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CHAPTER- I 

ORIGIN AND DEVELOPMENT OF MAHĀKĀVYAS  
 

I. Origin of Sanskrit Poem: 

The tradition of composing poem begins from the time of Veda and it is continuing 

without any break. In the Vedas we find the traces of good poetry. The Vedic seers 

were expert in composing poems and they were visionary poets.  

Jawaharlal Nehru states: 

“The Ṛgveda, the first of the Vedas, is probably the earliest 

book that humanity possesses. In it we can find the first out 

pouring of the human mind, the glow of poetry, the rapture at 

nature’s loveliness and mystery.”1  

M. Krishnamachariar observes:  

“The beginnings of poetry in India are to be found in the early 

Vedic Literature. The Ṛgveda contained hymns of a narrative 

character, and short legends in prose and in verse called 

Gāthās, Narasamsis, Itihāsas etc., occur in the Brāhmaṇa 

literature.”2  

Sanskrit language is older than any other language in the world and hence, we 

could find some similar words as well as pronunciation of words in almost all the 

languages. Therefore, A.A Macdonell observes:  

“Sanskrit is a language of very ancient origin among the Indo-

Iranian languages. Sanskrit literature is like the ocean, which 

is both vast and deep. Its poets, writers and dramatists have 

                                                             
1 Nehru, Jawaharlal, The Discovery of India, p.79  
2 Krishnamachariar, M., History of Classical Literature, p. 2  
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drawn their inspiration from the cosmos on one hand and 

from the contemporary environs of their own times on the 

other. In turning from the Vedic to the Sanskrit period, we are 

confronted with a literature which is essentially different from 

that of the earlier age in matter, spirit and form.”3  

Some other rhetoricians also noted that this tradition started from the time of fourth 

century i.e. from the Pāņinī’s era and hence Krishna Chaitanya writes:  

“Tradition ascribes a Kāvya, the Jāmbavatījaya, to Pāņinī 

who lived in the fourth century B.C. But as the work is not 

available, it is difficult to say what value should be attached 

to this tradition, which, besides, seems to be very late origin. 

But Patañjalī in the second century B.C. gives very interesting 

material. He refers to a Kāvya by Vararuchi and three 

romances, Vasava Dattā, Somanottara and Bhaimarathi. But 

these have not come down to us.”4 

He further writes:  

The tradition, to compose mahākāvya is starting from the 

ancient time, “the narrative element in Vedic literature, many 

of them in dialogue form, like the story of Urvaśī or the 

account of them in battle between Sudās and the Bharatās, 

foreshadow the narrative matter of the mahākāvya.”5  

The Ṛgveda is the ancient Kāvya in Sanskrit language. Kunhan Raja rightly 

remarks:  

                                                             
3 Macdonell, A. A.,  Origin and Development of Sanskrit Literature, p. 188 
4 Chaitanya, Krishna, A New History of Sanskrit Literature, p. 241  
5 Ibid., p.170 
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“As poetry, the Ṛgveda reveals certain features that are not 

seen in the recorded remnants of other ancient civilizations. 

Love nature is one such feather that is very prominent in the 

poetry of Ṛgveda. There is no ancient nation that has 

developed a poetic literature comparable to the poetry of the 

Ṛgveda.”6  

Kunhan Raja further remarks:  

“The earliest specimen of literature in Sanskrit reveals a very 

advanced stage in the development of literature as a polished 

art.  A view was held in the earliest stages in the study of 

Sanskrit in modern times that the first specimens of literature 

in Sanskrit, known as the Vedas, are only pastoral poetry of a 

simple nomadic people attempting to appease the power of 

Nature in order to avoid their wrath and to get favors from 

them. Even now, there are scholars who are not able to detect 

any highly developed literary art in the Vedas. But opinion 

changed gradually and scholars in general began to recognize 

a highly polished art in Vedic poetry, and some specimens of 

poetry in the Vedas are accepted as what have not been 

surpassed later by Sanskrit itself or by any literature of other 

nations. At present Vedic poetry needs no pleading or 

advocacy, its poetic standing is what practically all scholars 

accept as an approved fact.”7  

                                                             
6 Kunhan, Raja, C., Survey of Sanskrit Literature, p. 21 
7 Ibid., p. 2 



20 
  

The tradition to composing a charming poetry begins from Vālmīki and Vedavyāsa 

who are the composers of gigantic Mahākāvyas viz. Rāmāyaṇa and Mahābhārata 

respectively. Therefore, M. Williams rightly remarks: 

“Indian literature like the whole face of nature is on a 

gigantic scale. Poetry, born amid the majestic scenery of 

the Himalayas and fostered in a climate, which inflamed 

the imaginative powers, developed itself with oriental 

luxuriance, if not always with true sublimity. Although the 

Hindus like the Greeks, have only two great mahākāvya 

poems (the Rāmāyaṇa and Mahābhārata) yet to compare 

these vast compositions with the Iliad and the Gańges, 

rising in the snows of the world’s most colossal ranges, 

swollen by numerous tributaries, spreading into vast 

shallows of branching into deep divergent channels, with 

the steams of Attica or the mountain torrents of Thessaly. 

It is, of course, a principal characteristic of mahākāvya 

poetry, as distinguished from lyrical, that it should 

concern itself more with external action than internal 

feelings. It is this which makes Epos the natural 

expression of trial has turned the mind of national life. 

When centuries of trial have turned the mind of early 

national inwards, and men begin to speculate, to reason, to 

elaborate language and cultivate science, there may be no 

lack of refined poetry, but the spontaneous production of 

mahākāvya song is, at that stage of national existence, as 
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impossible as for the octogenarian to delight in the giants 

and giant-killers of his childhood. The Rāmāyaṇa and 

Mahābhārata then, as reflecting the Hindu character in 

ancient times, may be expected to abound in stirring 

incidents of exaggerated heroic action.”8  

The growth and development of mahākāvya is very ancient and hence Tapodhir 

Bhattacharjee mentions:  

“The Sanskrit mahākāvyas too have the quality of emerging 
from the stream of life. These are exceptional vehicles of 
communication, which indented to transmit aesthetic, cultural 
and historical concepts to every generation for reemphasizing 
the validity of their inherent creative aspect. The readers are 
always affected by mainly three constituents of such works, 
viz. materialized form, thematic idea and content. When we 
talk of realization of aesthetic experience, we actually expect 
the unity of these three elements.”9  

II. Definition of Kāvya:  

Mainly poem is divided into two types viz. Dṛśya and Sravya. Daṇḍi has classified 

poetry into three fold Gadya, Padya and Miśra. 

    ½Yï ÍYï ¿ ãÑÙï ¿ ÈÈz ãÝËìÕ vÒÕãsÉÈÑzó ½Yï ÍYï ¿ ãÑÙï ¿ ÈÈz ãÝËìÕ vÒÕãsÉÈÑzó ½Yï ÍYï ¿ ãÑÙï ¿ ÈÈz ãÝËìÕ vÒÕãsÉÈÑzó ½Yï ÍYï ¿ ãÑÙï ¿ ÈÈz ãÝËìÕ vÒÕãsÉÈÑzó 10    

    

    

    

    

    

                                                             
8 Williams, M., Indian Wisdom, p.6  
9 Bhattācharjee, Tapodhir, Indian Mahākāvya tradition, p. 50   
10 Daṇḍin, KD, I.11  
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                            »âvÒ»âvÒ»âvÒ»âvÒÑ zÑ zÑ zÑ z 

 

 

ÙvÒÙvÒÙvÒÙvÒÑ zÑ zÑ zÑ z            

        

    §SÒ§SÒ§SÒ§SÒÑ zÑ zÑ zÑ z    

RÍ»âãÊ 10 ÐëÊRÍ»âãÊ 10 ÐëÊRÍ»âãÊ 10 ÐëÊRÍ»âãÊ 10 ÐëÊ 

 
 

½Y½Y½Y½YÑ zÑ zÑ zÑ z                        ÍYÍYÍYÍYÑ zÑ zÑ zÑ z    ãÑÙãÑÙãÑÙãÑÙÑzÑzÑzÑz 

    

    

Õöù½ãnËð Ñçø»Õöù½ãnËð Ñçø»Õöù½ãnËð Ñçø»Õöù½ãnËð Ñçø»Ñ zÑ zÑ zÑ z    ét»ãÔ»âÍýâÒét»ãÔ»âÍýâÒét»ãÔ»âÍýâÒét»ãÔ»âÍýâÒÑ zÑ zÑ zÑ z    ¿èÇô»¿èÇô»¿èÇô»¿èÇô»Ñ zÑ zÑ zÑ z    

     

    

ÑÚâ»âvÒÑÚâ»âvÒÑÚâ»âvÒÑÚâ»âvÒÑzÑzÑzÑz    ¼NÅ»âvÒ¼NÅ»âvÒ¼NÅ»âvÒ¼NÅ»âvÒÑ zÑ zÑ zÑ z    »âvÒ»âvÒ»âvÒ»âvÒÑ zÑ zÑ zÑ z    Ñçø»Ñçø»Ñçø»Ñçø»ÑzÑzÑzÑz    ÒçgÑ»ÒçgÑ»ÒçgÑ»ÒçgÑ»Ñ zÑ zÑ zÑ z    ÖïÊâãÌÈ»ÖïÊâãÌÈ»ÖïÊâãÌÈ»ÖïÊâãÌÈ»Ñ zÑ zÑ zÑ z    »ÔâÍ»»ÔâÍ»»ÔâÍ»»ÔâÍ»Ñ zÑ zÑ zÑ z    »çÔ»»çÔ»»çÔ»»çÔ»Ñ zÑ zÑ zÑ z    »íØð »íØð »íØð »íØð ÕýâjÒâÕýâjÒâÕýâjÒâÕýâjÒâ 

In the words of Daṇḍin, poetry is a string of words that were determined by the 

desired sense or senses: 

×ÓäÓï ÈâÕãÊwÃâÉôvÒÕ*cÀnÌâ ÍÊâÕÔäóó×ÓäÓï ÈâÕãÊwÃâÉôvÒÕ*cÀnÌâ ÍÊâÕÔäóó×ÓäÓï ÈâÕãÊwÃâÉôvÒÕ*cÀnÌâ ÍÊâÕÔäóó×ÓäÓï ÈâÕãÊwÃâÉôvÒÕ*cÀnÌâ ÍÊâÕÔäóó11    

Kuntaka has defined poetry as follow:  

“Poetry is that word and sense together enshrined in a style 

revealing the artistic creativity of the poet on the one hand 

and giving aesthetic delight to the man of taste on the other. 

Poetry is nothing but word and sense in their unity”.   

 ×bÊâÉîô ÖãÚÈî Õ®»ãÕvÒâÍâÓ×âãÔãÌó  ×bÊâÉîô ÖãÚÈî Õ®»ãÕvÒâÍâÓ×âãÔãÌó  ×bÊâÉîô ÖãÚÈî Õ®»ãÕvÒâÍâÓ×âãÔãÌó  ×bÊâÉîô ÖãÚÈî Õ®»ãÕvÒâÍâÓ×âãÔãÌó      

                                                             
11 Ibid, I.10   
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ÏnËë vÒÕ*sÉÈî »âvÒï È*]Êâ¤âÊ»âãÓãÇóóÏnËë vÒÕ*sÉÈî »âvÒï È*]Êâ¤âÊ»âãÓãÇóóÏnËë vÒÕ*sÉÈî »âvÒï È*]Êâ¤âÊ»âãÓãÇóóÏnËë vÒÕ*sÉÈî »âvÒï È*]Êâ¤âÊ»âãÓãÇóó12  

According to Mammaṭa, Poetry consists of words and senses which are free from 

defects and are possessed of excellence and are sometimes without figures”.  

ÈÊÊíØî ×bÊâÉîô Ö½çÇâÕÌÔï™Èä ÍçÌð kÕâãÍóÈÊÊíØî ×bÊâÉîô Ö½çÇâÕÌÔï™Èä ÍçÌð kÕâãÍóÈÊÊíØî ×bÊâÉîô Ö½çÇâÕÌÔï™Èä ÍçÌð kÕâãÍóÈÊÊíØî ×bÊâÉîô Ö½çÇâÕÌÔï™Èä ÍçÌð kÕâãÍó13 

In other words of Mammaṭa, Kāvya means:  

“Kāvya is that which touches the inmost cords of the human 

mind and diffuse itself into the crevices of the heart, working 

up a lasting sense of delight. It is an expression in the 

beautiful form and melodious language of the best thoughts 

and noblest emotions, which is the spectacle of life, awaking 

the finest souls.”  

