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CHAPTER-VI

LITERARY EVALUATION OF THE POEM

Sentiments in the Poem

I
The primary constituents of poetry are ‘Sabda” and ‘Artha\ Besides these 

two, the Acharyas mentioned the Alahkaras, the Gunas, the Bkavas, 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 MaMkavya given by the Acharyas like 

Vishvanatha, it is clear that in the MaMkavya, Rasa occupies a very central 

position.

Sentiment has been accepted as the ‘soul of poetry’,1 while rhetorical 

establishments are only the means to enhance and not to create its beauty.2 

The Sanskrit theory of Rasa has a very sound psychological base in the 

various characters that are presented in the mahakHvyas, 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 

iAlambanas’> (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 iKarund‘ 

(cause), KSrya (effect) and ‘SahakarTiconcurrent cause).

For the presentation of Rasa the basic material consists of KaranayKarya 

(effect) and Sahakan (concurrent cause).3

In poetry theses are technically referred to as ‘ Vibhavas’ ‘Anubhavas\ 

This change of terms is not just formal. In fact, the Karana, Kaiya and the 

SahakarTof worldly life are given these technical forms in poetry because 

there they perform a specific function; the VibRavas, AnubRavas and 

SancftdrT bRavas 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\ ‘Anubhavas’ etc.

i
The sentiment of tranquility (Santa Rasa)

The theme of the poem namely swami Vivekananda caritam suggests that 

the Tranquility (Santa) is the principal (Angi) sentiment of this poem. The 

Poet Bhandarkar himself has written in the sixth canto about this.4

Soma is the StHayibHava here, Swami Vivekananda and Swami Ramakrishna
— (l.

Paramhansa is Ashraya, Alambana Vibava is the eternal existence of the 

world (samsara) 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 Anubtiava. This sentiment is in the fifteen 

canto of the poem.5

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.6

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.7 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 iSanta 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 slokas; 8 At the end of his life, he totally engrossed his mind in 

Goddess Kali.9

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 (Kanina rasa)

The SthayT Bhava of Koruna 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 Anubhavas are tears, fainting, lamentation etc.
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and the Vyabhicari Bhavetfi 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.10 Swamiji was wandering here and there in 

search of work, but he could not get it in any place.11 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.12 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.13 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.14 Many times he 

felt that there is no place for poor people in this world.15 Sentiment of 

pathos arises also when Sri Ramakrishna left his body from this mundane 

world, which is described in given SlokasJ6
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Heroic sentiment (VIra rasa)

“Enthusiasm” (utsaha) is the StHaylbhava dependent on personality as 

Indra, divine form and victory is Avalambana, army ministry, wealth are 

the Anubhavas, and fortitude determination etc are the SdhchafTBhavas. 

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 (Danavfra), 

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.17 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 Dharmavlra. 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 necessaiy 

for the protection of the nation, similarly the power arising out of the control 

of the sense organs is necessary. 225



The idealistic character like Vivekananda and his followers went on discussing 

the problems and prospects of religion in the Ashrams of Varahnagar and 

they attempted to win over the world by the qualities of sacrifices and 

penances.18 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.19 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.20 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.20 That Ifoara who is Sat, Chit and 

Inanda, is in the form of Jfva, 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), 

Sunya for Buddha, Kavalitvam for Jaina, all pervading father for Christian, 

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

VSdic Dharma.21
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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.22 

LaksniT is achieved by Dharma and good conduct (Sadacara) and by 

laksrm one can give good donation, by donations one can have everlasting 

fame, it is therefore Saniti Dharma. Dharma in association with Sadacfira 

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.23 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 StMyibhava, Ghost, Black colour, is the 

Alambana, activity of them is Uddipana, fearful sound is Anubhava , 

shouting with that fear is VyabhicHa.fibhdva.24

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.25 Here the fear which was in the children is SthdyTBhdva, Serpent 

is “Alambana, it was moving here and there is Uddipana, suddenly he went 

from there is SanchdrT bhdva, All this things increased the sentiment of 

terror.
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The sentiment of wonder {Adbhut Rasa)

