedanta religion,
where there is no Muslim, no Hindu, no Christian, no Buddha and Jaina.?
LaksmT 1s achieved by Dharma and good conduct (Sad&'é‘c‘z'ra) and by
laksmt one can give good donation, by donations one can have everlasting
fame, it is therefore Saniti Dharma. Dharma in association with Sadacara

is the cause of the development.

In this world pure love for all beings, the feeling of unselfishness, and
generosity for them, is the touch stone of Dharma.® The features of the
Dharma is to think continuously about the God who is omni-present, and

omni-potent. Touch stone of Dhar ma is Anubhava.
The sentiment of Terror (Bhayanaka Rasa)

In this epic poem we can find this sentiment in only one incident. In this
sentiment (Bhaya) fear is Sthayibhava, Ghost, Black colour, is the
Alambana, activity of them is Uddipana, fearful sound is Anubhdva

shouting with that fear is Wabhickari bhava.**

In his childhood Swamiji was meditating upon Siva with his friends. At that
time from some where, one black serpent appeared before him, and this
created fear. This sentiment arises and all his friends go to their own
houses.?® Here the fear which was in the children is Sthay7 Bhdva, Serpent
is Alambana, it was moving here and there is Uddipana, suddenly he went
from there is Sanchar? bhava, All this things increased the sentiment of

terror.
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The sentiment of wonder (Adbhiit Rasa)

Wonder is the Sthayi bhava, Lord Gandharva, yellow colour’ and super
natural things are Uddipana. After hearing this, who became over-whelmed
with joyful emotion is Anubhava, illusion is the Wabhicaribhava, which
created the sentiment of wonder. The meeting of Narendra with Shri
Ralﬁakrishna Parmahansa when he made him experienced the God to
Narendra only by touching his feet is such a wonderful incident, and
suddenly he forgot all the things of the world, and felt supreme bliss.
Narendra himself thinking that weather this is the power of {'mmohana

Mantras or power of Astanga yoga siddhi, or any indrajala. He thought
| a lot about Parmahansa and after this incident he eagerly wished to go to
Dakshineshwar time and again.?® Here the description of the super natural
things is Alafmbana, and for perceiving them, touching the feet is Uddipana
and after touching the feet, he forgot all the differences of active and inactive
things, and experienced non-dual Brahman is Anubhava, emotions, false
arguments are Sanchari Bhava, Swamiji became amazed is SthayT bhava,

‘all this things create the sentiment of wonder.
Description of the parental affection

Affection is SthayT bhava, Mercy, heroism is Uddipana, embarrassing etc,
Anubhava, inauspicious doubts, enjoyment etc, is SaricharT bhava, her
deity is Mother is the Parental affection. In this epic poem some incidents

are described which show the parental affection. After worshipping God
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Shiva Bhuvaneshwari Devi, got the child Narendra,] When Narendra was
asking continuously questions about the God, then lots of doubts were
getting created in her mind. Therefore for removing her doubts, she was
pouring water which was sanctified by the utterance of Siva Mantras on his
head. When Swamiji’s family came to miserable condition after the death of
his father, Swamiji was wandering here and there in search of work but he
helplessly returned at evening when his mother, gave some food. He avoided
aﬁer saying that he has already taken food in his friend’s house., With this
answer, she was becoming upset. Here Narendra is Alambana, his activities
are Uddipana, affection of his mother Bhuveneshwari Devi, doubts are

WabhicharT, increased the sentiment of Parental affection.
Bhavayojana /Emotions

In this epic poem the poet Bhandarkara described emotions through various
incidents. When Narendra was singing the songs, devotional emotions
increased in his songs.?” Another incident is, when the king of Khetadi
arranged the dancing program of Raj-Nartaki, at that time Swamiji became

emotional after hearing her songs.

Shri Ramakrishna Paramhansa had also deep affection with the Goddess

Kali. He always engrossed in her, and singing her stuti.

There are eight types of Rasa and Bhava, i.e. Rasabhasa,and
bhavabhasa, Bhavaodaya, Pra&hmadaya of Bhava, Bhavshanti,
Bhavasandhi and Bhavashakta.
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There are also some incidents of the poem, where Swamiji show his affection
towards the Mother land India. He became very emotional when he left

India for attaining parliament of religion, he again and again prays to India,

Bhavodaya

Emotions appear in this epic poem in different places, poverty of India
create the emotions. After the death of Swamiji’s father the condition of his
family gives rise to the feeling of mercy, while Swamiji went to the mount of
Giranar there he found the great religious symbols of Jain and Buddhas. So

he became both happy and unhappy and remembered the past glory of

India.?®
Gunas /Qualities

There are different views regarding the number of Gunas. Some rhetoricians
like Dandin say that there are ten Gunas, some say twenty and some say
three. According to R7ti school, there are ten Sabda Gunas .
Prasada,(elegance), Madhurya (sweetness) and Oja (grander) are

recognized by all the rhetoricians.

The cause melting emotions in the mind, present in the erotic sentiment, and

the form of joy is known as sweetness .*
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Poetic faults

There are no poetic fault in the mahakavya, however only one instance can
to our notice. Actually it should be Yogakshem the poet has presented as

khsemyoga show the Krambhang dosha occurs.

In some verses svashabdvachyata dosha is also found. The poet has used

the word Shanti in some of the verse where shant rasa finds place.
Language and Style

Literature is the expression of life through the medium of language. Human
impulses give birth to various expressions which in the written form become
literature. Literature has two essential elements, firstly there should be a
subject of human interest and secondly the mode of presentation which
gives aesthetic pleasure. An artistic composition can never be complete
only with the existence of the subject matter. The simple presentation of the
subject matter can never give aesthetic pleasure to the readers. This mode
of presentation is partly, technically, known as language and style. Thus
without proper language and style the birth of literature cannot be conceived.
A poet can give us that aesthetic pleasure which is expected from an artistic
composition through the language and style. Therefore both play an important
role in composition. Through the finesse of language and style, a poet
modifies fashions and arranges the subject matter in accordance with the
principal of order, symmetry, beauty and effectiveness so as to enable us to

attain that delight which is the primary object of any artistic creation.
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Sanskrit acharyas have very vaguely referred to the characteristic of language
and style. They are of the view that the diction and style should be highly
polished and ornamented. Thus it is chiefly dependent on personal merits
of the poet to form his own style or to make changes in the traditional style
ofhis period. According to make changes in the traditional believed that the
Kavya style began with Valmiiki’s Ramayana, as it is considered the ‘Adi
Kavya’. Valmiki, in his epic has employed a style which consists of simple,
spontaneous and natural language. This tradition continued more or less up
to the time of the poet — Kalidasa. Kalidasa running on the same track of
Kavya style started by Valniiki, refined his language but he was very
conscious about the spontaneity, simplicity and sweetness of language and
he seldom crossed this limit so as to the excellence of language with the
refinement which they injected into the veins of Sanskrit k@vya style. The
poets like Bharavi, Magha and others showed more and marked leaning
towards affection in their verbal expression. It is from this period onwards
that the kGvya style taking the form of artificiality and complexity. During
post Kalidasian period there started a new trend viz. of §le§a-bandhas and
&Estr‘ij»a Kavyas. The primary object of these poets obviously was to make

a display of their mastery over language.