Ö»ÔÍýÒíÁÌÑîãÔÐèÈï ÖÑÌnÈÓÑëÕ ÓÖâsÕâÊÌÖÑç…çÈï Ö»ÔÍýÒíÁÌÑîãÔÐèÈï ÖÑÌnÈÓÑëÕ ÓÖâsÕâÊÌÖÑç…çÈï Ö»ÔÍýÒíÁÌÑîãÔÐèÈï ÖÑÌnÈÓÑëÕ ÓÖâsÕâÊÌÖÑç…çÈï Ö»ÔÍýÒíÁÌÑîãÔÐèÈï ÖÑÌnÈÓÑëÕ ÓÖâsÕâÊÌÖÑç…çÈï 

ãÕ½ãÔÈÕëYânÈÓÑâÌnÊÑ z ÍýÐçÖïãÑÈ×bÊÍýËâÌÕëÊâãÊ×âsÝëBÒð ãÕ½ãÔÈÕëYânÈÓÑâÌnÊÑ z ÍýÐçÖïãÑÈ×bÊÍýËâÌÕëÊâãÊ×âsÝëBÒð ãÕ½ãÔÈÕëYânÈÓÑâÌnÊÑ z ÍýÐçÖïãÑÈ×bÊÍýËâÌÕëÊâãÊ×âsÝëBÒð ãÕ½ãÔÈÕëYânÈÓÑâÌnÊÑ z ÍýÐçÖïãÑÈ×bÊÍýËâÌÕëÊâãÊ×âsÝëBÒð 

Öç_tÖïãÑÈâÉôÈâtÍÒôÕtÍçÓâÇâÊäãÈÚâÖëBÒS¿ ×bÊâÉôÒí½çôÇÐâÕëÌ Öç_tÖïãÑÈâÉôÈâtÍÒôÕtÍçÓâÇâÊäãÈÚâÖëBÒS¿ ×bÊâÉôÒí½çôÇÐâÕëÌ Öç_tÖïãÑÈâÉôÈâtÍÒôÕtÍçÓâÇâÊäãÈÚâÖëBÒS¿ ×bÊâÉôÒí½çôÇÐâÕëÌ Öç_tÖïãÑÈâÉôÈâtÍÒôÕtÍçÓâÇâÊäãÈÚâÖëBÒS¿ ×bÊâÉôÒí½çôÇÐâÕëÌ 

ÓÖâaz½ÐèÈvÒâÍâÓÍýÕÇÈÒâ ãÕÔÜÇï ÒÈz »âvÒï ÓÖâaz½ÐèÈvÒâÍâÓÍýÕÇÈÒâ ãÕÔÜÇï ÒÈz »âvÒï ÓÖâaz½ÐèÈvÒâÍâÓÍýÕÇÈÒâ ãÕÔÜÇï ÒÈz »âvÒï ÓÖâaz½ÐèÈvÒâÍâÓÍýÕÇÈÒâ ãÕÔÜÇï ÒÈz »âvÒï 

Ôí»íùÓÕÇôÌâãÌÍç»»ãÕ»ÑôÔí»íùÓÕÇôÌâãÌÍç»»ãÕ»ÑôÔí»íùÓÕÇôÌâãÌÍç»»ãÕ»ÑôÔí»íùÓÕÇôÌâãÌÍç»»ãÕ»Ñôóóóó14    

The definition of poetry is given by Viśvanātha in his Sāhityadarpaṇa, poetry is 

a sentence the soul whereof is sentiment:  

ÕâkÒï ÓÖâtÑ»ï »âvÒÑ zóÕâkÒï ÓÖâtÑ»ï »âvÒÑ zóÕâkÒï ÓÖâtÑ»ï »âvÒÑ zóÕâkÒï ÓÖâtÑ»ï »âvÒÑ zó 15  

 

 III. Purpose of Kāvya:  

The main purpose of the Mahākāvya is to gain the four goals of life i.e. Dharma, 

Artha, Kāma and Mokşa.  
                                                             

12 Kuntaka, VJ, I.7    
13 Mammaṭa, KP, I.4   
14 Ibid., p. 2 
15 Viśvanātha, SD, I.I   



24 
  

Daṇḍin says about the purpose of poem in his Kāvyādarśa: 

¿ÈçÕô½ôÎÔíÍëÈ¿ÈçÕô½ôÎÔíÍëÈ¿ÈçÕô½ôÎÔíÍëÈ¿ÈçÕô½ôÎÔíÍëÈÑ zÑ zÑ zÑ zóóóó    16 

Bhāmaha in his work Kāvyālańkāra describes the acquisition of four purposes of 

poem but he emphasizes on the Artha as a major purpose of poem.  

¿ÈçÕô½âôãÐËâÌë;ãÍ Ð¿ÈçÕô½âôãÐËâÌë;ãÍ Ð¿ÈçÕô½âôãÐËâÌë;ãÍ Ð¿ÈçÕô½âôãÐËâÌë;ãÍ ÐèÒÖâÉíôÍÊë×™ÈzóèÒÖâÉíôÍÊë×™ÈzóèÒÖâÉíôÍÊë×™ÈzóèÒÖâÉíôÍÊë×™Èzó 17 

According to Mammaṭa, purpose of poem is: 

»âvÒï Ò×Öë;Éô™Èë vÒÕÚâÓãÕÊë ã×ÕëÈÓÜÈÒëó»âvÒï Ò×Öë;Éô™Èë vÒÕÚâÓãÕÊë ã×ÕëÈÓÜÈÒëó»âvÒï Ò×Öë;Éô™Èë vÒÕÚâÓãÕÊë ã×ÕëÈÓÜÈÒëó»âvÒï Ò×Öë;Éô™Èë vÒÕÚâÓãÕÊë ã×ÕëÈÓÜÈÒëó    

ÖYð ÍÓãÌÕöôÈÒë »ânÈâÖïãÑÈÈÒíÍÊë×ÒçÁëóó ÖYð ÍÓãÌÕöôÈÒë »ânÈâÖïãÑÈÈÒíÍÊë×ÒçÁëóó ÖYð ÍÓãÌÕöôÈÒë »ânÈâÖïãÑÈÈÒíÍÊë×ÒçÁëóó ÖYð ÍÓãÌÕöôÈÒë »ânÈâÖïãÑÈÈÒíÍÊë×ÒçÁëóó 18    

“Poetry brings fame and riches, knowledge of the ways of the 

world and relief from evils, instant and perfect happiness and 

counsel sweet as from the tips of a beloved consort”  

Viśvanātha says that the four fruits are necessary in poem but at the end of the 

poem, one can get at least one fruit out of these four: 

¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó    19    

Abhiraja Rajendra Mishra, a modern poet says that the fruits of Mahākāvya 

should be charming and one of the four purposes described by the earlier 

rhetoricians:      

ÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ z óÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ z óÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ z óÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ z ó    

ÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ z óóÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ z óóÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ z óóÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ z óó20 

 

 IV. Definitions of Mahākāvya: 

                                                             
16 Daṇḍin, KD, I.15 
17 Bhāmaha, KL, I.21 
18 Mammaṭa, KP, I.2 
19 Viśvanātha, SD, VI.318 
20 Mishra, Rājendra, Kāvyaśāstrīya Mānadanda Evam Sanskrit- Navalekhan, in Drk, pp. 24-25 
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The scholars have presented the different definitions of mahākāvya in their 

books. Vedavyāsa has also discussed about characteristics of mahākāvya in 

Agnipurāṇa as under:   

Ö½ôÏnËí ÑÚâ»âvÒÑâÓbËï Öïs™ÈëÌ ÒÈz óÖ½ôÏnËí ÑÚâ»âvÒÑâÓbËï Öïs™ÈëÌ ÒÈz óÖ½ôÏnËí ÑÚâ»âvÒÑâÓbËï Öïs™ÈëÌ ÒÈz óÖ½ôÏnËí ÑÚâ»âvÒÑâÓbËï Öïs™ÈëÌ ÒÈz ó 

ÈâÊâtmÒÑÁÚùÝ ÈtÖÑï  ÌâãÈ¨çwÒãÈ óóÈâÊâtmÒÑÁÚùÝ ÈtÖÑï  ÌâãÈ¨çwÒãÈ óóÈâÊâtmÒÑÁÚùÝ ÈtÖÑï  ÌâãÈ¨çwÒãÈ óóÈâÊâtmÒÑÁÚùÝ ÈtÖÑï  ÌâãÈ¨çwÒãÈ óó    

ååååãÈÚâÖ»ÉíÊzÐèÈÑ z åÈÓ}â ÖÊâÙÒÑz óãÈÚâÖ»ÉíÊzÐèÈÑ z åÈÓ}â ÖÊâÙÒÑz óãÈÚâÖ»ÉíÊzÐèÈÑ z åÈÓ}â ÖÊâÙÒÑz óãÈÚâÖ»ÉíÊzÐèÈÑ z åÈÓ}â ÖÊâÙÒÑz ó    

ÑnÝÊèÈÍýÒâÇâãÌ ãÌÒÈï ÌâãÈ ãÕsÈÓÑ z óóÑnÝÊèÈÍýÒâÇâãÌ ãÌÒÈï ÌâãÈ ãÕsÈÓÑ z óóÑnÝÊèÈÍýÒâÇâãÌ ãÌÒÈï ÌâãÈ ãÕsÈÓÑ z óóÑnÝÊèÈÍýÒâÇâãÌ ãÌÒÈï ÌâãÈ ãÕsÈÓÑ z óó    

×kÕÒâô;ãÈ Á½tÒâ;ãÈ ×kÕÒâô ãÝwÄÐâ ÈÉâ óó×kÕÒâô;ãÈ Á½tÒâ;ãÈ ×kÕÒâô ãÝwÄÐâ ÈÉâ óó×kÕÒâô;ãÈ Á½tÒâ;ãÈ ×kÕÒâô ãÝwÄÐâ ÈÉâ óó×kÕÒâô;ãÈ Á½tÒâ;ãÈ ×kÕÒâô ãÝwÄÐâ ÈÉâ óó    

Íç*wÍÈâ½ýâãÊãÐÕô»èÝâãÐÁÌìS¿ârãÐð ÖÑìð óÍç*wÍÈâ½ýâãÊãÐÕô»èÝâãÐÁÌìS¿ârãÐð ÖÑìð óÍç*wÍÈâ½ýâãÊãÐÕô»èÝâãÐÁÌìS¿ârãÐð ÖÑìð óÍç*wÍÈâ½ýâãÊãÐÕô»èÝâãÐÁÌìS¿ârãÐð ÖÑìð ó    

ÒçkÈâ Èç ãÐnÌÕöùânÈâÌâãÈÖïãÜpÈÖ½ô»Ñ z óóÒçkÈâ Èç ãÐnÌÕöùânÈâÌâãÈÖïãÜpÈÖ½ô»Ñ z óóÒçkÈâ Èç ãÐnÌÕöùânÈâÌâãÈÖïãÜpÈÖ½ô»Ñ z óóÒçkÈâ Èç ãÐnÌÕöùânÈâÌâãÈÖïãÜpÈÖ½ô»Ñ z óó    

áãÈ×kÕãÓ»âwÃBÒâÑë» Öï»äÇô»ìð ÍÓð óáãÈ×kÕãÓ»âwÃBÒâÑë» Öï»äÇô»ìð ÍÓð óáãÈ×kÕãÓ»âwÃBÒâÑë» Öï»äÇô»ìð ÍÓð óáãÈ×kÕãÓ»âwÃBÒâÑë» Öï»äÇô»ìð ÍÓð ó    

ÑâÝÒâ;tÒÍÓð Ö½ôð Íýâ×stÒëØÑâÝÒâ;tÒÍÓð Ö½ôð Íýâ×stÒëØÑâÝÒâ;tÒÍÓð Ö½ôð Íýâ×stÒëØÑâÝÒâ;tÒÍÓð Ö½ôð Íýâ×stÒëØç ¿ Í*S¿Ñð óóç ¿ Í*S¿Ñð óóç ¿ Í*S¿Ñð óóç ¿ Í*S¿Ñð óó    

»ÔzÍí;ãÈ ãÌ*nÊÈð È*sÑ*nÕ×ëØâ ÌâÊÓð ÖÈâÑ z ó»ÔzÍí;ãÈ ãÌ*nÊÈð È*sÑ*nÕ×ëØâ ÌâÊÓð ÖÈâÑ z ó»ÔzÍí;ãÈ ãÌ*nÊÈð È*sÑ*nÕ×ëØâ ÌâÊÓð ÖÈâÑ z ó»ÔzÍí;ãÈ ãÌ*nÊÈð È*sÑ*nÕ×ëØâ ÌâÊÓð ÖÈâÑ z ó    

Ì½ÓâÇôÕ×ìÔÈçô¿n¨â»âôÙÑÍâÊÍìð óóÌ½ÓâÇôÕ×ìÔÈçô¿n¨â»âôÙÑÍâÊÍìð óóÌ½ÓâÇôÕ×ìÔÈçô¿n¨â»âôÙÑÍâÊÍìð óóÌ½ÓâÇôÕ×ìÔÈçô¿n¨â»âôÙÑÍâÊÍìð óó    