Wonder is the Sthayi bhava, Lord Gandharva, yellow colour’ and super

natural things are Uddfpana. After hearing this, who became over-whelmed

with joyful emotion is Anubhava, illusion is the Vyabhicdrfbhava, which

created the sentiment of wonder. The meeting of Narendra with Shri

Ramakrishna 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 smmohana
A*

Mantras or power of Astahga 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.26 Here the description of the super natural 

things is Alafnbana, and for perceiving them, touching the feet is Uddfpana 

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 SdncharTBhava, Swamiji became amazed is StMyT bhava, 

all this things create the sentiment of wonder.

Description of the parental affection

Affection is Sthayi bhava, Mercy, heroism is Uddfpana, embarrassing etc, 

Anubhava, inauspicious doubts, enjoyment etc, is SdncharT 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, 1 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 

after saying that he has already taken food in his friend’s house., With this 

answer, she was becoming upset. Here Narendra is Alarhbana, his activities 

are UddTpana, affection of his mother Bhuveneshwari Devi, doubts are 

VyabhicharT, increased the sentiment of Parental affection.

Bhavayojaria /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.27 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 stud.28

There are eight types of Rasa and BhcFva, i.e. Ras"dbHasa,and 

bhavabhasa, Bhavaodaya, Prashmadaya of Bhava, Bhavshanti, 

Bffdvasandhi and BKavashakta.
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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.29

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 KTti 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 .30
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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 

of his period. According to make changes in the traditional believed that the 

Kavya style began with Valrmki’s Ramayana, as it is considered the 'Adi 

K<Tvya\ Valrmki, 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 

KUvya style started by Valrmki, 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 kavya style. The 

poets like BhStavi, Magha and others showed more and marked leaning 

towards affection in their verbal expression. It is from this period onwards 

that the kavya style taking the form of artificiality and complexity. During 

post Kalidasian period there started a new trend viz. of Slesa-bandhas and
I

Sastriya Kavyas. The primary object of these poets obviously was to make 

a display of their mastery over language.

As Pandit Trayambak Bhandarakar is a modem poet, he mainly follows the 

VaidarbhT 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) Rfiis (dictions);

2) Alo&karas (figure of speeches);

3) Vivaranas (descriptions);

4) Chandas (metres);

5) Miscellaneous aspects

1) RTtis

According to Vamana, ‘RTti’31 is the soul of Poetry.’32 It is the essence of 

language which cannot be separated from language in any case.

About the types of the ‘RTti ' there are many views of the Acharyas, but the 

minimum number is three which is accepted by most of the Ac ar ay as. They 

are'VaidarbhT, ‘Gaud? and ‘PdnchdW.

i) vaidarbhi or gay style

This style is an elegant mode of expression (Lalitdtmaka) consisting of an 

arrangement of syllables which are sweet in Sanskrit.33 Mostly it is devoid 

of compounded words and thus of easy comprehension, Prasada and 

Madhurya are the two conspicuous merits of the vaidarbJn style and goes 

well with Srngara, Hasya and Karuna sentiments and it is particularly 

suited to all other tender feelings.34

ii) Gaudi Riti

In a wide contrast to the former there is the second one the GaudVRTti,

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.35 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 Fira (Heroic) sentiments.36

iii) Paneali Riti

The Pane HIT RTti is a via media between the two opposite Ritis viz,

‘ VaidarbhT and ‘GaudTP 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 

Pane mlTu We can find number of Isiokas in this style in this epic poem 

and here is some illustrations given below.39

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 Guna 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 poor 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.40 excitement of the mind the verses are 