As Pandit Trayambak Bhandarakar is a modern poet, he mainly follows the
Vaidarbhi style. His language is highly polished and profusely ornamented
with figures of speech. It is lucid and enjoyable. He has commendable

command over language.
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His language and style may be studied under the following heads;
1)  Ritis (dictions);
2)  Alakaras (figure of speeches);
3)  Vivaranas (descriptions);
4) Chandas (metres),
5) Miscellaneous aspects
1) Ritis
According to Vamana, ‘Ri7i *! is the soul of Poetry.’®? It is the essence of

language which cannot be separated from language in any case.

About the types of the ‘Riti’ there are many views of the Acharyas, but the
minimum number is three which is accepted by most of the Acarayas. They

are ‘Vaidarbhr, ‘Gaugif; and ‘Parchall’.
i) vaidarbhi or gay style

This style is an elegant mode of expression (Lalitatmaka) consisting of an
arrangement of syllables which are sweet in Sanskrit.** Mostly it is devoid
of compounded words and thus of easy comprehension, Prasada and
Madhurya are the two conspicuous merits of the vaidarbhi style and goes
well with Sirﬁgﬁra, Hasya and Karuna sentiments and it is particularly

suited to all other tender feelings. 3
i) Gaudi Riti

In a wide contrast to the former there is the second one the Gaydz" R,

which maybe termed as the bombastic style. It is a strong mode of expression
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and consists of hard consonant with stiff diphthongs. It is profusely chequred
with compounds which are very often unusually long.** So far as ‘Gunas’
are concerned as Oja mainly holds its way over this style. It is verbose and
full of alliterations. It is a very suitable vehicle of suggestion for the Rudra

(furious) and Vira (Heroic) sentiments.*
iii) Paiicali Riti

The Paric ali Riti is a via media between the two opposite Ritis viz,
‘Vaidarbh? and ‘Gaudr”.”’ It admits partly the characteristics of both the
Ritis and hence is an agreeable combination of hard and soft consonants,
and such diphthongs as are not onerous and a few compounds here and
there which are mostly simple ones. Bhoja has also given the definition of
Paicaali?® We can find number of Slokas in this style in this epic poem

and here is some illustrations given below.*

Thus style of the poet is lucid, suitable to Rasa, melodious and beautiful.
Readers can easily understand. This quality exists in sentiment of tranquility,
sweet sound arising with the arrangement of the alphabets like ta, tha, da,

dha, in this Gufza there is lack of compound.

After the study of the poem we can find maximum uses of this quality. We
find in the incidents like, the po@or condition of the Narendra’s family after
the death of his father Vishvanatha Datta, in the massages of Sri Ramakrishna
Paramahansa, in the description of the massages of the Swami Vivekananda
etc. all this incidents are the cause of the melting emotion in mind and thus

the quality of sweetness. 234



Oja (Grandeur)

Oja guna is present in heroism.* excitement of the mind the verses are
composed with long compounds. This quality is related with the attitude of

rigorousness.*!

Some where the quality has point the sentiment of terror and anger also.*

We can find this quality in this poem in the incident like Swamji encourages
the people for the progress of the nation, his affection for the nation he
became anger on the foreigner who was telling word, when he was on tour.**

and other are — this quality with the sound of the syllables, sa, sa, ta. *
Prasada Guga (Quality of Elegance)

That sentence in which the comprehension of the meaning is easy and which
conveys a well known meaning is called a sentence endowed with PrasZda
G::uzza. This quality appeared in the melodious, lucid, verses. Only by
hearing meaning comes to the mind, Madhura and Oja may be related to
Prasdda but Prasa@da is separate from both the Gunas. Hhere are the

illustrations. #°
Alamkaras

It is understood that the poetic figures are originally intended to lend beauty

to the expression, but in course of time, the figures exercised fascination
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for the successive generation of poets to the extent that they ceased to be

mere outer trappings and got settled down as an independent discipline.

One should not forget that there was a time when the alamkaras were
thought to be the essence of poetry and they were indispensable to a good
poem. The face of a lady, though beautiful, does not look attractive without
the employment of proper ornaments, said Bhamaha.*® Vamana also laid
great stress on the utility of alafmkdaras by asserting boldly that a poem is to
be accepted for its embellishment.*’ Mammata paid great importance to the
alamkara by incorporating them in his definition of poetry.*® Alafikara is
identified with beauty itself, not as instruments of beauty. Therefore the
good poets have applied their minds in framing their verses in such an
embellished from which will make the verse beautiful. Though generally
viewed as outer trappings, the alamkdras are natural to the Sanskrit poetry.

It is, however, their judicious use, which makes the poem beautiful.

A study of the SVC reveals that the author of this epic poem was a master
of versification and choice expression. A student of literary criticism will
not fail to discern in his verses a large number of alamkaras, both of sound
and sense. Many of them heighten the sense implied and rise of the state of
Rasavad alamkara. Thirty four figures have been identified, but the ones
most commonly met with are Alliteration, Simile, poetic fancy and Metaphor.
All the figures occurring in this work have been identified and arranged and

their references indicated. While these alainkdras have been arranged in an
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order, their definitions have been supplied from the works of poetics like

Kavyaprakasa of Dandin and Sahityadarpapa of Visvanatha.

A poetic composition has its two aspects: words, which constitute its outer
figure, and the connotations of those words, i.e. meanings. Thus the
alamkaras, which add charm to any poetic piece, can be of two types;
decorating the words i.e. the 5abd&’lan‘1kc“z7~as and decorating the meanings
i.e. arthalamkaras. Those, which decorate the words, entirely depend upon
the words for their existence, for they cease to survive, as soon as another
replaces a word. On the other hand, the alamkaras based on meaning

continue to exit even with the change of letters and words.

Now, I shall deal with the Sabdalamkaras first and then the arthalamkaras.
1. Anuprasa (Alliteration)

Alliteration consists in the similarity of letters.* The figure most frequently

occurs in this poem. An example is given here —
slrof Tt ety gaawel whe 1Y
quf FgwaTit FrdwEe fof afosy g |
AT FFHA T A S T T
A IR T R WEE A9 1| SSVC XVIIL 54
Others examples are 1. 1,2,5,6,7,9,11,12,14,33,37, I1. 27, XIV. 3, X VII 54.
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2. Yamaka (chime)

There is chime when there is the repetition of letters in the same order with a
different meaning.”” We give here only an example of Padadipadanta-

Yamaka from the SVC.