éYâÌÖãÔÔ®äÅâ ÑËçÍâÌÓÈítÖÕìð óéYâÌÖãÔÔ®äÅâ ÑËçÍâÌÓÈítÖÕìð óéYâÌÖãÔÔ®äÅâ ÑËçÍâÌÓÈítÖÕìð óéYâÌÖãÔÔ®äÅâ ÑËçÍâÌÓÈítÖÕìð ó    

ÊèÈäÕ¿Ì ãÕnÒâÖìÓÖÈä ¿ãÓÈâÊzÐçÈìð óóÊèÈäÕ¿Ì ãÕnÒâÖìÓÖÈä ¿ãÓÈâÊzÐçÈìð óóÊèÈäÕ¿Ì ãÕnÒâÖìÓÖÈä ¿ãÓÈâÊzÐçÈìð óóÊèÈäÕ¿Ì ãÕnÒâÖìÓÖÈä ¿ãÓÈâÊzÐçÈìð óó    

ÈÑÖâ ÑrÈâ;pÒnÒìãÕôÐâÕìÓãÈãÌÐôÓð óÈÑÖâ ÑrÈâ;pÒnÒìãÕôÐâÕìÓãÈãÌÐôÓð óÈÑÖâ ÑrÈâ;pÒnÒìãÕôÐâÕìÓãÈãÌÐôÓð óÈÑÖâ ÑrÈâ;pÒnÒìãÕôÐâÕìÓãÈãÌÐôÓð ó    

ÖÕôÓäãÈ ÓÖìð sÍöwÃï ÍçwÃï ½çÇãÕÐèØÇìð óóÖÕôÓäãÈ ÓÖìð sÍöwÃï ÍçwÃï ½çÇãÕÐèØÇìð óóÖÕôÓäãÈ ÓÖìð sÍöwÃï ÍçwÃï ½çÇãÕÐèØÇìð óóÖÕôÓäãÈ ÓÖìð sÍöwÃï ÍçwÃï ½çÇãÕÐèØÇìð óó    

áÈ#Õ ÑÚâ»âvÒï Èt»ùâô ¿ ÑÚâáÈ#Õ ÑÚâ»âvÒï Èt»ùâô ¿ ÑÚâáÈ#Õ ÑÚâ»âvÒï Èt»ùâô ¿ ÑÚâáÈ#Õ ÑÚâ»âvÒï Èt»ùâô ¿ ÑÚâ»ãÕð ó»ãÕð ó»ãÕð ó»ãÕð ó    

ÕâgÕìÊgËÍýËâÌë;ãÍ ÓÖ #ÕâÝ ÁäãÕÈÑ z óÕâgÕìÊgËÍýËâÌë;ãÍ ÓÖ #ÕâÝ ÁäãÕÈÑ z óÕâgÕìÊgËÍýËâÌë;ãÍ ÓÖ #ÕâÝ ÁäãÕÈÑ z óÕâgÕìÊgËÍýËâÌë;ãÍ ÓÖ #ÕâÝ ÁäãÕÈÑ z ó    

ÍöÉ» z ÍýÒtÌï ãÌÕôtÒô Õâ½zãÕ®ÑãÇÓÖâÊzÕÍçð óÍöÉ» z ÍýÒtÌï ãÌÕôtÒô Õâ½zãÕ®ÑãÇÓÖâÊzÕÍçð óÍöÉ» z ÍýÒtÌï ãÌÕôtÒô Õâ½zãÕ®ÑãÇÓÖâÊzÕÍçð óÍöÉ» z ÍýÒtÌï ãÌÕôtÒô Õâ½zãÕ®ÑãÇÓÖâÊzÕÍçð ó    

¿ÈôçÕ½ôÎÔï ãÕSÕvÒâKÒâÈâï ÌâÒ»âKÒÒâ óó ¿ÈôçÕ½ôÎÔï ãÕSÕvÒâKÒâÈâï ÌâÒ»âKÒÒâ óó ¿ÈôçÕ½ôÎÔï ãÕSÕvÒâKÒâÈâï ÌâÒ»âKÒÒâ óó ¿ÈôçÕ½ôÎÔï ãÕSÕvÒâKÒâÈâï ÌâÒ»âKÒÒâ óó     

Agnipurāṇa, Verses 24 to 34  
A mahākāvya is usually divided into cantos (sargas). It is to 

be written in pure Sanskrit and in no other dialect. Some 
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historical incidents or some characters of celebrity should 

form the theme of a mahākāvya or some supernatural events 

might be as well immortalized in its pages. Such political 

incidents, as councils of state, sending of embassies, as well 

as the marching out of soldiers in battleground, should be 

taken not to encumber its majesty with a dull monotony of 

detailed descriptions. The metres, to be used, in its 

composition, are the Śakvarī, the Ati-Jagatī, the Ati-Śakvarī, 

the Triṣṭup and the Puṣpitāgrā. The cantos shall deal with 

different incidents of the same story and they should not be 

too short or succinct. Over and above these, it shall contain 

glowing and graphic descriptions of cities, oceans, mountains, 

seasons, the sun, the moon and the hermitage. The forest, the 

garden, the sporting with maidens in water, the drinking 

assembly, the festivities of love, the conduct of wanton girls, 

the emissaries of love, should be all described and discussed 

therein. All sentiments with their accessories should be 

touched upon, and all styles of composition and rhetoric 

should used into the creation of mahākāvya poem. mahākāvya 

possesses the above mentioned characteristics and the 

composer of a mahākāvya, is called a Mahākavi. One 

predominant sentiment should run through the entire length of 

the poem, even in the midst of such a diversity of topics 

discussed therein. It is the sentiment that forms the soul of a 

mahākāvya; the different topics only serve to bring it out to a 

greater prominence. The poet, in the character of his hero, 
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unrolls the whole universe, as it were, with its four-fold 

knowledge to the vision of his readers.21 

The erudite scholar of Sanskrit literature Daṇḍin has given the following 

definition of mahākāvya in his Kāvyādarśa: 

Ö½ôÏnËí ÑÚâ»âvÒÑçcÒÈë ÈsÒ ÔÜÇÑ z óÖ½ôÏnËí ÑÚâ»âvÒÑçcÒÈë ÈsÒ ÔÜÇÑ z óÖ½ôÏnËí ÑÚâ»âvÒÑçcÒÈë ÈsÒ ÔÜÇÑ z óÖ½ôÏnËí ÑÚâ»âvÒÑçcÒÈë ÈsÒ ÔÜÇÑ z ó    

áâ×äÌôÑ*s®Òâáâ×äÌôÑ*s®Òâáâ×äÌôÑ*s®Òâáâ×äÌôÑ*s®Òâ    ÕsÈçãÌÊëô×í ÕâãÍ ÈnÑç¼Ñ z óóÕsÈçãÌÊëô×í ÕâãÍ ÈnÑç¼Ñ z óóÕsÈçãÌÊëô×í ÕâãÍ ÈnÑç¼Ñ z óóÕsÈçãÌÊëô×í ÕâãÍ ÈnÑç¼Ñ z óó    

åãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ z óåãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ z óåãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ z óåãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ z ó    

¿ÈçÕô½ô¿ÈçÕô½ô¿ÈçÕô½ô¿ÈçÕô½ôÎÔíÍëÈï ¿ÈçÓíÊâùÌâÒ»Ñz óóÎÔíÍëÈï ¿ÈçÓíÊâùÌâÒ»Ñz óóÎÔíÍëÈï ¿ÈçÓíÊâùÌâÒ»Ñz óóÎÔíÍëÈï ¿ÈçÓíÊâùÌâÒ»Ñz óó    

Ì½ÓâÇôÕ×Ì½ÓâÇôÕ×Ì½ÓâÇôÕ×Ì½ÓâÇôÕ×ìÔ^âìÔ^âìÔ^âìÔ^âôç¿n¨â»íôÊÒÕÇôÌìð óôç¿n¨â»íôÊÒÕÇôÌìð óôç¿n¨â»íôÊÒÕÇôÌìð óôç¿n¨â»íôÊÒÕÇôÌìð ó    

éYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óóéYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óóéYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óóéYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óó    

ãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð óãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð óãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð óãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð ó    

ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óóÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óóÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óóÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óó    

áÔï™ÈÑÖïãÜpÈï ÓÖÐâÕãÌÓnÈÓÑ z óáÔï™ÈÑÖïãÜpÈï ÓÖÐâÕãÌÓnÈÓÑ z óáÔï™ÈÑÖïãÜpÈï ÓÖÐâÕãÌÓnÈÓÑ z óáÔï™ÈÑÖïãÜpÈï ÓÖÐâÕãÌÓnÈÓÑ z ó    

Ö½ìôÓÌãÈãÕsÈäÇìôð ÙvÒÕöÈìð ÖçÖ*nËãÐð óóÖ½ìôÓÌãÈãÕsÈäÇìôð ÙvÒÕöÈìð ÖçÖ*nËãÐð óóÖ½ìôÓÌãÈãÕsÈäÇìôð ÙvÒÕöÈìð ÖçÖ*nËãÐð óóÖ½ìôÓÌãÈãÕsÈäÇìôð ÙvÒÕöÈìð ÖçÖ*nËãÐð óó    

ÖÕôÝãÐnÌÕöùânÈìrÍëÈï Ôí»Ó:Á»Ñ z óÖÕôÝãÐnÌÕöùânÈìrÍëÈï Ôí»Ó:Á»Ñ z óÖÕôÝãÐnÌÕöùânÈìrÍëÈï Ôí»Ó:Á»Ñ z óÖÕôÝãÐnÌÕöùânÈìrÍëÈï Ôí»Ó:Á»Ñ z ó    

»âvÒï »lÍânÈÓsÉâãÒ ÁâÒëÈ ÖÊÔï™ãÈ óó»âvÒï »lÍânÈÓsÉâãÒ ÁâÒëÈ ÖÊÔï™ãÈ óó»âvÒï »lÍânÈÓsÉâãÒ ÁâÒëÈ ÖÊÔï™ãÈ óó»âvÒï »lÍânÈÓsÉâãÒ ÁâÒëÈ ÖÊÔï™ãÈ óó    

nÒèÌÑpÒÝ Òìð »ë*S¿Êï½ìð »âvÒï Ì ÊçwÒãÈ ónÒèÌÑpÒÝ Òìð »ë*S¿Êï½ìð »âvÒï Ì ÊçwÒãÈ ónÒèÌÑpÒÝ Òìð »ë*S¿Êï½ìð »âvÒï Ì ÊçwÒãÈ ónÒèÌÑpÒÝ Òìð »ë*S¿Êï½ìð »âvÒï Ì ÊçwÒãÈ ó        

ÒYçÍâùëØçÒYçÍâùëØçÒYçÍâùëØçÒYçÍâùëØç    ÖmÍãùÓâÓâËÒãÈ ÈãÖmÍãùÓâÓâËÒãÈ ÈãÖmÍãùÓâÓâËÒãÈ ÈãÖmÍãùÓâÓâËÒãÈ Èã]]]]Êð óóÊð óóÊð óóÊð óó        

½çÇÈð Íýâ½çÍnÒsÒ ÌâÒ»ï ÈëÌ ãÕã]ØâÑ z ó½çÇÈð Íýâ½çÍnÒsÒ ÌâÒ»ï ÈëÌ ãÕã]ØâÑ z ó½çÇÈð Íýâ½çÍnÒsÒ ÌâÒ»ï ÈëÌ ãÕã]ØâÑ z ó½çÇÈð Íýâ½çÍnÒsÒ ÌâÒ»ï ÈëÌ ãÕã]ØâÑ z ó        

ãÌÓâ»ÓÇãÑtÒëØ Ñâ½ôð Íý™ãÈÖçnÊÓð óóãÌÓâ»ÓÇãÑtÒëØ Ñâ½ôð Íý™ãÈÖçnÊÓð óóãÌÓâ»ÓÇãÑtÒëØ Ñâ½ôð Íý™ãÈÖçnÊÓð óóãÌÓâ»ÓÇãÑtÒëØ Ñâ½ôð Íý™ãÈÖçnÊÓð óó        

Õï×ÕäÒôÙçÈâãÊãÌ ÕÇôãÒtÕâ ãÓÍíÓãÍ óÕï×ÕäÒôÙçÈâãÊãÌ ÕÇôãÒtÕâ ãÓÍíÓãÍ óÕï×ÕäÒôÙçÈâãÊãÌ ÕÇôãÒtÕâ ãÓÍíÓãÍ óÕï×ÕäÒôÙçÈâãÊãÌ ÕÇôãÒtÕâ ãÓÍíÓãÍ ó        

ÈjÁÒânÌâÒ»ít»ØôÇÕÇôÌ:¿ ãËÌíãÈ ÌðÈjÁÒânÌâÒ»ít»ØôÇÕÇôÌ:¿ ãËÌíãÈ ÌðÈjÁÒânÌâÒ»ít»ØôÇÕÇôÌ:¿ ãËÌíãÈ ÌðÈjÁÒânÌâÒ»ít»ØôÇÕÇôÌ:¿ ãËÌíãÈ Ìð    óóóóóóóó    22  