composed with long compounds. This quality is related with the attitude of 

rigorousness.41

Some where the quality has point the sentiment of terror and anger also.42 

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.43 

and other are - this quality with the sound of the syllables, sa, sa, ta.44

Prasada Guna (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 PrasUda 

Giifya. This quality appeared in the melodious, lucid, verses. Only by 

hearing meaning comes to the mind, Madhura and Oja may be related to 

Prasada but Prasada is separate from both the Gunas. Hhere are the 

illustrations.45

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.46 Vamana also laid 

great stress on the utility of alamkaras by asserting boldly that a poem is to 

be accepted for its embellishment.47 Mammata paid great importance to the 

alamkara by incorporating them in his definition of poetry.48 Alanklra 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 alamkaras 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 alamkaras have been arranged in an
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order, their definitions have been supplied from the works of poetics like 

Kavyaprakdsa of Dandin and Sahityadarpana of Visvariatha.

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 Sabdalamkaras 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.49 The figure most frequently 

occurs in this poem. An example is given here -

str wmi 3#-

w&mm mt 11 ssvc xvm. 54
Others examples are 1. 1,2,5,6,7,9,11,12,14,33,37, II. 27, XIV. 3, XVII54.
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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.50 We give here only an example of Padadipadahta- 

Yamaka from the SVC.

m splineM
n ssvc xiv. 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-alafnkara and that is presented in Harabandha. 

It is not given in the text but in a separate page before the beginning of the 

kdvya proper. The verse is presented here -

II SSVC Harabandha p. 6
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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.51 

An example of Atisayokti:

mmi qrfofo

ii ssvc xiv. 26
Some other examples are XII.II, XIV.7

5. Ananvaya (Self-comparison)

A figure of speech52 in which a thing is compared to itself, the object being 

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

|| SSVC XIV. 22
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6. Apahnuti (Concealment)

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

affirmed,53

An example of Apahnuti:

wWt: MR: 1

r^r

mwgi ^ wm MirjJT ussvcxiv. 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. Aprastutaprasamsa (indirect description)

Indirect description occurs when the object under reference is described by 

implication through the description of something irrelevant to the context.54 

Visvanatha, 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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¥ -srftWT qfamffiTt

I
mt aputo to

toj ^#5 ftwrt' U ssvc xiv. 1
An example of Aprastutaprasamsa.

8. Arthantaranyasa (corroboration)

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

difference.55

I

gswfdsR ii ssvc 1.16
An example of Arthantaranyasa.

Other example are: 1,4,9,111. IV. 13,20,23,VI. 49,IX. 11, X. 14,21, XI. 24, 

XII. 10,38, XIV. 24,42, 53.

9. Utpreks¥(poetic fancy)

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

with a similar object.56
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mm jpprtaw
wm fe<4cMliWimfnl I

3#:
HSSVC 1.37

An example of utpreksa.

Some other examples are: H 43, VQ. 75, IX. 4, XU. 29, XIV. 8,9,20, XVII. 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.57 By the description of the prosperity or 

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

4lRl<44:

mm utotoj mmu n ssvc xiv. 3

An example of Udatta is given here.

11. Upama (Simile)

Simile occurs when different things having a common similarity are

compared.58

An example of Upama
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fsftSW fw*TOT to fror

TOTT WWW sjwpwtfpr: || ssvc I. 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.59

An example of Ullekha59

qifonwffit BWIwlfrj forTOT T5TWRT

If 'flfTTOTWT
W^f TOWfW WTrTrT WITrT W: || SSVC XIV. 17 «

13. Kavyalinga (Poetic Reason)

When a reason is implied in a sentence or in a word , it is termed 

Kavyalinga,60

rTfmftWd WWKfltf I

ww^l4l4q<ish*u«ii

^ f^5q#3IT: || SSVC XIV. 17 11
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Another example is: SVC XIV. 10

14. Lokokti (Popular Saying)

According to Kesava Miira, Ukti is of four types61

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

saying.