ARTEGIIEN a9 |
aga I o
W afer=ad |/ 11 SSVC X1V, 19

3. Citra

A poetic figure arising from the arrangement of letters which are placed in
such a way that either i) they form an arrow, sword, lotus, drum, wheel,
disc, plough etc., or ii) they can be read vertically, horizontally, crosswise
or even in reverses order giving the same or different meaning. Our poet has
composed only one citra-alamkara and that is presented in Harabandha.
It is not given in the text but in a separate page before the beginning of the

kavya proper. The verse is presented here —

FRA ;AT FHIAHiEt AR T
TR A S s w T |

Fal wdwe | wyfowfat wafy: Rl

ARSI Waastaea: sforf= fas: 1l ssve Harabandha p. 6

238



4. Atisayokti (hyperbole)

It is hyperbole when, 1) the object under consideration is described as if
submerged in another, 2) the object is something (more than what it is)
when an assumption is introduced by ‘if* etc., and 3) when there is an
inversion of course and effect.”!

An example of Atiayokti:

mﬁmﬁmﬁmﬁﬁhﬁwm

wrddrerieRAtEy e wrge i | ssve xiv. 26

Some other examples are XILII, XIV.7
S.Ananvaya (Self-comparison)

A figure of speech™ in which a thing is compared to itself, the object being

to show that it is matchless and can have no other upamana.

TAATERIA T

e T |
TARRAAEAIIR:

HIMT T G 1 379 1| SSVC XIV. 22
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6.  Apahnuti (Concealment)

It is concealment when the object under reference is negated and another is

affirmed.>?

An example of Apahnuti :
3 O At
frgvig ta: wff: maw: |
Wt e fagTeffisig
I T AR T TZEH 1 SSVC XIV. 10
Here the object of comparison of the object to be described is negative and
the standard of comparison, or the object not meant to be described, is

affirmed in its place. Thus one finds here the concealment of the real nature

of a thing and the ascription of an alien and imaginary character to it.
7.  Aprastutaprasainsa (indirect description)

Indirect description occurs when the object under reference is described by
implication through the description of something irrelevant to the context.*
Vidvarfatha, following Ruyyaka, accepts this figure also when an effect is
justified by a cause or vice versa, either under a similarity or a contract.
When the description of something not connected with the context
(aprastuta) serves to point to the object, which is meant to be, described

(prastuta) it is Aprastutaprasamsa.
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FHETR A Aar alargs
T et grretednT g |
W agEniee frer shawm
|y wy g [ 1 ssve xiv. 1

An example of Aprastutaprasanisa.

8.  Arthantaranyasa (corroboration)

Corroboration is that in which a general or particular proposition is
corroborated by another proposition, either through similarity or through

difference.>

ST adran
REIPEICHECICE LB
AT TS
free gaagsy 1 ssve 116

An example of Arthantaranyasa.

Other example are: 1,4,9,1I1. IV. 13,20,23,VI. 49,1X. 11, X. 14, 21, XI. 24,
XII. 10,38, XIV. 24, 42, 53.

9.  Utpreksa (poetic fancy)

Poetic fancy consists in presuming that the object under reference is identical

with a similar object.*
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Teh REeTFRmRt |
wa: gargfafeditaumg
WE YU FA 11 SSVC 1. 37

An example of utpreksa:

Some other examples are : II. 43, VII. 75, IX. 4, X11. 29, XIV. §,9,20, X VII. 4.

10. Udatta ( Exalted)

The description of prosperity exceeding all ordinary experience is Udatta or
when the actions of the great are represented as subordinate or collateral to
the subject in hand, it is Udatta.’’ By the description of the prosperity or

abundance of the thing we exalt its greatness of the object under description.

AERAT: geraafoaaimT: e
e [AENdawnn: aferars |
AT TG Fqd ﬁﬁT‘ﬁ:
et forsop e W wWET: 1) ssve xiv. 3

An example of Udatta is given here.
11. Upama (Simile)

Simile occurs when different things having a common similarity are

compared.®

An example of Upama.
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v fsmafaaee
R wmigfaRemR |
sy fraa @ e
TAT TIEAT JapaEi@@: 1| Ssve 1. 2

Some other examples are 1, 7, 11, 26, X. 3, 19, 26, XIV. 21.

12. Ullekha (Allusion)

When the same object is looked upon by different people as different things,
it is Ullekha.>®

An example of Ullekha®

e et frert st
TR guiaaeata sarae: |
e wrfamngfen ardd e
WE@WWWWH W ssvexiv. 174

13. Kavyalinga (Poetic Reason)

When a reason is implied in a sentence or in a word , it is termed
Kavyalinga.®
e aenfime e |
wewET: § R Rsgasm: 1 ssve xiv. 174
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Another example is: SVC XIV.10

14. Lokokti (Popular Saying)

According to KeSava Mi’s’ra, Ukti is of four types®

Viz. loka, chheka, arbhaka and unmatta. Lokokti is the imitation of a popular
saying.

As an example of Lokokti:
T S g < -
T Fead wiew fafadiong |
T Heagg el ¥ 3@
TATAATH TATATTA_ || SSVC XIV. 33 1

15. Vikaswara (expansion)

A general statement supports a special statement and a special statement

again supports that general statement.®?
An example of Vikaswara
sg % + * ﬁ %
frrardmars@isyd @ wwyR |

TP dTait FssHA gholt el
TAIAFY /E 9T g W W T 1 SSve X, 33 0
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In this verse one special statement is made that only God is the ultimate goal
of man and that cannot be achieved by a man who is attached to the sphere
of the objects like the deer who runs after a mirage cannot get water at all.
To substantiate this general statement is made i.e. only dharma can help in

attaining the highest goal of life.
16. Vinokti (Privative description)

Itis Vinokti when it is stated that without a certain thing the object described

1s defective,

An example of this Alamkara
Foftrre agarsiro
sfas 3 s fm g
w AR afssa R -

LR %iqmlﬁaﬁa:q Il SSVC X1V. 41 1

17.  Virodha (Contradiction)

When something is said to be contradictory, even when there is no

contradiction — it is the figure contradiction.®

Afefeamforafte: wifw deen R -
TogRafiar S fafugeeg

siffngaafuge W & aE
gﬁﬁfi‘a@ﬂm‘ggﬂﬁz Il SSVC XIV. 12 1



18. Visama (uneven)

It is the figure Visama when two unequal things are said to be related.®®
AW | WisTEHT w !
IERIEEEIRCE RN IS E | B
aeffad ®H0T 74 &
& WA dFaassTd A || SSVC IX. 31 1