                                                             
21 Joshi, K. L., Ed., Agni Mahāpurāna, Vol. 2, pp. no. 337-338 

22 Daṇḍin, KD, I.14 to 22 
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A ‘Sarga-bandha’ is a ‘Mahākāvya’. Its characteristics are 

discussed here. Its beginning is either a blessing or a 

dedication or an indication of the contents. It has its source 

either in a story told in the Itihāsa or other good material. It 

deals with the fruit (goal) of the four kinds (Dharma, Artha, 

Kāma and Mokṣa). It has a great and generous person as the 

hero. It is embellished with descriptions of cities, oceans, 

hills, the seasons, the moonrise, the sunrise, of sport in the 

garden and of the sport in the waters, of drinking scenes, of 

festivals, of enjoyment (love), of separation (of lovers), of 

(their) marriage and (their) nuptials and birth of princes, 

likewise of consultation with the ministers of sending 

messengers or ambassadors of journeys (royal progress), of 

war and the hero’s victories; dealing with these at length and 

being full of Rasa (flavor) and Bhāva (suggestion): with 

sargas which are not very lengthy and which are well-formed 

with verse measures pleasing to the ear; everywhere dealing 

with a variety of topics (in each case ending each cantos in a 

different metre). Such a poem being well-embellished will be 

pleasing to the world at large and will survive several epochs 

(kalpas). A poem does not become unacceptable even when 

some of these parts are wanting if the poem is pleasing to 

those who know how to judge. At first describing the hero by 

his good qualities and by that very description despising his 

enemies is naturally a beautiful method. After describing the 

lineage, prowess and scholarship etc., even of the enemy, the 
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excellence of the hero by his victory over such an enemy is in 

our opinion also pleasing.23 

Bhāmaha in his work Kāvyālańkāra emphasized only two things i.e. form and 

matter. In his book, he gives the definition of mahākāvya as follows: 

Ö½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzóÖ½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzóÖ½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzóÖ½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzó    

á½ýâmÒ×bÊÑTÒõ ¿ ÖâÔaz»âÓï ÖÊâÙÒÑzóóá½ýâmÒ×bÊÑTÒõ ¿ ÖâÔaz»âÓï ÖÊâÙÒÑzóóá½ýâmÒ×bÊÑTÒõ ¿ ÖâÔaz»âÓï ÖÊâÙÒÑzóóá½ýâmÒ×bÊÑTÒõ ¿ ÖâÔaz»âÓï ÖÊâÙÒÑzóó    

ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒì@ ÒÈzóâBÒçÊÒì@ ÒÈzóâBÒçÊÒì@ ÒÈzóâBÒçÊÒì@ ÒÈzó    

Í:¿ãÐð Ö*nËãÐÒçôkÈï ÌâãÈvÒâKÒëÒÑöã}ÑÈzóóÍ:¿ãÐð Ö*nËãÐÒçôkÈï ÌâãÈvÒâKÒëÒÑöã}ÑÈzóóÍ:¿ãÐð Ö*nËãÐÒçôkÈï ÌâãÈvÒâKÒëÒÑöã}ÑÈzóóÍ:¿ãÐð Ö*nËãÐÒçôkÈï ÌâãÈvÒâKÒëÒÑöã}ÑÈzóó    

¿ÈçÕô½âôãÐËâÌë;ãÍ ÐèÒÖâÉíôÍÊë×™Èzó¿ÈçÕô½âôãÐËâÌë;ãÍ ÐèÒÖâÉíôÍÊë×™Èzó¿ÈçÕô½âôãÐËâÌë;ãÍ ÐèÒÖâÉíôÍÊë×™Èzó¿ÈçÕô½âôãÐËâÌë;ãÍ ÐèÒÖâÉíôÍÊë×™Èzó    

ÒçkÈï Ôí»sÕÐâÕëÌ ÓÖì@ Ö»Ôìð ÍöÉ» zóóÒçkÈï Ôí»sÕÐâÕëÌ ÓÖì@ Ö»Ôìð ÍöÉ» zóóÒçkÈï Ôí»sÕÐâÕëÌ ÓÖì@ Ö»Ôìð ÍöÉ» zóóÒçkÈï Ôí»sÕÐâÕëÌ ÓÖì@ Ö»Ôìð ÍöÉ» zóó        

ÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðóÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðóÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðóÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðó    

Ì ÈsÒìÕ ÕËï ÏýèÒâÊnÒít»ØâôãÌ ÈsÒìÕ ÕËï ÏýèÒâÊnÒít»ØâôãÌ ÈsÒìÕ ÕËï ÏýèÒâÊnÒít»ØâôãÌ ÈsÒìÕ ÕËï ÏýèÒâÊnÒít»ØâôãÐãËtâsÒâóóÐãËtâsÒâóóÐãËtâsÒâóóÐãËtâsÒâóó    

ÒãÊ »âvÒï ×ÓäÓsÒ Ì Ö vÒâãÍÈÒëwÒÈëóÒãÊ »âvÒï ×ÓäÓsÒ Ì Ö vÒâãÍÈÒëwÒÈëóÒãÊ »âvÒï ×ÓäÓsÒ Ì Ö vÒâãÍÈÒëwÒÈëóÒãÊ »âvÒï ×ÓäÓsÒ Ì Ö vÒâãÍÈÒëwÒÈëó    

Ì ¿âBÒçÊÒÐâkÈsÒ Ì ¿âBÒçÊÒÐâkÈsÒ Ì ¿âBÒçÊÒÐâkÈsÒ Ì ¿âBÒçÊÒÐâkÈsÒ Ì Ñç¾âÊî ½ýÚÇsÈÕîóó Ì Ñç¾âÊî ½ýÚÇsÈÕîóó Ì Ñç¾âÊî ½ýÚÇsÈÕîóó Ì Ñç¾âÊî ½ýÚÇsÈÕîóó 24    

“Sargabandha means Mahākāvya, It is so called because it is 

composed in Sargas. It is large and describes significant 

events in the lives of great men and women. Vulgar 

expressions have no place in it. It is full of graceful thoughts 

and ideas, embellished with figures of speech and described 

good and dignified characters. Besides, it abounds in the 

description of conference for discussion between the kings 

and their ministers, sending of the messengers, wars, victory 

of the hero, etc. It contains five Sandhis - Mukha, 

Pratimukha, Garbha, Vimarśa and Upasamhāra, the stages 

                                                             
23 Ibid  
24 Bhāmaha, KL, I. 19 to 23.  
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sowing the development of the narrative. Its understanding 

and appreciation do not demand lengthy explanatory 

commentaries. In other words, it is written in a simple, lucid 

and intelligible style. Though it describes all the four 

Purusarthas- Dharma, Artha, Kāma and Mokşa, it lays more 

stress on the artha. It is in accord with the natural state of the 

movable and immovable world, besides being rich in all 

sentiments. The mahākavi should be careful in not describing 

the death of hero. For, the hero is expected to occupy and 

influence the mahākāvya from its beginning right up to its 

end.25    

Viśvanātha has given the following definition of mahākāvya in his 

Sāhityadarpaṇa:  

    Ö½ôÏnËí ÑÚâ»âvÒï ÈÝì»í Ö½ôÏnËí ÑÚâ»âvÒï ÈÝì»í Ö½ôÏnËí ÑÚâ»âvÒï ÈÝì»í Ö½ôÏnËí ÑÚâ»âvÒï ÈÝì»í ÌâÒ»ð ÖçÓðóÌâÒ»ð ÖçÓðóÌâÒ»ð ÖçÓðóÌâÒ»ð ÖçÓðó    

Ö]Ö]Ö]Ö]ïïïï×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈðóó×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈðóó×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈðóó×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈðóó    

#»Õï×ÐÕâ ÐèÍâð »çÔÁâ ÏÚÕí;ãÍ Õâó#»Õï×ÐÕâ ÐèÍâð »çÔÁâ ÏÚÕí;ãÍ Õâó#»Õï×ÐÕâ ÐèÍâð »çÔÁâ ÏÚÕí;ãÍ Õâó#»Õï×ÐÕâ ÐèÍâð »çÔÁâ ÏÚÕí;ãÍ Õâó    

Ùöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈëóóÙöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈëóóÙöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈëóóÙöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈëóó    

áaz½âãÌ ÖÕëô;ãÍ ÓÖâð ÖÕëô ÌâÃ»Öáaz½âãÌ ÖÕëô;ãÍ ÓÖâð ÖÕëô ÌâÃ»Öáaz½âãÌ ÖÕëô;ãÍ ÓÖâð ÖÕëô ÌâÃ»Öáaz½âãÌ ÖÕëô;ãÍ ÓÖâð ÖÕëô ÌâÃ»ÖnnnnËÒðóËÒðóËÒðóËÒðó        

åãÈÚâÖíåãÈÚâÖíåãÈÚâÖíåãÈÚâÖí…………Õï ÕöùÑnÒ]â ÖjÁÌâÙÒÑ zóóÕï ÕöùÑnÒ]â ÖjÁÌâÙÒÑ zóóÕï ÕöùÑnÒ]â ÖjÁÌâÙÒÑ zóóÕï ÕöùÑnÒ]â ÖjÁÌâÙÒÑ zóó    

¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó¿tÕâÓsÈsÒ Õ½âôð sÒçsÈëwÕë»ï ¿ ÎÔï ÐÕëÈzó    

áâÊî ÌÑ*s®Òâ×äÕâô ÕsÈçãÌÊëáâÊî ÌÑ*s®Òâ×äÕâô ÕsÈçãÌÊëáâÊî ÌÑ*s®Òâ×äÕâô ÕsÈçãÌÊëáâÊî ÌÑ*s®Òâ×äÕâô ÕsÈçãÌÊëô× #Õ Õâóóô× #Õ Õâóóô× #Õ Õâóóô× #Õ Õâóó    

kÕã¿ãnÌnÊâ ¼ÔâÊäÌâï ÖÈâï ¿ ½çÇ»äÈôÌÑzókÕã¿ãnÌnÊâ ¼ÔâÊäÌâï ÖÈâï ¿ ½çÇ»äÈôÌÑzókÕã¿ãnÌnÊâ ¼ÔâÊäÌâï ÖÈâï ¿ ½çÇ»äÈôÌÑzókÕã¿ãnÌnÊâ ¼ÔâÊäÌâï ÖÈâï ¿ ½çÇ»äÈôÌÑzó    

#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðóó#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðóó#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðóó#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðóó    

ÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚóÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚóÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚóÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚó    

                                                             
25 Lele, W. K, Bhāmaha’s Kāvyālańkāra : A Stylistic and Methodological Study, pp.95-96 
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ÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈëóóÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈëóóÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈëóóÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈëóó    

Ö½âônÈë ÐâãÕÖ½ôsÒ »ÉâÒâð Öè¿Ìï ÐÕëÈzóÖ½âônÈë ÐâãÕÖ½ôsÒ »ÉâÒâð Öè¿Ìï ÐÕëÈzóÖ½âônÈë ÐâãÕÖ½ôsÒ »ÉâÒâð Öè¿Ìï ÐÕëÈzóÖ½âônÈë ÐâãÕÖ½ôsÒ »ÉâÒâð Öè¿Ìï ÐÕëÈzó    

ÖïDÒâÖèÒëônÊçÓÁÌäÍýÊíØDÕânÈÕâÖÓâðóóÖïDÒâÖèÒëônÊçÓÁÌäÍýÊíØDÕânÈÕâÖÓâðóóÖïDÒâÖèÒëônÊçÓÁÌäÍýÊíØDÕânÈÕâÖÓâðóóÖïDÒâÖèÒëônÊçÓÁÌäÍýÊíØDÕânÈÕâÖÓâðóó    

ÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½ÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½ÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½ÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½ÓâðóÓâðóÓâðóÓâðó    

ÖÖÖÖmmmmÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóóÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóóÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóóÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóó    

ÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðóÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðóÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðóÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðó    

ÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóóÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóóÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóóÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóó    

»ÕëÕôöùsÒ Õâ ÌâmÌâ ÌâÒ»sÒëÈÓsÒ Õâó»ÕëÕôöùsÒ Õâ ÌâmÌâ ÌâÒ»sÒëÈÓsÒ Õâó»ÕëÕôöùsÒ Õâ ÌâmÌâ ÌâÒ»sÒëÈÓsÒ Õâó»ÕëÕôöùsÒ Õâ ÌâmÌâ ÌâÒ»sÒëÈÓsÒ Õâó    