As an example of Lokokti:

TO jfci =*
II SSVC XIV. 33 II

15. Vikaswara (expansion)

A general statement supports a special statement and a special statement 

again supports that general statement.62

An example of Vikaswara

re f| ^

wr u ssvc x. 3311
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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)

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

is defective.63

An example of this Alamkara

3HT ter i 

^ forT -

*rII ssvc XIV. 41 II

17. Virodha (Contradiction)

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

contradiction - it is the figure contradiction.64

^rf^r fcr$fr -

ii ssvc xiv. 12 11
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18. Visama (uneven)

It is the figure Visama when two unequal things are said to be related.65

mfo ! wrs***pn sRrm j

riirfiRti ^ w

^ ..... ♦ «\ ♦ _wm m ii ssvc ix. 31 u

19. Vyatireka (Reciprocal)

When the upameya excels or falls short of the upamana, it is Vyatireka,66

fSK^Rrl fpflt:
wifadlsft ^ mt i

3fTf^fT

|| SSVC VII. 76 11

*20. Slesa (Paronomasia)

Paronomasia occurs when in a sentence the same words have different 

meanings which are capable of giving different meanings to the sentence.67

fl^wFfwr ^ofr 1

tiPRff form m 11 ssvc xm. 51»
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21. Samasokti (Brief speech)

It is the SamUsokti if the irrelevant is also exemplified when the relevant is 

stated.68

3?f:

^ ii ssvc XIV. 30 II
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.69

sTFfiR #TOT

WT II SSVC I. 20 ||

23. Swabhavokti (Natural Description)

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

Natural Description.70

SRJ 5|: JT^TWWf^T: I

SJrtT *
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*24. Samkara

* .As an examples of Samkara71

11 ssvc i. 3 u

25. Sambhavana (Supposition)

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

though, “if it were so.”72

WMtsi mm wt HFPR: 3fWT-

fWR ^rfjUK+l’H wm JT^MSmRS* rft 1 

mn a^rftnpT w:
?TRT 3tNfdb^HI Wl# ^r«^H>4^T II 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 

Samsrsti.™ This collocation of poetic figures is like the mixture of sesame 

and rice.

As an example of Samsrsti of Rupaka and Utpreksa:
• 9 9 «
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itpt ^ r i

trc Mtari

u ssvc n 4711

27. Drstanta (Exemplification)

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

of comparison and the standard of comparison.74 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; I. 50, III. 43, IV. 12, 17, X. 17, 20, 33, XII. 57, XVI. 

24.

WIT:

|| SSVC XVI. 24 II

28. Nidarsana (Illustrarion)

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

Nidarsana.15
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An example is SVC, XIV. 1

wn% i

3# mm csFft fffaf

Jirsri II SSVC XIV. 28 II

29 Nirukti

When an artificial explanation of the derivation of a word.

An example:

foww: I

^ # f^pr TRf^r:

fen%T^TFT % TCitKIuMI II SSVC XIV. 24 II

30. Parinama (Alternation)

Parinama is a figure in which what is superimposed iupmana or aropya) 

serves the purpose of the object of superimposition (upameya or aropita).16

wmm 9<fM«ii i

II SSVC VII. 10 n
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31. Prasnottara (Question & answer)

rv  ____________. rs

^ ta i #

rtwifii Tsrronj^ w: 11 ssvc xiv. 1511

32. Rupaka (Metaphor)

Metaphor is the figure when there is identification between the object 

compared77 and the object to which it is compared. Here there is identification 

between Swami Vivekanada and the light of knowledge.

An example:

II SSVC XIV. 9 II

I. 1, III, 67 (Paramparitarupaka), 71, IV. 6, VI. 35

33. Preyas (Lovely)

The preyasn 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 GumbMtavyangya.
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As an example:

PT^ #^FT5^RTrF%-

wn: Fptfm i
^83RPR^i?iwirw yrf

*rraT 11 ssvc xiv. 6 u
34. Mudra (The Impress)

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

under description, It is the Mudra.19

As an example;

f»r3npnrf^wrf^PTFn'
H SSVC X. 1

In this verse the word uddharsim the metre VasantatilaJca along with the 

person who is delighted.