19. Vyatireka (Reciprocal)
When the upameya excels or falls short of the upamana, it is Vyatireka.®
wrfistt = wed = |
AW STenTTaRaR
MRYUAR JEIIT Il SSVC VIL 76 1

20. §Ie§a (Paronomasia)

Paronomasia occurs when in a sentence the same words have different

meanings which are capable of giving different meanings to the sentence.®’
|oree fnton it |
soofraafrdoaga: o
w4 foawan swwt fowma |: 1 ssve xan 510
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21. Samasokti (Brief speech)

It is the Sam@sokti if the irrelevant is also exemplified when the relevant is

stated.®
T WA TERAL
= 3 Frrmmer |
Ffth: T weteE B
Heaeng: W FE 1l SSVC XIV. 30 1

22. Sahokti (Connected Description)

When a single expression by the force of a term denoting conjunction (saha,

or its equivalent) signifies two facts, it is Sahokti, provided Hyperbole is at

the basis of it.%°

CHRFAHRTAEE a6

wage: et |
Siciofitie el o

3f& s gef=rarn: 1 ssve . 200

23. Swabhavokti (Natural Description)

When the formed and action of children etc., are described as they are, it is

Natural Description.”

srfrfrefmsitm-
Tq qY: WEEUGEnT: |
AT A ARATEIEEAT-
SIS RUEEURIR TG W]
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24. §a:hkara

’ -
As an examples of Samkara™

P .
AT SR |
Hrarda=ear Adisf@® | ssve 1 3

25. Sambhavana (Supposition)

Sambhavana is a conjecture for the attainment of something else with the

though, “if it were so0.””

FAST FRA WA AT WS Al
YA FFAer wd wAasfafg aa |
ATAT STAFATEAT JATdl aeiiingaT 7aTg
T TSIl TOHT THOEEIAT || SSVCXIV. 341

26. Samsrsti (Conjunction)

When poetic figures (more than one) exist independently of and distinctly
form one another in one substratum, either in a sentence or in a stanza, it is

Samsysti.” This collocation of poetic figures is like the mixture of sesame

and rice.

As an example of Samsrsti of Rupaka and Utpreksa.
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srEtfee fafear [

FHES #EaT 9% g |
g awEad e

FATMEATGHATATH: |l SSVC 1L 47 1l

27. Drstanta (Exemplification)

L A ]

Drstanta is the reflective representation of the common attribute, the object

of comparison and the standard of comparison.” The two sentences which

constitute Drstanta possesses reflective correspondence not only between
the properties of the two sentences but also between the entities, which

consequently stand to each other in relation of upameya and upamana,
and between other circumstances connected with them, if any. This figure

has been used by our poet in the following verses:

Other examples are; 1. 50, III. 43, IV. 12, 17, X. 17, 20, 33, XIL. 57, XVL
24.

SPINS
fintren 7 wiar afkewoEg |

gt i aigee-
fdwwfan: FREa 1l ssve xvLL 241

28. NidarSana (Illustrarion)

When an impossible relation of things is taken to constitute similitude, it is

. 4 —
Nidarsaria.”
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An example is SVC, XIV. 1
| Frafw gy I
wAREe et g |
o g o gl
W4T AFISETEONAST_ |l SSVC XIV. 28 I
29 Nirukti

When an artificial explanation of the derivation of a word.

An example:
TR TeEwT TR aRaea-
welsAfavaiaan: aafarnr fonm |
a3 3fa feop et wwif: g
Rrarfeaaere @ gaaUeET o 1| SSVC XIv. 24 11

30. Parinama (Alternation)

Parin@ma is a figure in which what is superimposed (upmana or aropya)

serves the purpose of the object of superimposition (upameya or aropita).™

AT Feftegon g fRrawafion: |
AEWRIGTEATHIG TUFSTSAT: 1| SSVC VIL 10 1
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31. Pradnottara (Question & answer)

/T QU WA ST s R

32. Rupaka (Metaphor)

Metaphor is the figure when there is identification between the object
compared’’ and the object to which it is compared. Here there is identification

between Swami Vivekanada and the light of knowledge.
Anexample:
RRICEIEIERIEEL RIR AT §
AT RIS i -
TETRYAAMNE LIAAAHH_l SSVC XIV. 9 1

I. 1, 111, 67 (Paramparitarupaka), 71, IV. 6, VL. 35

33. Preyas (Lovely)

The preyas™ is a felicitous expression. Later rhetoricians accept this figure
where a feeling (bhava) or sentiment (rasa) is a subordinate to something

else. Hemchandra treats preyas as a kind of Gu‘n‘i'bh'iitavyaﬁgya.
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As an example:

i F R -
spferaren . forehr T |
VDTSRI @i
AT wTAd fEaE: | ssve xiv. 6 i
34. Mudra (The Impress)

When some other object is indicated by the words which denote the object

under description, It is the Mudra.”

As an example;
i fAfaadantam |
Sgitell fesamTRmET
AR RATLAvSEay || SSVC X. 1

In this verse the word uddharsini the metre Vasantatilaka along with the

person who is delighted.

From the above analysis of the alamk@ras occurring in SVC it is understood
that the author of this epic poem is a brilliant poet of modern time. The
poet is a master of Sanskrit literary criticism. He has made an in-depth
study of the principles of poetry especially the principles of the alaikaras.

He uses alamkdras only when they help in rasanispatti.
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Pandita Tryambaka Bhandarkar likes to combine several figures in one verse
and to mingle them in such a way as to make it difficult to discern what is
the predominant image in the mind of the author. There are also stanzas
some of which contain a congregation of few of them independently. All
these illustrate his proficiency in the use of Alamkaras and it is clear that he
paid a great importance to them in his MakigkGvya. They add charm to his

speech ad enhance the gravity of its sense.
METRES

Metres are an essential ingredient of a Makiakavya. The art of the use of
proper metres in a makakavya is the main criterion of the quality of the
poem. Early rhetoricians have been very vague on the proper application of
the metres in a poem. The change of metre has been emphasized at the end
of the canto by Dandin® and other later rhetoricians like Visvariatha.*! Usually
a single metre runs throughout the body of a canto, but Viévaxifh‘a, a later

rhetorician, suggests that there can be a variety of metres even in a canto.