ÌâÑâsÒ Ö½íôÍâÊëÒ»ÉÒâ Ö½ôÌâÑ ÈçóóÌâÑâsÒ Ö½íôÍâÊëÒ»ÉÒâ Ö½ôÌâÑ ÈçóóÌâÑâsÒ Ö½íôÍâÊëÒ»ÉÒâ Ö½ôÌâÑ ÈçóóÌâÑâsÒ Ö½íôÍâÊëÒ»ÉÒâ Ö½ôÌâÑ Èçóó VI.315-32526 

“The classical age of Sanskrit literature generally known as 

the Golden Era, which is identified with the Post-Gupta 

period of Indian history, brought out some of the best literary 

creations. The Mahākāvya (epic) form of literature with its 

themes based on Paurāņic or historical episode and 

containing all the essential features of poetic embellishment 

was a product of this age. Benevolent monarchs, who 

themselves were endowed with literary talent, encouraged 

such poetic writings. About the same period, various works 

on poetics, defining and illustrating the various forms of 

literary embellishments, were also written. It is difficult to say 

whether the mahākāvyas set the pace for patricians or the 

poets followed the prescriptions of such literary manuals. It 

would be safer to presume that a constant interaction between 

                                                             
26 Viśvanātha, SD, VI.315-325   
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literary critics and poets, each influencing the other, was 

responsible for the growth of a healthy tradition.”27    

S.B. Raghunathcharya criticizes those who believe that Sanskrit is a dead 

language. Therefore he states: 

“Many people believe firmly that Sanskrit is a tradition bound 

one and reforms or innovations are not acceptable to it. Based 

on this belief they conclude that Sanskrit literature has no 

relevance to the present day society, over the centuries, 

Sanskrit remained unchanged without bothering about the 

tremendous changes that are taking place in the society and 

that is why the number of writers in Sanskrit is fast 

dwindling.”28  

He further remarks: 

“Sanskrit is the oldest living language in the world. Some ill 

informed tend to dismiss it as a dead language. But Sanskrit is 

even today rich and dynamic. There are number of scholars 

who are enriching it with their master pieces.”29  

However, with the passage of time the modern poet has changed the definition 

of mahākāvya. Hiralal Shukla writes:  

“A great change came over Sanskrit literature after the middle 

of the 18th century. The style and the subject matter of poetry 

equally changed. The way of writing became more varied and 

natural, and bit by bit, the bondage of heroic couplet was 

                                                             
27 Swāmināthan, C.R., Kumāradāsa, p.9 
28 Raghunāthcārya, S.B., Modern Sanskrit Literature Tradition and Innovations, p. 1  
29 Ibdi, p. i  
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shaken off. Writers again began to reveal in country life and 

beautiful scenery and mountains.”30  

Hence, we can see that modern poets have accepted new style to compose 

mahākāvya, following the definition of ancient rhetorician. Modern mahākāvya is 

invaluable gem in the field of Sanskrit. Therefore, there is more scope for 

research in this field. Rabindra Kumar Panda writes:  

“The substantial growth both qualitative and quantitative of 

mahākāvya has widened the scope of study and research in 

Sanskrit. The study of Sanskrit mahākāvya of modern period 

is an interesting exercise to understand the human values 

preached by the poets through their kāvyas. The poets of 

modern period do not maintain the tradition for the sake of 

tradition. They do feel the literary value of this type of long 

composition, which gives enough scope for displaying one’s 

creative genius and bringing together many interesting things. 

They have been striving hard to preserve the language which 

is perishing day by day by making continuous efforts in 

composing literature in various forms.”31  

Having studied the views of all the ancient rhetoricians, Rahas Vihari Dwivedi has 

given the following definition:   

 Ö½ìôÕöôùìS¿ Ï}ï Ö_ÊÒ_ÊÒâ¤âãÊ×bÊâÉôÓmÒïÖ½ìôÕöôùìS¿ Ï}ï Ö_ÊÒ_ÊÒâ¤âãÊ×bÊâÉôÓmÒïÖ½ìôÕöôùìS¿ Ï}ï Ö_ÊÒ_ÊÒâ¤âãÊ×bÊâÉôÓmÒïÖ½ìôÕöôùìS¿ Ï}ï Ö_ÊÒ_ÊÒâ¤âãÊ×bÊâÉôÓmÒï    

    ÖïÕâÊìS¿íc¿ã×lÍìð ÖÈÈÓÖÑÒï ½ý*nÉÑçkÈï ÖÑö}Ñ z óÖïÕâÊìS¿íc¿ã×lÍìð ÖÈÈÓÖÑÒï ½ý*nÉÑçkÈï ÖÑö}Ñ z óÖïÕâÊìS¿íc¿ã×lÍìð ÖÈÈÓÖÑÒï ½ý*nÉÑçkÈï ÖÑö}Ñ z óÖïÕâÊìS¿íc¿ã×lÍìð ÖÈÈÓÖÑÒï ½ý*nÉÑçkÈï ÖÑö}Ñ z ó    

    ÍâÝï sÒâÊz ÒsÒ ÑçKÒï ÍÓÑ½çÇÒçÈï Ôí»ãÕKÒâÈÕöùï ÍâÝï sÒâÊz ÒsÒ ÑçKÒï ÍÓÑ½çÇÒçÈï Ôí»ãÕKÒâÈÕöùï ÍâÝï sÒâÊz ÒsÒ ÑçKÒï ÍÓÑ½çÇÒçÈï Ôí»ãÕKÒâÈÕöùï ÍâÝï sÒâÊz ÒsÒ ÑçKÒï ÍÓÑ½çÇÒçÈï Ôí»ãÕKÒâÈÕöùï     

                                                             
30 Shukla, H. L. Modern Sanskrit Literature, pp.6-7 

31 Panda, Rabindra, K., Essays on Modern Sanskrit Poetry, p. 22.   
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    ÐvÒï Ôí»sÕÐâÕï ÑÚÊãÍ ÑÚÈâï ÈnÑÚâ»âvÒÑâsÈë óóÐvÒï Ôí»sÕÐâÕï ÑÚÊãÍ ÑÚÈâï ÈnÑÚâ»âvÒÑâsÈë óóÐvÒï Ôí»sÕÐâÕï ÑÚÊãÍ ÑÚÈâï ÈnÑÚâ»âvÒÑâsÈë óóÐvÒï Ôí»sÕÐâÕï ÑÚÊãÍ ÑÚÈâï ÈnÑÚâ»âvÒÑâsÈë óó    32    

Rajendra Mishra has also given the modern definition of mahākāvya as follows: 

 Ö½ôÏnËí ÑÚâ»âvÒï Ôí»ÕnYÁÌâÙÒÑ zóÖ½ôÏnËí ÑÚâ»âvÒï Ôí»ÕnYÁÌâÙÒÑ zóÖ½ôÏnËí ÑÚâ»âvÒï Ôí»ÕnYÁÌâÙÒÑ zóÖ½ôÏnËí ÑÚâ»âvÒï Ôí»ÕnYÁÌâÙÒÑ zó    

    KÒâÍÒÊz ãÕœÏnËçtÕï sÉâÍÒÊz ãÕœÑaz½ÔÑ zóóKÒâÍÒÊz ãÕœÏnËçtÕï sÉâÍÒÊz ãÕœÑaz½ÔÑ zóóKÒâÍÒÊz ãÕœÏnËçtÕï sÉâÍÒÊz ãÕœÑaz½ÔÑ zóóKÒâÍÒÊz ãÕœÏnËçtÕï sÉâÍÒÊz ãÕœÑaz½ÔÑ zóó    

    ÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍðóÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍðóÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍðóÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍðó    

    ¿âr¿Òíô;ÉÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔðóó¿âr¿Òíô;ÉÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔðóó¿âr¿Òíô;ÉÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔðóó¿âr¿Òíô;ÉÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔðóó    

    ÍýâÈsÖnDÒâãÌ×äÉënÊçÍýâÈsÖnDÒâãÌ×äÉënÊçÍýâÈsÖnDÒâãÌ×äÉënÊçÍýâÈsÖnDÒâãÌ×äÉënÊç----    Ðâs»ÓíÊÒÈâÓ»âðóÐâs»ÓíÊÒÈâÓ»âðóÐâs»ÓíÊÒÈâÓ»âðóÐâs»ÓíÊÒÈâÓ»âðó    

    ÕÌíYâÌÌÊäãÖnËçÕÌíYâÌÌÊäãÖnËçÕÌíYâÌÌÊäãÖnËçÕÌíYâÌÌÊäãÖnËç----    ÍýÍâÈâã¨ÍýÍâÈâã¨ÍýÍâÈâã¨ÍýÍâÈâã¨----    ÏÔâÚ»âðóóÏÔâÚ»âðóóÏÔâÚ»âðóóÏÔâÚ»âðóó    

    ½ýâÑâÙÑ½ýâÑâÙÑ½ýâÑâÙÑ½ýâÑâÙÑ----    ÍçÓâ½ÑÍçÓâ½ÑÍçÓâ½ÑÍçÓâ½Ñ----    Êç½ôÊç½ôÊç½ôÊç½ô----    ÖìnÒÓÇíYÑâðóÖìnÒÓÇíYÑâðóÖìnÒÓÇíYÑâðóÖìnÒÓÇíYÑâðó    

    ÍçÝÁnÑâãÊÕöùânÈâð ÍâÑÓâÕâÖÖï»ÉâðóóÍçÝÁnÑâãÊÕöùânÈâð ÍâÑÓâÕâÖÖï»ÉâðóóÍçÝÁnÑâãÊÕöùânÈâð ÍâÑÓâÕâÖÖï»ÉâðóóÍçÝÁnÑâãÊÕöùânÈâð ÍâÑÓâÕâÖÖï»Éâðóó    

    åãÈÕöùâÌçÓíËâùç ÕÇôÌäÒâ Ì Õâ;nÒÉâðóåãÈÕöùâÌçÓíËâùç ÕÇôÌäÒâ Ì Õâ;nÒÉâðóåãÈÕöùâÌçÓíËâùç ÕÇôÌäÒâ Ì Õâ;nÒÉâðóåãÈÕöùâÌçÓíËâùç ÕÇôÌäÒâ Ì Õâ;nÒÉâðó    

    ÍýÖ[ ÕÇôÌë ÈëØâï Ì ¿ Èö*pÈÌô Õâ Ò×ðóóÍýÖ[ ÕÇôÌë ÈëØâï Ì ¿ Èö*pÈÌô Õâ Ò×ðóóÍýÖ[ ÕÇôÌë ÈëØâï Ì ¿ Èö*pÈÌô Õâ Ò×ðóóÍýÖ[ ÕÇôÌë ÈëØâï Ì ¿ Èö*pÈÌô Õâ Ò×ðóó        

Ò*cÀÕï Òc¿ ÖtÒï sÒâÊÉÕâ Ôí»Ñï½ÔÑ zóÒ*cÀÕï Òc¿ ÖtÒï sÒâÊÉÕâ Ôí»Ñï½ÔÑ zóÒ*cÀÕï Òc¿ ÖtÒï sÒâÊÉÕâ Ôí»Ñï½ÔÑ zóÒ*cÀÕï Òc¿ ÖtÒï sÒâÊÉÕâ Ôí»Ñï½ÔÑ zó    

ÕÇôÌäÒï Íý»lpÒâãÍ »Éâï×ä™tÒ sâÕÇôÌäÒï Íý»lpÒâãÍ »Éâï×ä™tÒ sâÕÇôÌäÒï Íý»lpÒâãÍ »Éâï×ä™tÒ sâÕÇôÌäÒï Íý»lpÒâãÍ »Éâï×ä™tÒ sâââââÊÓÑ zóóÊÓÑ zóóÊÓÑ zóóÊÓÑ zóó    

Ö½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâðóÖ½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâðóÖ½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâðóÖ½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâðó    

áwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖáwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖáwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖáwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖïïïïKÒâ ÍýÉäÒÖäóóKÒâ ÍýÉäÒÖäóóKÒâ ÍýÉäÒÖäóóKÒâ ÍýÉäÒÖäóó    

ÌíÊzÕë½ð »ãÕÌâ »âÒôð ÍâÄ»âÌâï ÓÖâtÑÌâÑ zóÌíÊzÕë½ð »ãÕÌâ »âÒôð ÍâÄ»âÌâï ÓÖâtÑÌâÑ zóÌíÊzÕë½ð »ãÕÌâ »âÒôð ÍâÄ»âÌâï ÓÖâtÑÌâÑ zóÌíÊzÕë½ð »ãÕÌâ »âÒôð ÍâÄ»âÌâï ÓÖâtÑÌâÑ zó    

Ö½ôÖïKÒâãÊãÕsÈâÓìÕôÇôÌìÕâô;ÌÍëãÜÈìðóóÖ½ôÖïKÒâãÊãÕsÈâÓìÕôÇôÌìÕâô;ÌÍëãÜÈìðóóÖ½ôÖïKÒâãÊãÕsÈâÓìÕôÇôÌìÕâô;ÌÍëãÜÈìðóóÖ½ôÖïKÒâãÊãÕsÈâÓìÕôÇôÌìÕâô;ÌÍëãÜÈìðóó    