From the above analysis of the alamkaras occurring in SVC it is understood 

that the author of this epic poem is a brilliant poet of modem 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 alamkaras. 

He uses alamkaras 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 AlamMras and it is clear that he 

paid a great importance to them in his Mafiakavya. They add charm to his 

speech ad enhance the gravity of its sense.

METRES

Metres are an essential ingredient of a Mafiakavya. The art of the use of 

proper metres in a mafiakavya 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 Dandin80 and other later rhetoricians like Visvariatha.81 Usually

a single metre runs throughout the body of a canto, but Visva^Eha, 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.

253



Definition of the metres and usage 

l.Anustup

Anustup is the 4vaktra’ type of metre, consisting of eight syllables in each 

foot where the 5th is always short and 6th is always long and the 7th in 2nd 

and the 4th feet are short. There is no restriction in case of other syllables.82 

An example:

1W: itoj
tc&iw. i

3I«f ^2: mifkQ
flpsg- o<y j cjp ofrfT ll III. 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.83

fcTcftetq- cfm(3f)fcR7fxRT

«dlafdl: ^Txldiq 7T%^RTeF5riTT:

TaTon 1J3 TPJTctJWT

3RT %<i ffcuft II X-48 p. 136
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3. Bhraniarvilasita

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

na gana in the sequence in each foot. Pause is after four and seven latter.84

^RTTcT II X.23 p. 130

4. Bhujangaprayat

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

sequence in each foot.85

-ttCX .m , _ _ _ .... * r> a ,^T^qra5j^i i
n m....■ u- r‘ . : n

3T5I2T WoT Tarmm:

fMW TnftlT cf^cPrcn^TT || XIV-32II p. 184

5. Drutavilamlsita

Drutavllamkita is a ‘sama’ type of metre with twelve syllables in each foot, 

arranged in ‘na ‘bha ‘bha and ‘ra ’ g: anas.86

srfkSR f%cT

?J
Tnrf^^Txufrr ii X-37II p. 134
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6. Harinl

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.87

pT^T oRTcttfcRvc^

5T |
6ira«ft wrsst^

mrafrr wgrsi enff 3<j «ri wm tr?ifx n x-33 p. 32

7. HarTnapluta

This is visham type of metre making with three sa gana, last two are la 

and guru. In the sama type of foot making with na gana, two bha gana and 

one is ra gana is know as Harmplutai88

lcR!3J fotftfifTT 

?T<*a| TTTE^TWSJ xJWT fT^RT 1 

ff% 3TTficT? c*3fof rTTftcTT

sToj c^cfts^iprT n X-19 p. 129

8. IndravajraT

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

making two ‘ta ’ ganas and one ja ’ ganas and two ‘ga ’ ganas,89

W55Toraif«nf: I

^saran51«f|g: II X-17 p. 128
256



9. Lalita

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

gana, and ra gana in each foot. 90

10. MalinF
Malim a metre of \sama vrtta type consists of fifteen letters with pauses 

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

‘ya ’ ganas in a foot.91

3m TTdJcTcRT cfUmRcWmT ttfUfT

^wftrfcT 3T5T%WT STTojt# 5^5^: || 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.92

1TW: tjtjf: TTWfs^

IJST: tjgtiftTT aj <F[IdoTSfUT gxT: I

II X-7 p. 125

II
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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.93

2lfcra75FZr 3TT JrertWTITO
feTO cTT TT^tsTct: I

dHcMl T3TWTS3xr$|^I cf

xrfrT: II 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.94

STCoTTfiT ^ XTftmTcTT
enrfs^^n: i 

?cfkr ^Tftirrof tts$
cwnsr^ II X-15 p. 127

14. Pramitaksara
«

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

‘sa ja ‘sa and ‘sa ganas in each foot.95

nf?r?TT$f7Tft ^faran srf^m
wxrsrrafpH gxrfcrf^: i

3TTH<Hio'cJrlI^TcJ^dlcJ

^TcTTfc^ftefifcTTfiR^ II II X-8 p. 125
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15. Praharsinf
• •