Mostly adopts the first method that is the use of single metre throughout the
canto excepting the last verses, though instances of use of various metres in
a single canto, according to the different situation are not uncommon in the

poems. Our poet is very skilful in the handling of metres.
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Definition of the metres and usage
1. Anustup

Anustup is the ‘vaktra’ type of metre, consisting of eight syllables in each
foot where the 5" is always short and 6% is always long and the 7% in 2™
and the 4" feet are short. There is no restriction in case of other syllables.®

An example:

firy: grdicteerieonier At
ﬂﬁmmﬁ: |
Y g ARRIg and
férsar faerr sarEar WA u 111 1. p. 31

2.Atiruchira

the first part of this metre nine short letters are multiply by three and there is
a long one letter at the end. Atiruchita arrange with ja gana, sa gana, and

Ja gana pause is after four and nine latter. ®

fretaar am(an) iRt gdway
Agtoran: sRigfy Awssar:
fersti 9§ uweRig aygfedar
g gd fBufy gagafefd 11 x-48 p. 136
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3. Bhramarvilasita

There are 22 syllables in this metre arranged with ma gana, bha gapa and

na gana in the sequence in each foot. Pause is after four and seven latter. %
HAeqIY: YHIUTforad -
A9 g Fafgavorage: |
paffaat ymfaafd
atadt Farq Fferafemer 1 x.23 p. 130

4. Bhujangaprayat

This metre consist with 24 syllables and making of four ya gapa in the

* sequence in each foot. %
wiqsrsngiyrd sqier
afs Fagurrsd Ffaday |
g g@ fafiffe: dAauss
ffstort adter adseagsm 11 XIV-3211 p. 184

5. Drutavilambita

Drutavilambitais a ‘sama’ type of metre with twelve syllables in each foot,
arranged in ‘na’, ‘bha’, ‘bha’, and ra’ g .aiqas.“
sifere? fee focasadd

ferfgantra foreawreaay |
gafdafdansa q gf+
anfyresfa adangay 1 X-3711 p. 134
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6. Harint’

This metre consist 17 letters arranged with na gana, sa gana, ma gana, ra
gana, sa gana, last two letters are la gana and guru in the sequence. Pauses

came after six, four and seven letters. ¥’

38 t ngewaTeed @&y seTeufasTaa
Rrvaugdinearssisyd @ Ansga |

AFYIY UTgedt HISStea gholt Fd
uwafe mgre aul g @ ueW g 11 X-33 p. 32

7.Harinapluta

This is visham type of metre making with three sa gana, last two are 1a§1
and guru. In the sama type of foot making with na gana, two bha gana and

one is ra gana is know as Harinpluta. **
-

fFuraTp fary ferdifar
dge ATegHEAY a1 fFURT |
gt anfeaeefaartian

o9 patswayaT gheoregar 11 X-19 p. 129

8. Indravajra

Indravajrd is a ‘sama’ type of metre and it consists of eleventh syllables

M ¢ ] ) [ ¢ ’ R9
making two ‘ta’ ganas and -one ja’ ganas and two ‘ga’ ganas.

I gegaaTgaddaa
HETe ¥ AsSITanen: |
| U9 gud yaAfdga:

®q: HIsSATATALRG: 1| X-17 p. 128
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9. Lalita

There are 12 syllables in the metre making with ta gana , bha gana, ja

gana, and ra gana in each foot. *

fazfaes afearer
ga: g fRarggfaaeni ag: |
FAFARIATAR T wsIa
Aarsifar fRufharensitzan 1 X-7 p. 125
10. Malini"
MalinT a metre of ‘sama vrtta’ type consists of fifteen letters with pauses

after then eight and the seventh letter, arranged in ‘na’, ‘na’, ‘ma’, ‘va’, and

‘va’ ganas in a foot.”!

Y ABTAR deATIANTIT gdter
npd Jafdamraas fGaay:
wuaflyg wisn Aerarerizarn
gafifa s argia adeg: 11 11-52 p. 29

11. Mandakranta

There are 17 letters in this metre making with ma gana, bha gana, na
gana, ta gana, ta gana and two long alphabets in the end of the line. There

is pause after four, six and seven letter. *?

qq: 1Uf: ufafarférsrotera: '&HfS’{;
IR sY fasunngl nga: Fafiasna: |
wifea o sorfa ggdl wrfdsl afer a
amiaR Aeafay fevausiaday 11 X-411 p. 124
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12. Manorama

This metre is consist with 20 letters arrange with na gana, ra gana and ja

gana last letter is the long latter. Pause is at the end of the foot. %

Ffraz a1 neitY
forora at wgtard: |
gaadt fArarssayaa
Fagfe fasaasgar afe: 11 X-12 p. 127
13. Manimala

This metre arranged with the ta, ya, ta, and ya ganas and pause is after six
letter. There are 24 syllables in each line.*
gl srenfa J3 afvmrai
TYTEIURTT UM SAYIR: |
asTgmeres Fd sifwmml ged
Sordted gf @smrey 11 X-15 p. 127
14. Pramitaksara

Pramitaksara a ‘sama’ type of metre contains twelve syllables arranged in

3 r ‘

sa’, ja’, 'sa’, and ‘sa’, gapas in each foot.”

uftrarererfy giere siidan
gaarafa: gufafh: dgfH |
sfdrafegaraqdia gg:
. wrfrefirfiaTiiean i1 X-8 p. 125
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15. Prahar'sir.ﬁ'

PraharsiriTa ‘sama’ type of metre, contains thirteen syllables in each foot

arranged in ‘ma’, ‘na’, ja’, ‘ra’, and ‘ga’ ganas in each foot.”
-

gaiy sufadaaruegfarrasfang
waflg Ferflad: wgfy aeniam: |
A Fardtas Aufg yRaFaToITH
gt afg &1 farqa aqufdsageasan: 11 XIV-23 p. 183

16. Prithvi

There are seventeen syllables in each foot arranged in ja gana, and sa
gana, ja gapa, sa gana in sequence, last two latter are short and long.

pause is come after eight and nine latter.*’

afeeg gfudt aauféraaragrafier:
| gd ofge anffayatadumar: |
Ag: ufd wuragegfy ferdfiaraeas:
Aaras gagwor: ufafafafefe: dfae: ux-6 p. 125

17. Pramuditavadana

Metre is contain with 24 syllables and making with two na gapa and two

ra gana in the sequence in each foot. **

yaafaagarfassenasT
g fEaager s« |

afsamragdraureumfy
ngagma?sf?‘zrqﬁ: Il X-46 11 p. 136



18. Puspitagra

Puspitagra is an ‘Ardhasama’ type of metre where the syllables in the first
and the third feet each are twelve arranged in ‘na’, ‘na’, ‘ra’, and ‘ya’
ganas. The second and the forth feet of it contains thirteen syllables arranged
in ‘na’, ja’, ‘ra’and ‘ga’ gapas.
yormafifrd faaeadar
shRaussifa gsagraazaT |

ugagae sfaseus
gfiragar § &g gfeamr 11 X-20 p. 129

19. Rathoddhata

-

Rathoddhata a metre of ‘sama’ type contain eleven letters arranged in ‘ra’,
‘na’, ‘ra’, la’, and ‘ga’ gapas in each foot. %
ATHY: YazHTeqd] 3Ta:
gy fefaafafeeasn: |
Rfismnugiudza
FYTANRT o] SHABYIH 1l VI-2 p. 72