    Ôí»Õöùï Ì ÚâÈvÒï ÑèÔÕöùíÍ»âÓ»Ñ zóÔí»Õöùï Ì ÚâÈvÒï ÑèÔÕöùíÍ»âÓ»Ñ zóÔí»Õöùï Ì ÚâÈvÒï ÑèÔÕöùíÍ»âÓ»Ñ zóÔí»Õöùï Ì ÚâÈvÒï ÑèÔÕöùíÍ»âÓ»Ñ zó    

    Ôí»ã¿ÝÇ½Ðõ ãÚ ÑÚâ»âvÒï ÑÚäÒÔí»ã¿ÝÇ½Ðõ ãÚ ÑÚâ»âvÒï ÑÚäÒÔí»ã¿ÝÇ½Ðõ ãÚ ÑÚâ»âvÒï ÑÚäÒÔí»ã¿ÝÇ½Ðõ ãÚ ÑÚâ»âvÒï ÑÚäÒÈëóóÈëóóÈëóóÈëóó    

ÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ zóÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ zóÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ zóÝÒâÇâï ÍçrØâÉâôÌâï »*@Êë»í ÐÕëÊz ËýçÕÑ zó    

    ÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ zóóÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ zóóÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ zóóÑÚâ»âvÒÎÔï ÓmÒï ËÑô»âÑâÉôÖmÑÈÑ zóó    

    ×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó    

    ÖÒtÌÑaz½ä»ÈôvÒð »ãÕÌâ ÍýãÈÐâÕÈâóóÖÒtÌÑaz½ä»ÈôvÒð »ãÕÌâ ÍýãÈÐâÕÈâóóÖÒtÌÑaz½ä»ÈôvÒð »ãÕÌâ ÍýãÈÐâÕÈâóóÖÒtÌÑaz½ä»ÈôvÒð »ãÕÌâ ÍýãÈÐâÕÈâóó    

                                                             
32 Dwivedi, Rahas Vihari, Sanskrit Mahākavyo Kā Samālochanātmak Adhyayan, p.9   
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    ÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒ----Ñ*NÅÈâðóÑ*NÅÈâðóÑ*NÅÈâðóÑ*NÅÈâðó    

    ÑÚâ»âvÒë ÍýÒíøvÒâð ÐâÕç»âÌâï ãÚ ÈçwÃÒëóóÑÚâ»âvÒë ÍýÒíøvÒâð ÐâÕç»âÌâï ãÚ ÈçwÃÒëóóÑÚâ»âvÒë ÍýÒíøvÒâð ÐâÕç»âÌâï ãÚ ÈçwÃÒëóóÑÚâ»âvÒë ÍýÒíøvÒâð ÐâÕç»âÌâï ãÚ ÈçwÃÒëóó    

    Ôí»íùÓ½çÔí»íùÓ½çÔí»íùÓ½çÔí»íùÓ½çÇâÊ×ôð ÍçrØí ÌâÒ»í ÐÕëÈzóÇâÊ×ôð ÍçrØí ÌâÒ»í ÐÕëÈzóÇâÊ×ôð ÍçrØí ÌâÒ»í ÐÕëÈzóÇâÊ×ôð ÍçrØí ÌâÒ»í ÐÕëÈzó    

    ÑÚäÒÖä ÍçÓnËýä Õâ ÌâÝ »âÒâô ãÕ¿âÓÇâóóÑÚäÒÖä ÍçÓnËýä Õâ ÌâÝ »âÒâô ãÕ¿âÓÇâóóÑÚäÒÖä ÍçÓnËýä Õâ ÌâÝ »âÒâô ãÕ¿âÓÇâóóÑÚäÒÖä ÍçÓnËýä Õâ ÌâÝ »âÒâô ãÕ¿âÓÇâóó    

    »ÉâÕìã×wÃ¥ÑâÔxÒ ÖÑ½ýï ÌâÒ»sÒ Õâó»ÉâÕìã×wÃ¥ÑâÔxÒ ÖÑ½ýï ÌâÒ»sÒ Õâó»ÉâÕìã×wÃ¥ÑâÔxÒ ÖÑ½ýï ÌâÒ»sÒ Õâó»ÉâÕìã×wÃ¥ÑâÔxÒ ÖÑ½ýï ÌâÒ»sÒ Õâó    

    »ÓÇäÒï ÑÚâ»âvÒsÒâãÐËâÌï Ò×s»ÓÑ zóó»ÓÇäÒï ÑÚâ»âvÒsÒâãÐËâÌï Ò×s»ÓÑ zóó»ÓÇäÒï ÑÚâ»âvÒsÒâãÐËâÌï Ò×s»ÓÑ zóó»ÓÇäÒï ÑÚâ»âvÒsÒâãÐËâÌï Ò×s»ÓÑ zóó 33  

Having seen the observations given above we conclude that mahākāvya must 

follow some specific criteria which were given by the earlier rhetoricians. 

Therefore, M. Krishnamachariar very briefly states:  

“A mahākāvya is a writing of considerable length, varying 

description and elaborate construction, embracing narrative, 

theological or historical and is divided into Sargas or Cantos 

for convenience of narration.”34 

 

V. Major characteristics of Mahākāvya 

Mahākāvya is generally different from the other types of poem i.e. Satakakāvya, 

Khaņdakāvya, Laghukāvya and so on. Therefore ancient rhetoricians laid 

emphasis on the definition of mahākāvya. Let us discuss major factors, which 

constitute a mahākāvya in details. 

  

I. Plot or Source  (Vastu) 

(1) According to Daṇḍin, the subject matter of the mahākāvya should be taken 

from the history or other good sources. He says:  

                                                             
33 Mishra, Rajendra, Kāvyasāshtriya Manadanda Evam Sanskrit- Navalekhan, in Drk pp. 24-25 
34 Krishnamachariar, M., op.cit., p. 81  
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åãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ zóåãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ zóåãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ zóåãÈÚâÖ»ÉíÊzÐèÈãÑÈÓ]â ÖÊâÙÒÑ zó    35 
 

(2)  Viśvanātha says that the theme of the mahākāvya should be related to the 

history or noble person;    

åãÈÚâÖíÊzÐÕï ÕöùÑnÒ]â ÖjÁÌâÙÒåãÈÚâÖíÊzÐÕï ÕöùÑnÒ]â ÖjÁÌâÙÒåãÈÚâÖíÊzÐÕï ÕöùÑnÒ]â ÖjÁÌâÙÒåãÈÚâÖíÊzÐÕï ÕöùÑnÒ]â ÖjÁÌâÙÒÑzóÑzóÑzóÑzó36    

    

II. Cantos or (Sarga) 

Almost all the rhetoricians are of the same opinion about the division of cantos. 

They say that mahākāvya should be divided at least into eight cantos or more than 

that. But it should not be less than eight cantos.  

(1) According to Viśvanātha:  

Ö½ôÏnËí ÑÚâ»âvÒïÖ½ôÏnËí ÑÚâ»âvÒïÖ½ôÏnËí ÑÚâ»âvÒïÖ½ôÏnËí ÑÚâ»âvÒï............................................................................................................óóóó    37 

ÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚóÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚóÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚóÌâãÈsÕlÍâ ÌâãÈÊä¾âôð Ö½âô áwÃâãË»â åÚó    

ÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈë óóÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈë óóÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈë óóÌâÌâÕöùÑÒð kÕâãÍ Ö½ôð »S¿Ì ÊöSÒÈë óó38 

(2) Bhāmaha has not fixed the boundary line of mahākāvya. He only suggests 

mahākāvya should be big in size:  

Ö½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzóÖ½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzóÖ½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzóÖ½ôÏnËí ÑÚâ»âvÒï ÑÚÈâï ¿ ÑÚc¿ ÒÈzó    39 

(3) According to Rajendra Mishra:  

ÖÖÖÖ½ôÏnËí ÑÚâ»âvÒï½ôÏnËí ÑÚâ»âvÒï½ôÏnËí ÑÚâ»âvÒï½ôÏnËí ÑÚâ»âvÒï............................................................................................................óóóó        

Ö½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâð óÖ½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâð óÖ½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâð óÖ½âô áwÃâãË»âð ÖnÈç »ÉâãÕsÈöãÈÖmÑÈâð ó    

áwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖáwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖáwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖáwÃãÝ½çÇÈâï ÒâÕtÖ½ôÖïïïïKÒâ ÍýÉäÒÖä óóKÒâ ÍýÉäÒÖä óóKÒâ ÍýÉäÒÖä óóKÒâ ÍýÉäÒÖä óó40 

 

                                                             
35 Daṇḍin, KD, I.15 
36 Viśvanātha, SD, VI.317 
37 Viśvanātha, SD, VI.315 
38 Ibid, VI.320 
39 Bhāmaha, KL, I. 19 
40 Mishra, Rajendra, op.cit., p.24-25 
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III.  Hero (Nāyaka) 
 

(1) According to Daṇḍin, the hero should be great and clever:  

            ¿ÈçÓíÊâùÌâÒ»Ñz¿ÈçÓíÊâùÌâÒ»Ñz¿ÈçÓíÊâùÌâÒ»Ñz¿ÈçÓíÊâùÌâÒ»Ñzóóóó    41    

    

(2) Viśvanātha defined in Sāhityadarpaṇa that hero should be endowed with the 

many qualities like valorous and possessing the qualities of Dhīrodātta: 

........................................................................................ÈÝì»í ÌâÒ»ð ÖçÓð óÈÝì»í ÌâÒ»ð ÖçÓð óÈÝì»í ÌâÒ»ð ÖçÓð óÈÝì»í ÌâÒ»ð ÖçÓð ó    

Ö]Ö]Ö]Ö]ïïïï×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈð óó×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈð óó×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈð óó×ð ÜãÝÒí ÕâãÍ ËäÓíÊâù½çÇâ*nÕÈð óó  

#»Õï×ÐÕâ ÐèÍâ »çÔÁâ ÏÚÕí;ãÍ Õâó#»Õï×ÐÕâ ÐèÍâ »çÔÁâ ÏÚÕí;ãÍ Õâó#»Õï×ÐÕâ ÐèÍâ »çÔÁâ ÏÚÕí;ãÍ Õâó#»Õï×ÐÕâ ÐèÍâ »çÔÁâ ÏÚÕí;ãÍ Õâó 42 

 

(3) Dhanañjaya writes about the qualities of a hero:  

“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.’’  

áãË»âÓð ÎÔsÕâBÒÑãË»âÓä ¿ ÈtÍýÐçð óáãË»âÓð ÎÔsÕâBÒÑãË»âÓä ¿ ÈtÍýÐçð óáãË»âÓð ÎÔsÕâBÒÑãË»âÓä ¿ ÈtÍýÐçð óáãË»âÓð ÎÔsÕâBÒÑãË»âÓä ¿ ÈtÍýÐçð ó 43 

ÌëÈâ ãÕÌäÈí ÑËçÓstÒâ½ä ÊÜð ãÍýÒïÕÊð óÌëÈâ ãÕÌäÈí ÑËçÓstÒâ½ä ÊÜð ãÍýÒïÕÊð óÌëÈâ ãÕÌäÈí ÑËçÓstÒâ½ä ÊÜð ãÍýÒïÕÊð óÌëÈâ ãÕÌäÈí ÑËçÓstÒâ½ä ÊÜð ãÍýÒïÕÊð ó 

ÓkÈÔí»ð ×çã¿ÕâôgÑä RÆÕï× *sÉÓí ÒçÕâ óóÓkÈÔí»ð ×çã¿ÕâôgÑä RÆÕï× *sÉÓí ÒçÕâ óóÓkÈÔí»ð ×çã¿ÕâôgÑä RÆÕï× *sÉÓí ÒçÕâ óóÓkÈÔí»ð ×çã¿ÕâôgÑä RÆÕï× *sÉÓí ÒçÕâ óó    

Ïç}Ïç}Ïç}Ïç}zzzzÒçtÖâÚsÑöãÈÍýÞâ»ÔâÑâÌÖÑ*nÕÈð óÒçtÖâÚsÑöãÈÍýÞâ»ÔâÑâÌÖÑ*nÕÈð óÒçtÖâÚsÑöãÈÍýÞâ»ÔâÑâÌÖÑ*nÕÈð óÒçtÖâÚsÑöãÈÍýÞâ»ÔâÑâÌÖÑ*nÕÈð ó    

×èÓí ÊöÆS¿ ÈëÁsÕä ×âsÝ¿ÜçS¿ ËâãÑô»ðóó×èÓí ÊöÆS¿ ÈëÁsÕä ×âsÝ¿ÜçS¿ ËâãÑô»ðóó×èÓí ÊöÆS¿ ÈëÁsÕä ×âsÝ¿ÜçS¿ ËâãÑô»ðóó×èÓí ÊöÆS¿ ÈëÁsÕä ×âsÝ¿ÜçS¿ ËâãÑô»ðóó 44 

 

                                                             
41 Daṇḍin, KD, I. 15 
42 Viśvanātha, SD, VI.315-316 
43 Dhanañjaya, DR, I.12 
44 Ibid., DR, II.1-2 
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(4) Bhāmaha in his Kāvyālaṅkāra, describes that hero belong to the great race: 

ÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðóóÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðóóÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðóóÌâÒ»ï Íýâ½çÍnÒsÒ Õï×ÕäÒôÙçÈâãÊãÐðóó    45 

(5) Rajendra Mishra says that hero should be a divine being, a king or a noble 

man good by character:  

ÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍð óÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍð óÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍð óÌâÒ»sÈÝ ÊëÕssÒâtÍýÁâÏnËçÓÉí ÌöÍð ó    

¿âr¿Òíô;É¿âr¿Òíô;É¿âr¿Òíô;É¿âr¿Òíô;ÉÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔð óóÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔð óóÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔð óóÕâ »í;ãÍ ÖjÁÌ@ãÓÈíjjÕÔð óó46    

 

The hero as the principal character of the Mahākāvya can be classified into four 

types and they are Dhīrodātta, Dhīroddhata, Dhīralalita and Dhīrapraśānta. 