Praharsinf a ‘sama' type of metre, contains thirteen syllables in each foot 

arranged in ‘ma‘na ja ‘ra and ‘ga ’ ganas in each foot.96

gate

cTc37?f7rmt: I

3f#5T oT^TcftcT^ HTCTOftwiqW

sreft ^rf% 5T ftejrT ll XIV-23 p. 183

16. PrithvT

There are seventeen syllables in each foot arranged in ja gana, and sa 

gana, ja gana, sa gana in sequence, last two latter are short and long, 

pause is come after eight and nine latter.97

zrfcTFcJ tjfilcft

7T jrf^oTT 7TJrf^frTejcflcrffamw?: I 

3TJ: ntcT |oral9cr?4TC9oT:

7rHTrr5T trfcrRrflrfifflr; iix-6 p. 125

17. Pramuditavadana

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

ra gana in the sequence in each foot.98

ngfrcracRT sTOTSorrzra i

nn^nq^TfTT ST tffefft:
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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 ’ ganas.99

lfOTrafirfira

STWcTWSrt sfrT3pSc35q>n

iftcfcSHf 1 prtw ^fi^rTTirT II X-20 p. 129

19. Rathoddhata

Rathoddhata a metre of ‘sama' type contain eleven letters arranged in ‘ra 

‘na ’, ‘ra ’, ‘la and ‘ga ’ ganas in each foot.100

3TTJRT: tJaR^TTf^TcTT 3Tcf:

tdxJTST f^rfecTTfljf%c?T^T: I
AO

?«ITom^T II VI-2 p. 72

20. Sragdhara

SragdhanTconsist 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.101
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QftfHcd ^frldfrl^fcl:

TTiq^ sg ^mnoct TT^T *FcT:

3t^zf enrf mnrag gsr: Trfenfrmrat

mtegptsftr msBrqfoa&s&wnifta ffraroj n x-1 Oil p. 126

21. Salim

^a/mfmetre of ‘sama’ type contains eleven letters arranged in ima\ lta\ 

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

in each foot.102

WpST^msf^cT I

xTxftRI foPTfoTylf&cTc^

xTcTfs^T^ fsfcWT II X-41 p. 134

22. SikharinT

SikharinT,a metre of ‘sama' type, consists of seventeen letters arranged in 

‘ya ‘ma ‘na ‘sa ‘bha ‘la and ‘ga’ ganas with pauses after the 

sixth and eleventh letters of each letters of each foot.103

fcjipfc^

w* ^5 wpwihnirctffir: i
3tc97(T53iTfcr: fl'irtdH fll^n^TcHfiTftrT

??fxrfzwerFv srfcPjsfireisft' nfcrsTcj 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. 104

TraapTT 3ffSnr5xr
f^cT i

3c3J^T: ^cf:
cT5t TryjfTfcjcT 31TfftfT II X 45 p. 136

24. Sardulvikriditani

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.105

sftof roiffer ozianft sfsrercgpf 
tjpf gjcfnsjrft' <t>i4kcjofl i

313^937113 or sir 'spioji i oft

Tm&lsmcsmm m: u xvni54 p. 234

25. Totakam

Totak metre consist with 12 syllabus making with only one sa gana. Pause 

is after three letters.106

t^cflssmrTTSUcr^^ftcft

SjfcRtRT 3TU3T?3?zrftd:

CTTsfrTCT II X- 55 p. 138
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26. Upajati