20. Sragdhara

Sragdhard consist with na, ra, na, ra, na, ra and na ganas and last one is

the long. this metre is know as the Bhadrak metre also. !
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3 II=g et oW Wag Yel: AdeHmens
e Bisfy asecfadsegamsmd féerg 11 X-1011 p. 126

>
21. Salint

SalinTmetre of ‘sama’ type contains eleven letters arranged in ‘ma’, ‘ta’

3

‘ta’, ‘ga’ and ‘ga’ ganas with pauses after the forth and the seventh letter

in each foot.'?

gui sguivaarfaarnd gur
AaggrRauIsfEa avm |
gdwy famfogaférasd
gafsgaers feaar waflg: 11 X-41 p. 134
22. Sikharint
§z’kharigzz”a metre of ‘sama’ type, consists of seventeen letters arranged in
‘va’, ‘ma’, ‘na’, ‘sa’, ‘bha’, ‘la’, and ‘ga’ ganas with pauses after the

sixth and eleventh letters of each letters of each foot.'®

fIgaed oy UaAuSYTFY SeTat
4a Fawdaread v Asaaanryfd: |
Ieegsacalfa: Aaanfisitarenfaiza
sfudgreara ufispgfieret ufaerg 1 XVI. 52 p. 212
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23. Svagata

Svagata a metre of ‘sama’ type, contains eleven letters arranged in ‘ra’,

‘na’, ‘bha’, ‘ga’, and ‘ga’ ganas in each foot. '*

oA AT sifdusy
Farfias fea aygsfieum |
IFHDT: FABAIY Ta:
s as agufaya smdtq. 11 X 45 p. 136

24, Sardulvikriditam

this metre has 19 syllables and making with ma gana, sa gana, ja gana, sa

gana, two ta ganas and last one is the long latter. There is a pause after 12

and 7 letters. '%

Sttof astfita wronfa el wadi ay:
guf Sefwenft sriasit Hiof afest gax |
ITaq SEHA AHATRI = 51761 StoTe Sat
FaTad SRR TRIeaRaT Ted W aq: 11 XVIIIS4 p. 234
25. Tot‘akam

Totak metre consist with 12 syllabus making with only one sa gana. Pause
is after three letters. 1%
STITAl SAYATSUE AToaA IS
Ry gadtarREunay |
yfirea anagrafad:

UHItEIIsT ARYTRT 11 X- 55 p. 138
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26. Upajati

Upajati  is the mixture of the feet’s of Indravajr@ and Upendravajra

metres. This is also the term of other mixed metres.!?’

Aredafer arfy rgreaar
ATITATS ATSATATHAT S |
gi: fisaq Fargyaanf:
fEs@awam: srfae st 11X-38 11p.134

27. Vaifaliyam

This metre contains 20 letters. This metre is baseded on Matras. In the first
and third feet which are Visham have six niatras and there are eight matras
in second and fourth feet which are sama consist with both long and short
letters. in the end there is a ra gana is one letter is Laghu and Guru. '%®
T3 g
femaed geRea dait |
38 @ 9 A@a foaea-
M sqgAA yRANGHTIAT 1| XVI-21l p. 214

28. Vamsasthavila

2 — .
Vamsasthavila a metre of ‘sama’ type contains seventeen letters arranged

2

in ‘Bha’, ra’, ‘na’, ‘bha’, ‘na’, la’ and ‘ga’ ganas with pauses after the

tenth and the seventh letters in each foot.!%
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3rareg fisnfor | waeq o

sffdfforiea fassagurq |
faam efe ufRat frermen

ugdeq IO s mATlE 11 XIV-35 p. 185

29, Vasantatilaka

Vasantatilak@a metre of ‘sama vrtta’ type contains fourteen letters arranged
in ‘ta’, ‘bha’, ja’, ja’, ‘ga’, and ‘ga’ ganas in each foot. "’
o Aaygaaia A -
maaenaafad afwat faem |
TeIeTd! srameafdnyfiars:
wrasfeRmuedefa Affre: 11 XVI-4 p.179
30. Vatorniyam

This metre is making with the ma, bha, ta ganas lasttwo are long letters. '

Ayt arafist e
FamreaTfendt ar sedterat eay |
SEUSATAISY EFIAHT &G
TgUsT HaaisFg Aufe: 11 XIV-40 1l p.186
31. Vegavati”

This the visham type of metre in the first and third feet firist three are
arranged with sa gana and last is guru, in the second and fourth feet first

three are arranged with bha gana and last two are long latter. ''?
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arfy doradt we difar:
AamAAaudgAie: |
YT 7 ngtufeai &
waTafyg ufeat wfdarsam 11 X- 31 p. 132
32. Vrttanam |

This metre contains 20 letters arranged in ra gana, ja gana, ra gana, ja

gana and ra gana, ja gana in the end of the line last two letters are long

and short in sequence. '

FeaferIiion: T Bd syfdsegia
¥ gany JeenieiiRa g Aferd g
afgaeuye forena miffamersifagr srdta
ATGAT TGRS eH ATatea a [1 X-44. 1l p.135

Characters of the mahakavya

“The plot if the epic poem or the play is the mirror of the human life”. The
characters act always as the mouthpieces of a dramatist or the writer of a
Makhakavya.''* As in drama, the characters are the wheels of the vehicle of
the plot, and the same is the case with Makakavya. The poet as a weaver
weaves the beautiful web of a plot just with the help of characters. Whatever
the poet wants to convey or put before the reader, he does it through he
characters. The poet and the readers are separated, generally from each
other by several years and quite often even by several centuries. The
characters are the only medium of bringing them together mentally. They,

by their behaviors help, the reader i%gsnowing what the poet in his mime at



the time of projecting his wonk. The ideas, behavior, beliefs and the faith of
the poet’s contemporary society can be brought to light only through the
characters in his composition. The proper role of the characters in story
can make or mar the quality of a poem. Thus the characters hold a pivotal

place in the structure of a Makakavya.