ËäÓíÊâùí ËäÓí}ÈsÈÉâ ËäÓÔãÔÈS¿óËäÓíÊâùí ËäÓí}ÈsÈÉâ ËäÓÔãÔÈS¿óËäÓíÊâùí ËäÓí}ÈsÈÉâ ËäÓÔãÔÈS¿óËäÓíÊâùí ËäÓí}ÈsÈÉâ ËäÓÔãÔÈS¿ó 

ËäÓÍý×ânÈ åtÒÒÑËäÓÍý×ânÈ åtÒÒÑËäÓÍý×ânÈ åtÒÒÑËäÓÍý×ânÈ åtÒÒÑççççkÈð ÍýÉÑS¿ÈçÐëôÊðóókÈð ÍýÉÑS¿ÈçÐëôÊðóókÈð ÍýÉÑS¿ÈçÐëôÊðóókÈð ÍýÉÑS¿ÈçÐëôÊðóó 47  

Dhīrodātta: The self-controlled and exalted hero (Dhīrodātta) is of great 

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

reserved and firm of purpose.  

 

ÑÚâÖÑÚâÖÑÚâÖÑÚâÖ^̂̂̂Õí;ãÈ½mÐäÓð ÜÑâÕâÌãÕ»tÉÌð óÕí;ãÈ½mÐäÓð ÜÑâÕâÌãÕ»tÉÌð óÕí;ãÈ½mÐäÓð ÜÑâÕâÌãÕ»tÉÌð óÕí;ãÈ½mÐäÓð ÜÑâÕâÌãÕ»tÉÌð ó 

*sÉÓí ãÌ½èÆâÚï»âÓí ËäÓíÊâùí ÊöÆÕýÈð óó*sÉÓí ãÌ½èÆâÚï»âÓí ËäÓíÊâùí ÊöÆÕýÈð óó*sÉÓí ãÌ½èÆâÚï»âÓí ËäÓíÊâùí ÊöÆÕýÈð óó*sÉÓí ãÌ½èÆâÚï»âÓí ËäÓíÊâùí ÊöÆÕýÈð óó  48 

Dhīroddhata: The self-conceited and vehemently assertive hero is altogether 

dominated by pride and jealousy, wholly devoted to magic practices and deceit, 

self- assertive, fickle, irascible and boastful. 

ÊÍôÑâtÖÒôÐèãÒwÄí ÑâÒâcÀÊÍôÑâtÖÒôÐèãÒwÄí ÑâÒâcÀÊÍôÑâtÖÒôÐèãÒwÄí ÑâÒâcÀÊÍôÑâtÖÒôÐèãÒwÄí ÑâÒâcÀMMMMÍÓâÒÇð óÍÓâÒÇð óÍÓâÒÇð óÍÓâÒÇð ó 

  ËäÓí}ÈstÕÚaz»âËäÓí}ÈstÕÚaz»âËäÓí}ÈstÕÚaz»âËäÓí}ÈstÕÚaz»âÓÓÓÓä ä ä ä ¿ÔS¿NÅí ãÕ»tÉÌð óó¿ÔS¿NÅí ãÕ»tÉÌð óó¿ÔS¿NÅí ãÕ»tÉÌð óó¿ÔS¿NÅí ãÕ»tÉÌð óó   
49

 

                                                             
45 Bhāmaha, KL, I.19 
46 Mishra, Rajendra, op.cit., pp. 24-25 
47 Viśvanātha, SD, III.31 
48 Dhanañjaya, DR, II.4  
49 Ibid, II.5  
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Dhīralalita: The self-controlled and the light-hearted hero (Dhīralalita) are free 

from anxiety, fond of arts (songs, dance etc), happy and gentle. 

ãÌ*S¿nÈí ËäÓÔãÔÈð »ÔâÖkÈð Öç¼ä ÑöÊçðóãÌ*S¿nÈí ËäÓÔãÔÈð »ÔâÖkÈð Öç¼ä ÑöÊçðóãÌ*S¿nÈí ËäÓÔãÔÈð »ÔâÖkÈð Öç¼ä ÑöÊçðóãÌ*S¿nÈí ËäÓÔãÔÈð »ÔâÖkÈð Öç¼ä ÑöÊçðó 50 

Dhīrapraśānta: The self-controlled and calm hero (Dhīrapraśānta) is a 

Brāhmana or the like, possessed of the generic merits of a hero.  

ÖâÑânÒ½çÇÒçkÈsÈç ËäÓ×ânÈí ã]ÁâãÊ»ðóÖâÑânÒ½çÇÒçkÈsÈç ËäÓ×ânÈí ã]ÁâãÊ»ðóÖâÑânÒ½çÇÒçkÈsÈç ËäÓ×ânÈí ã]ÁâãÊ»ðóÖâÑânÒ½çÇÒçkÈsÈç ËäÓ×ânÈí ã]ÁâãÊ»ðó51    

 

IV.  Sentiment (Rasa) 
 

Sentiment is also one of the prominent elements of a mahākāvya. Without a 

sentiment, we cannot imagine the constitution of mahākāvya. On the other 

hand, Viśvanātha considered sentiment as the soul of poetry.    

(1)  Viśvanātha writes about sentiment in his Sāhityadarpaṇa;             

                         

Ùöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈë óóÙöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈë óóÙöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈë óóÙöaz½âÓÕäÓ×ânÈâÌâÑë»í;az½ä ÓÖ åwÒÈë óó 

áaz½âãÌ ÖÕëô;ãáaz½âãÌ ÖÕëô;ãáaz½âãÌ ÖÕëô;ãáaz½âãÌ ÖÕëô;ãÍ ÓÖâð................................ó Í ÓÖâð................................ó Í ÓÖâð................................ó Í ÓÖâð................................ó 52    

(2)  Daṇḍin says that flow of sentiment in Mahākāvya, is to be continued from 

beginning up to end;  

ÓÖÐâÕãÌÓnÈÓÑ z óÓÖÐâÕãÌÓnÈÓÑ z óÓÖÐâÕãÌÓnÈÓÑ z óÓÖÐâÕãÌÓnÈÓÑ z ó    53    

(3)  Rajendra Mishra says that one sentiment i.e. Śṛńgāra , or Vīra or Śānta 

should be a major sentiment of the mahākāvya;  

×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó×öaz½âÓÕäÓ×ânÈâÌâï »*@ÊnÒÈÑí ÓÖðó54 

 

                                                             
50 Ibid, II.3 
51 Ibid, II.4 
52 Viśvanātha, SD, VI.316-317 
53 Daṇḍin, KD, I.18  
54 Mishra, Rajendra, op.cit, pp. 24-25 
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V. Sandhi  
 

Sandhi is also one of the major elements of mahākāvya and hence all the 

rhetoricians emphasize on Sandhi and discussed about its characteristic in their 

books:    

According to Daṇḍin, the Mahākāvya should be well arranged by Sandhi:  

ÖçÖ*nËãÐðÖçÖ*nËãÐðÖçÖ*nËãÐðÖçÖ*nËãÐðóóóó55    

According to Bhāmaha, mahākāvya should consist of Sandhi: 

Í:¿ãÐð Ö*nËãÐÒçôkÈïÍ:¿ãÐð Ö*nËãÐÒçôkÈïÍ:¿ãÐð Ö*nËãÐÒçôkÈïÍ:¿ãÐð Ö*nËãÐÒçôkÈïó ó ó ó 56    

According to Viśvanātha, mahākāvya should consist of all the Sandhis those are 

found in Drama: 

ÖÕëô ÌâÃ»ÖïËÒð óÖÕëô ÌâÃ»ÖïËÒð óÖÕëô ÌâÃ»ÖïËÒð óÖÕëô ÌâÃ»ÖïËÒð ó        57 

Dhanañjaya described in his book Daśarūpaka. The five main sandhis are, 

‘Mukha’, ‘Pratimukha’, ‘Garbha’, ‘Avamarśa’ and ‘Nirvahana’.  

  

1.  Mukha: - Mukha is the origination of the germ giving rise to various purpose 

and sentiments; it has twelve subdivisions, because of its connection with the 

Bīja and Ārambha.  

 

Ñç¼ï           ÏäÁÑçtÍãùÌâôÑç¼ï           ÏäÁÑçtÍãùÌâôÑç¼ï           ÏäÁÑçtÍãùÌâôÑç¼ï           ÏäÁÑçtÍãùÌâôÌâÌâÌâÌâÉôÓÖÖÉôÓÖÖÉôÓÖÖÉôÓÖÖmmmmÐÕâóÐÕâóÐÕâóÐÕâó    

áaz½âãÌ ]âÊ×ìÈsÒ ÏäÁâÓmÐÖÑnÕÒâÌ zóóáaz½âãÌ ]âÊ×ìÈsÒ ÏäÁâÓmÐÖÑnÕÒâÌ zóóáaz½âãÌ ]âÊ×ìÈsÒ ÏäÁâÓmÐÖÑnÕÒâÌ zóóáaz½âãÌ ]âÊ×ìÈsÒ ÏäÁâÓmÐÖÑnÕÒâÌ zóó    58    

 

2.  Pratimukha: - It is the development of the germ in accordance with its 

quality of being perceptible or not perceptible in turn. 
                                                             

55 Daṇḍin, KD, I.18  
56 Bhāmaha, KL, I.20 
57 Viśvanātha, SD, VI.317 
58 Dhanañjaya, DR, I.24 
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ÔxÒâÔxÒÈÒí…ëÊsÈsÒ ÍýãÈÑç¼ï ÐÕëÈzóóÔxÒâÔxÒÈÒí…ëÊsÈsÒ ÍýãÈÑç¼ï ÐÕëÈzóóÔxÒâÔxÒÈÒí…ëÊsÈsÒ ÍýãÈÑç¼ï ÐÕëÈzóóÔxÒâÔxÒÈÒí…ëÊsÈsÒ ÍýãÈÑç¼ï ÐÕëÈzóó 59 

    

3.  Garbha: - Garbha is the quest for the germ, which is pinpointed and lost by 

turns. In it, there should be the prospect of success. 

½ÐôsÈç dwÃÌwÃsÒ ÏäÁsÒânÕëØÇï ÑçÚçðó½ÐôsÈç dwÃÌwÃsÒ ÏäÁsÒânÕëØÇï ÑçÚçðó½ÐôsÈç dwÃÌwÃsÒ ÏäÁsÒânÕëØÇï ÑçÚçðó½ÐôsÈç dwÃÌwÃsÒ ÏäÁsÒânÕëØÇï ÑçÚçðó    

ÍÈâ»â sÒânÌ Õâ sÒâtÍýâãpÈÖïÐÕðóó ÍÈâ»â sÒânÌ Õâ sÒâtÍýâãpÈÖïÐÕðóó ÍÈâ»â sÒânÌ Õâ sÒâtÍýâãpÈÖïÐÕðóó ÍÈâ»â sÒânÌ Õâ sÒâtÍýâãpÈÖïÐÕðóó 60    

    

4.  Avamarśa: - Avamarśa is that group of subdivisions of the junctures in 

which one stops to reflect because of anger or passion or temptation, and 

which has as its subject the germ (Bīja) that has been unfold in the 

development. 