Upajaii is the mixture of the feet’s of Tndravajra and Upendravajrd 

metres. This is also the term of other mixed metres.107

sMwfer inf?r fesTirmm
trn>sn7rra7nfoT I

tnf: fasg

f^strR^T: TOT9T: IIX-38 lip. 134

27. Vaifaliyam

This metre contains 20 letters. This metre is baseded on Mdtrds. In the first 

and third feet which are Visham have six mdtrds and there are eight mdtrds 

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.108
worcTfoRrfSrcf

tpticv Trzrift i
W 7T V ftr*-

3flSaJ2ra1 *m?W5*fra3TT ll XVII-2II p. 214

28. Vamsasthavlla

Vdmsasthavila a metre of ‘sama’ type contains seventeen letters arranged 

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

tenth and the seventh letters in each foot.109
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3fRTT»5 ffonftr I cfr?T

f^EfRT rfe qfirft ferTciT

xf&S[*cl TOSlfa W H'^Tl^T II XIV-35 p. 185

29. Vasantatilaka

Vasantatilaka a metre of ‘sama vrtta’ type contains fourteen letters arranged 

in ‘ta’, ‘bha’, ‘ja’, ja‘ga’, and ‘ga’ ganas in each foot.110

?r*j3nsT5RT$g for -

rihnrafttrafaci nflreft feumi i
HoiTPTrft f%oKW Ic"£lftljj3d Iff':

XVI-4 p.179

30. Vatornlyam

This metre is making with the ma, bha, ta ganas last two are long letters.1,1

marftr^T

TJmnczrifcHjf! m srsr^swf I
WfTT^HTpfts^r *fy*r*te ^

Wtmi STfrP: II XIV-40 II p.186

31. VegavatT

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.112
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3ffcT #3|S[cfl

ofaejlftrcft ^: I 

3TS|iTT sr u^nferi f&

t^rmflrg wftcft STfcrmscTif n 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. 113

zfcTrmfesTft'OT: ?cwra£ w?r

ctrt ffura g Trrf&cT r

f^renezr qrferTozrwlfer 3tcftw 

TTEgcIT W^i*»ldcllctU^rilWI tllojcfl^ cf5T II X-44. II 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 

Mahakavya.114 As in drama, the characters are the wheels of the vehicle of 

the plot, and the same is the case with Mahakavya. 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 in knowing 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 MaHakavya.

Neta (the hero and other set of the characters) is one of the primary elements 

of a MaHakavya. 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 ‘AdhikatT.115 One who has the ‘AdMkara, and it is he 

who becomes virtually the principal character, the principal character, the 

hero, in a composition. He is called the Neta, Ndyak#. or the hero, because 

the entire action of a drama or a MaHakavya 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 Dhananjlaya in 

Dasarupaks 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.”116 

The hero as the principal character is classified into four types; Namely, 

Dhirodaita, Dhlra-lalita and DhTra-prasahta117 All the same, it becomes 

and essential qualification of a hero that he should be at all events DhTra 

one foil of fortitude and courage and should possess mighty strength for 

facing all the ups and downs of life.

Dhirodaita- The self-controlled and exalted hero (.Dhirodaita) is one of 

great excellence, serious, forbearing, not boastful, resolute with self-assertion 

reserved, and firm of purpose118

DhTroddhata- the self-conceited and vehemently assertive hero 

(.Dhiroddhata) is altogether and jealous, wholly devoted to magic practice 

and deceit, self assertive, fickle, irascible, and bostfol.119

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

anxiety, found of arts (songs, dance, etc.) happy and gentle.120

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

Brahaman or the like, possessed of the generic merits of a hero121
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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 of 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 way 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.122 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.123

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.124

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 in Advaltism, 

still he was the worshipper of the sculpture. He was melodious by the body, 

mind and speech. 125

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.126
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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.127 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.128 Whatever money 

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

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

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

society.129

He was steady minded, he refused to accept Ashfasiddhr, 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.m 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.131
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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 Yoga. 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.132

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 should help the poor people. 

We should give the education to uneducated people.133

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.134

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.135

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 bom 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.136 

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.137

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.138

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.139

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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