Neta (the hero and other set of the characters) is one of the primary elements
of a Makakzivya. Whatever the sentiment or the motive of the composition
be, there is always a principal action or the denouncement at the core,
whosoever is enjoy the benefit of the fulfillment of effort is the principal
person, for the reaps the real and rich harvest. As stated earlier, the motif or
the resultant benefit is called the fruit (phala) and the enjoyment of the
‘Phala’ is called the ‘AdhikarT."** One who has the ‘Adhikara, and it is he
who becomes virtually the principal character, the principal character, the
hero, in a composition. He is called the Neta, Nayakg or the hero, because
the entire action of a drama or a Makiakavya culminates in his benefit and
revolves round him in the main. Due to number complexities of human-
nature, the hero may be of as many different types as human-beings can
possibly be, so the classification of the hero seems to be a difficult task.
Still the ancient scholars have tied to determined broadly the characteristics
of different heroes as characters. In the first place they have defined the

personal merits of a hero.

The essential qualifications of a hero are enumerated by Dhanhanjfaya in

Dasaripaks as follows.
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“The hero should be well-bred, charming, liberal, clever, affable, popular,
upright, eloquent, of exalted lineage, resolute and young; endowed with
intelligence, energy, wisdom, skill in the arts, pride, heroic and mighty,
vigorous, familiar with the codes, and a just observer of laws.”!!¢

The hero as the principal character is classified into four types; Namely,
Dhivodatta, Dhira-lalita and Dhira-prasanta' All the same, it becomes
and essential qualification of a hero that he should be at all events Dhira
one full of fortitude and courage and should possess mighty strength for

facing all the ups and downs of life.

Dhirodatta- The self-controlled and exalted hero (Dhirodaita) is one of
great excellence, serious, forbearing, not boastful, resolute with self-assertion

reserved, and firm of purpose!''®
Dhiroddhdta- the self-conceited and vehemently assertive hero
(Dhiroddhata) is altogether and jealous, wholly devoted to magic practice

and deceit, self assertive, fickle, irascible, and bostful.!*?

Dhira-lalita: The self-controlled and the light hearted hero is free from

anxiety, found of arts (songs, dance, etc.) happy and gentle.'®

Dhira-prasanta: The self-controlled and calm hero (DhiFa prdsanta) is a

Brahaman or the like, possessed of the generic merits of a hero'*!
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These are the four popular types of heroes who lead other characters whether

their action is directed towards success in love or heroic exploit.

The Characters Of The Epic Poem

“Sri Swami Vivekanandacaritam” the titled éf the epic poem itself represent
that this is the biographical poem. In this poem the main character of the
poem Swami Vivekananda comes in various aspects. In his childhood he
known as the son of visvanath Datta, his name was ‘Vile’ and Narendranath
Datta, than he get the fame as the fame as the disciple of the
Ramakrishnaparmhansa, clever, promoter of the Indian philosophy, skillful

in arts.

As we know this is a biographical poem, there is utmost importance of the
characters. Though we can found the description of some sub-characters
like Sri Ramakrishna Paramhansa who has major contribution to built the
character of Swami Vivekananda. He was God in the form of Man, knower
of the Vedas, sculpture of the religion. Somewhere poet had also given the
description of Ramakrishan Paramhansa’s wife “Sharada Devi” and there is
also the description about Vivekananda’s father. Other like Devendranath
Tagor who was living near the bank of the river Ganga and he was the lover
of meditation, has also being described here. In the chapter seven there is
the description of Gangadhara, friend of Swami Vivekananda. When Swamiji,
was at Himalaya he met Gangadhara. When he was touring in India, he met

with the number of kings like the king of Alwara, the king of Khetadi, and
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the king of Porbandar, and he also met to the young ministers of the kings.

He also met “Tilak” in the wa);’ and he also met the dancer of the court of the

king of Khetadi.

When he had reached Chicago city in America, he met numer of foreigner
like, Mr. Right, Mrs, Hale, Mr. Kardinale who was the minister of the whole

religious parliament.

When Swamiji was in Europe he met with the prof. Max Mulier, and Prof.

Dyasan. He also met with his two friends Shardananda and Ubhayananda.

In this poem characters like sister Nivedita, Mr. and Mrs. Sheviyer also

appeared, they came with Swamiji to India, and passed their whole life here.

In this poem we find most of the male charters and find growth of the main

character. There is no Prati-Nayaka, is character that is the declared foe of

the hero here.

The character of Swami Vivekananda

Swami Vivekananda is the hero of the poem. He is the founder of the new
era on the earth that he is know as the Yugacharaya.'* All the qualification of
the hero of the epic poem, we can find in this character like the melodious
nature, generosity, cleverness, purity, firm deter minded, decorated with
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the nature of intelligence, and he was full of enthusiasm by the nature of

righteousness.

He was polite from his childhood. He never insulted his teachers. He always
politely asked questions to his teachers. When he returned to India, number
of kings eagerly waited for his welcomed, they leaved the horses from the
chariot, when he heard his stuti or praise, he told that he is not great sage,

and not a king, he is one of the son among them.'?

Thus he is the best illustration of the politeness. He also accepted he both

merits and demerits. He believed that whatever he is it is due to his Guru.!?

When we came to know about the life of Swamiji, we can know that he was
very serious person, still he had melodious nature, he was healthy and
handsome, he has logical intelligence still faithful. He believed inAdvd{itism,
still he was the worshipper of the sculpture. He was melodious by the body,

mind and speech. '

When he was in Chicago city at America in All Religion Parliament, there
were number of people attracted by his charming personality and melodious
speech by just hearing his addressing, all the speaker and the listener became
pleased. They showed their pleasance by clapping. Gradually eager to hear
their speech. All the religion parliament became surprised with his melodious
nature, whether there is temple or church, his personality was praised by the

people everywhere.'*
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He had nature of sacrifice from his birth. He used to give the things which
were in his hand to the traveler who used to come there.!?” Once When one
of his students came to know that Swamiji wants to go to America, he
started to collect rupees for him, and when he gave Swamiji, he took only
the needed rupees and gave rest one to all poor people.'® Whatever money

he got in America he gave to all poor people in India.

Swaimi Vivekananda was born in the Khsatriya family; his birth was

auspicious to his family. This family respected and very famous in the

society.'?

He was steady minded, he refused to accept Ashfasiddhi; which was given
by his Guru, Shri Ramakrishna Paramhansa and he also refused marriage
proposals given by his father, because he believed that marriage is the big
obstacle in the way of searching Ishvar.'*® Thus we can see the number of

incidents through out his life which he shows he steadiness of mind.

Due to the courage, Swamiji got the fame on the earth, even though he had a
short life. When we study this epic poem, we know his enthusiastic power.
Number of people was inspired by his lectures, swamiji gave the massages
to Indians that they should leave the laziness and narrow out look, they
should keep away from the drowsiness and quarreling, Swamiji always

inspired the people for serving that people who are poor."!
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This is the principle of Swamiji, he always inspired Indians, and said “Oh!
Wise Men! Do not cry in any critical situation, try to recognize yourself and
increased your internal power! After knowing yourself you can win whole

universe. Try to go ahead.” Speaking this type of sentences he has always

encouraged people.

There are sixty four types of arts but among them three are main i.e. art of
music, art of poetry, and architecture. Swami Vivekananda had a great skill
in the literature and music. In with a short period he got the skill in literature,
music, grammar etc. Prof. Hesty was very much impraised when he saw the
philosophical knowledge of Narendra. When Narendra first time met with
Ramakrishna paramhansa he had sung very emotional and devotional song.
Ramakrishana paramahansa was engrossed into deep meditation. At the
time of examination he was singing the songs. He had no any fear or tension

of examination.

He believed that “One who has no enthusiasm, his luck does not work. One
who is atheistic, his luck is always in favor of him.” He was also a great
lover of music, when he was touring India, and reached at the palace of the
king of Khetadi, here he became emotional, after hearing the devotional

song of the dancer.

He was self respected. He had also firm determinative power. He had deep
knowledge of all the western and Indian philosophy. He had studied Vedas,
Vedangas, philosophy, Upanishadas. In the western philosophy he had
studied the philosophy of Barkley, Human, Spinoza, Darwin, Dekart, Hegel
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etc. he had also good knowledge of languages like English, Hindi and Sanskrit

and Bengali. He had knowledge of history, religion, science, etc.

“Rajayoga” is the book in which there is the lectures, which was published
in America, which was very useful for the fame of swamiji, and it shows that
Swamiji had a complete knowledge of Yogé. After studying all the sastras,
he shows only one way to serve the poor people. Thus he was one of the
servants of the poor people. After his father’s death Swamiji came in to
very helpless condition and at that time he thinks about the condition of

poor people. His heart pained when he saw the poor and miserable people.'*

Though he was in abroad he was always thinking about the progress of
India. He always give the massage that there no need of sculpture worshiped
in the temple, because we all have a mother, father and Guru, who are the
living God among us, we should serve them, we shoﬁld help the poor people.

We should give the education to uneducated people.'*
Devotee for raising the motherland

Swamiji had strong attachments towards his motherland. He was always
ready to give his life for the progress of motherland his emotions towards

India is described in the thirteen canto of the poem.!**

He believed that motherland India us auspicious pilgrimage, we should
worship our nation as God. If we try to think about his merits we can writer
large number of books. He had so deep respect and love for mother that he

was even worshipping the dust participles of this land.
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Bhuvaneshvari devi

Bhuvaneshvari devi was the mother of Swami Vivekananda she had great
faith towards the God Vishvanatha, once himself came to her dream, and

she became sure that she will be blessed with child who is an incarnation of

the lord Shiva.!?s

She was the lover of religion. She had lots of affection towards her children.
She was also coward by nature. After the death of Vishwantha Datta, whole
family passed through the very critical situation. At that time she became
very disappointed and said to his son — “Oh Son !why do you wanted to

achieved the God, now a days he does not help us.
Shri Ramakrishna Paramhansa

Shri Ramakrishna Paramhansa was in born in Kamarapukar village at Bengal.
He was a devotee of the Goddess Kali. He belonged to the Brahmin family.
His father’s name was Shivprasad, he was poor but he had also great faith
towards the God. He wad devotee of Rama and Ramakrishna’s mother

name was Chandramani.

The aim of the poet is not to make a character sketch of Ramakrishna
Paramhansa. While describing he refers to some of the important aspect of
Ramakrshna’s personalities, when all this references are collected to gather
they give a glimpse of his character. He was a mystic philosopher and
treasure of extra ordinary power. He was very innocent and kind hearted.'*®

He had intuitive power to know who has real capacity, who would be real
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future, spiritual leader, though there were many devotees, he could only
selected Vivekananda. He realized the necessity of such a light which can
remove the darkness existing in the form of ignorance, and that’s why he
candled the light of knowledge in the form of ‘viveka’. He said that in this
world most of the people always think about their wife, sons and others
worldly means but nobody tries to achieve the God. When they will try they
surely get the highest stage.!*’

Though he was always engrossed in deep meditation, he never forgot the

welfare of people. Thus we can find number of good qualities in him.

Mother Sharada

Sharada Devi was the wife of shri Ramakrishna Paramhansa. When she

married to him, she was just five years old."*

After the death of shri Ramkrishna Paramhansa, she was ready to remove
the bracelet. She was instructed by him, ‘not to remove so’ she kept on
putting bracelets as they are.Ramakrishna had a different attitude towards

her; he was considering her as Mother. '*

Thus, except all three major characters there is no other characters in the
poem. There are few references just to names of the prominent persons

associate with Vivekananda.
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TR Yd ABrAfgadiedared
Rir&s: Bl e & wrierem: 11ssve 1v 51 p. 58
ﬁ&@:w@ﬁaﬁaaﬁé
& ST YTt Yaervrged |
AToTeIATG Y STelt: i fbasar
wTaT 2 uera gt graen fiIea 11 wid X1v 54 p.189

. 3raifya vaY # fRd geanfeey |

BTy | AAATG: Aleead 1Y Gray 1 /bid 111 10 p.33

amfreifefafdasear: Fomr
MIARIHIARATI UG SBUT: |
3red: T At qafdewengmEr

TR Foazan: AG™: AWS: || bid XVI p. 205

USIT 9 URag & I3 firit fsafSerensiisay |
& 1 A= faTpae SeTHUTSIN T AVBIAY || /bid XIV 8 p.179

TRTIAToTea1 aaten enffirgfdagfdemT |
JroltoToregeladt eeg dtemgzaut gaugAsi 1l mid1 16p. 5
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136. ) for:var forer 3 ufdra: wwearq
BletdAfaen dead forges: |
STt &: | ufdansy degen
fasareryfifea adfiraders: 1ssven 37 p. 25
i) IAISIAN FREULRISTALT:
AT UY: ABAAIBIRa gal: |
forsmeremfe: yfaaada
BT WETeI{SeTa) Haaetat& T |l /hid 11 40 p.26
i) enfer gffrmgeoas - Redifd:
g Rueedeasegfd: | midi 41 p26

137. HHGA! YIGRY HHHT fAwdy 7 |
deuTa Baecdd aone Bisfa A 1 wid1 19 p.34

138. ) wleary faraseeiinfiia o
BR: BAAADIUTE ST 1l bid 1l 41 p.26
i sfememTgRaTETETg
T gunfesiormagea |
AT TeIgHed
AASTIRIR HeBsTOT JaTal: |1 /bid VI 52 p.82

1390. Imperaguiiofl gar: emersweifar difdar yeony |
RIPBTHAGH FaBE AISTAIFAsIGR: §10n Il bid VI 50
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