®íËëÌâÕÑö×ëYÝ vÒâÖâÌ®íËëÌâÕÑö×ëYÝ vÒâÖâÌ®íËëÌâÕÑö×ëYÝ vÒâÖâÌ®íËëÌâÕÑö×ëYÝ vÒâÖâÌâ]â]â]â]â ãÕÔíÐÌâÈzóâ ãÕÔíÐÌâÈzóâ ãÕÔíÐÌâÈzóâ ãÕÔíÐÌâÈzó    

½Ð½Ð½Ð½ÐôãÌãÐônÌÏäÁâÉôð ÖíôãÌãÐônÌÏäÁâÉôð ÖíôãÌãÐônÌÏäÁâÉôð ÖíôãÌãÐônÌÏäÁâÉôð Öí;;;;ÕÕÕÕÑ×Ñ×Ñ×Ñ×ôôôô    åãÈ sÑöÈåãÈ sÑöÈåãÈ sÑöÈåãÈ sÑöÈðóóðóóðóóðóó 61 

 

5.  Nirvahaṇa: - Nirvahaṇa is that juncture in which what occurs the opening 

(mukha) and in other junctures and that which contained the germ and were 

disturbed in due order, all are brought together to one end.  

ÏäÁÕnÈíÏäÁÕnÈíÏäÁÕnÈíÏäÁÕnÈí    Ñç¼âYÉâô ãÕÍý»äÇâô ÒÉâÒÉÑ zóÑç¼âYÉâô ãÕÍý»äÇâô ÒÉâÒÉÑ zóÑç¼âYÉâô ãÕÍý»äÇâô ÒÉâÒÉÑ zóÑç¼âYÉâô ãÕÍý»äÇâô ÒÉâÒÉÑ zó    

#»â#»â#»â#»âTTTTÒÒÒÒôôôôÑçÍÌäÒnÈë ÒÝ ãÌÕôÚÇï ãÚ ÈÈzóó ÑçÍÌäÒnÈë ÒÝ ãÌÕôÚÇï ãÚ ÈÈzóó ÑçÍÌäÒnÈë ÒÝ ãÌÕôÚÇï ãÚ ÈÈzóó ÑçÍÌäÒnÈë ÒÝ ãÌÕôÚÇï ãÚ ÈÈzóó 62    

 

VI. Minor Characteristics of a Mahākāvya 

                                                             
59 Ibid, I.51 
60 Ibid, I.36 
61 Ibid, I.43  
62 Ibid, I.48 
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Every rhetorician has discussed and laid emphasis on figures of speech, metres, 

various descriptions, and so on, as a minor character of the mahākāvya. They 

have also explained how these are necessary to compose mahākāvya.  

  

I. Metre (Chanda)  

Metre is an important organ of the mahākāvya. Without metres constitution of 

poetry is impossible. No one can chant properly the verses without metres. 

Early rhetoricians have narrated proper application of the metres. According to 

Daṇḍin, metres should be melodious in singing as well as hearing.  

ÙvÒÕöÈìðÙvÒÕöÈìðÙvÒÕöÈìðÙvÒÕöÈìðó ó ó ó 63    

Further, he  says that the mahākāvya should end with  different metres: 

ÖÕôÝÖÕôÝÖÕôÝÖÕôÝ    ãÐnÌÕöùânÈìrÍëÈïóãÐnÌÕöùânÈìrÍëÈïóãÐnÌÕöùânÈìrÍëÈïóãÐnÌÕöùânÈìrÍëÈïó    64 

According to Viśvanātha, Sarga or canto should be consisting of metre, but at 

the end of the poem, a poet should change the metre: 

#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðó#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðó#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðó#»ÕöùÑÒìð ÍYìÓÕÖâÌë;nÒÕöù»ìðó    65 

According to Rahas Vihari Dwivedi, mahākāvya should comprise of metres. 

ÕöôùìS¿ Ï}ïÕöôùìS¿ Ï}ïÕöôùìS¿ Ï}ïÕöôùìS¿ Ï}ï    ìðóìðóìðóìðó    66  

According to Rajendra Mishra, a mahākāvya should be adorned with various 

kinds of metres as well as figures; 

        ÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒÀnÊí;Ôaz»âÓÖnÊÐâô ÐèãÓÕìãÕDÒ----Ñ*NÅÈâðóÑ*NÅÈâðóÑ*NÅÈâðóÑ*NÅÈâðó67  
 

II. Figures of Speech (Alaṁkāra)  

                                                             
63 Daṇḍin, KD, I.18 
64 Ibid., I.19  
65 Viśvanātha, SD, VI.319 
66 Dwivedi, Rahas Vihari, p.9 
67Mishra, Rajendra, op.cit., pp. 24-25 
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The early rhetoricians like Bhāmaha and Daṇḍin hold the same view that poetry 

should be adorned with figures of speech. 

According to Bhāmaha, it should be adorned with ornaments: 

ÖâÔaz»âÓÖâÔaz»âÓÖâÔaz»âÓÖâÔaz»âÓÑ zÑ zÑ zÑ zóóóó68     

According to Daṇḍin the poetry should be adorned with ornaments: 

                áÔï™ÈÑÖïãÜpÈáÔï™ÈÑÖïãÜpÈáÔï™ÈÑÖïãÜpÈáÔï™ÈÑÖïãÜpÈÑzÑzÑzÑzóóóó69    

    

III. Description (Varņana)  

Various descriptions like cities, sun, moon, ocean, mountain, seasons, day, night, 

rise of sun, separation of lovers, enjoyment and so on, play an important role in 

mahākāvya to attract the readers. It captures the minds of readers beginning up to 

the end. It introduced about proper incident and situation, which were occurring in 

life of hero or heroine in the mahākāvya. Earlier rhetoricians like Daṇḍin, 

Viśvanātha, Bhāmaha et al. also speak about importance of description and hence, 

they also discuss about various types of narration in their definitions of 

mahākāvya.  

Daṇḍin says that description of city, ocean, hills, the seasons, the moonrise, the 

sunrise etc. are necessary in mahākāvya; 

Ì½ÓâÇôÕ×ìÔÈôç¿n¨â»íôÊÒÕÇôÌëðóÌ½ÓâÇôÕ×ìÔÈôç¿n¨â»íôÊÒÕÇôÌëðóÌ½ÓâÇôÕ×ìÔÈôç¿n¨â»íôÊÒÕÇôÌëðóÌ½ÓâÇôÕ×ìÔÈôç¿n¨â»íôÊÒÕÇôÌëðó    

éYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óóéYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óóéYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óóéYâÌÖãÔÔ®äÅâÑËçÍâÌÓÈítÖÕìð óó    

ãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð óãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð óãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð óãÕÍýÔmÐìãÕôÕâÚì@ »çÑâÓíÊÒÕÇôÌìð ó    

ÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óóÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óóÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óóÑnÝÊèÈÍýÒâÇâãÁÌâÒ»âBÒçÊÒìÓãÍ óó 70 

 

                                                             
68 Bhāmaha, KL, I.19 
69 Daṇḍin, KD, I.18  
70 Ibid, I.16-17 
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Viśvanātha in his Sāhityadarpaṇa says that the description or narration of 

evening, rising of sun, morning, noon, festivities of drinking etc. should find place 

in epic. The mahākāvya becomes interesting for the descriptions. 

     ÖïDÒâÖèÒëônÊçÓÁÌäÖïDÒâÖèÒëônÊçÓÁÌäÖïDÒâÖèÒëônÊçÓÁÌäÖïDÒâÖèÒëônÊçÓÁÌäÍýÊíØDÕânÈÕâÖÓâðóóÍýÊíØDÕânÈÕâÖÓâðóóÍýÊíØDÕânÈÕâÖÓâðóóÍýÊíØDÕânÈÕâÖÓâðóó    

ÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½ÓâðóÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½ÓâðóÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½ÓâðóÍýâÈÑôDÒâ{Ñö½Òâ×ìÔÈçôÕÌÖâ½Óâðó    

ÖïÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóóÖïÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóóÖïÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóóÖïÐí½ãÕÍýÔmÐî ¿ ÑçãÌsÕ½ôÍçÓâDÕÓâðóó    

ÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðóÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðóÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðóÓÇÍýÒâÇíÍÒÑÑnÝÍçÝíëÊÒâÊÒðó    

ÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóóÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóóÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóóÕÇôÌäÒâ ÒÉâÒí½ï Öâaz½íÍâaz½â áÑä åÚóó71    

Rajendra Mishra also holds the same view. It is already given in the definition.72 

 

VI. Some well known classical Sanskrit Mahākāvyas 
 

I. RAGHUVAṀŚAM 

Raghuvaṁśam is an important mahākāvya of Sanskrit literature written by the 

great poet Kālidāsa. It is very well known, interesting and idealistic poem 

following the characteristics of mahākāvya, which were given by the ancient 

rhetoricians. This mahākāvya is divided into 19 cantos describing the lineage of 

Raghu. The poet gives appropriate titles. This mahākāvya begins with the prayer 

to the lord Śiva and Pārvatī. It is consisting of different metres, at the end of the 

canto; we can find the variety of metres. The poet in last verse of every canto 

indicates the subject matter of next canto. The poet has used both figures of 

speeches i.e. Śabdālaṁkāras and Arthālaṁkāras, so that readers enjoy this 

mahākāvya from beginning to end. It is an outstanding mahākāvya covering the 

life span of great kings of Raghu race viz. Dilipa, Raghu, Daśaratha, Rāma and so 

                                                             
71 Viśvanātha, SD, VI.322-324   
72 Mishra, Rajendra, pp. 24-25 
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on. The main sentiment is Vīra while Śānta, Karuņa and Adbhuta are the minor 

sentiments. It is full of catholicity of love but its end is sad. Some of the well-

known verses are cited here: 

                ÈsÒâð ¼çÓnÒâÖÍãÕÝÍâïÖçÑÍâïÖçÔâÌâï ËçãÓ »äÈôÌäÒâóÈsÒâð ¼çÓnÒâÖÍãÕÝÍâïÖçÑÍâïÖçÔâÌâï ËçãÓ »äÈôÌäÒâóÈsÒâð ¼çÓnÒâÖÍãÕÝÍâïÖçÑÍâïÖçÔâÌâï ËçãÓ »äÈôÌäÒâóÈsÒâð ¼çÓnÒâÖÍãÕÝÍâïÖçÑÍâïÖçÔâÌâï ËçãÓ »äÈôÌäÒâó    

    Ñâ½õ ÑÌçwÒëœÓËÑôÍtÌä ÙçÈëãÓÕâÉõ sÑöãÈÓnÕ½cÀÈz óó 2.2Ñâ½õ ÑÌçwÒëœÓËÑôÍtÌä ÙçÈëãÓÕâÉõ sÑöãÈÓnÕ½cÀÈz óó 2.2Ñâ½õ ÑÌçwÒëœÓËÑôÍtÌä ÙçÈëãÓÕâÉõ sÑöãÈÓnÕ½cÀÈz óó 2.2Ñâ½õ ÑÌçwÒëœÓËÑôÍtÌä ÙçÈëãÓÕâÉõ sÑöãÈÓnÕ½cÀÈz óó 2.2    

                                                        ÍçÓs™Èâ ÕtÑôãÌ ÍâüÉÕëÌ, ÍýtÒçÊz½Èâ ÍâüÉÕËÑôÍtnÒâóÍçÓs™Èâ ÕtÑôãÌ ÍâüÉÕëÌ, ÍýtÒçÊz½Èâ ÍâüÉÕËÑôÍtnÒâóÍçÓs™Èâ ÕtÑôãÌ ÍâüÉÕëÌ, ÍýtÒçÊz½Èâ ÍâüÉÕËÑôÍtnÒâóÍçÓs™Èâ ÕtÑôãÌ ÍâüÉÕëÌ, ÍýtÒçÊz½Èâ ÍâüÉÕËÑôÍtnÒâó    

    ÈÊnÈÓë Öâ ãÕÓÓâÁ ËëÌçüÊÌÜÍâÑDÒ½ÈëÕ ÖnDÒâóó 2.20ÈÊnÈÓë Öâ ãÕÓÓâÁ ËëÌçüÊÌÜÍâÑDÒ½ÈëÕ ÖnDÒâóó 2.20ÈÊnÈÓë Öâ ãÕÓÓâÁ ËëÌçüÊÌÜÍâÑDÒ½ÈëÕ ÖnDÒâóó 2.20ÈÊnÈÓë Öâ ãÕÓÓâÁ ËëÌçüÊÌÜÍâÑDÒ½ÈëÕ ÖnDÒâóó 2.20    
    

    »âÑï ÌöÍâð ÖnÈç ÖÚÖý×í;nÒë, ÓâÁnÕÈäÑâÚçÓÌëÌ ÐèãÑÑzó»âÑï ÌöÍâð ÖnÈç ÖÚÖý×í;nÒë, ÓâÁnÕÈäÑâÚçÓÌëÌ ÐèãÑÑzó»âÑï ÌöÍâð ÖnÈç ÖÚÖý×í;nÒë, ÓâÁnÕÈäÑâÚçÓÌëÌ ÐèãÑÑzó»âÑï ÌöÍâð ÖnÈç ÖÚÖý×í;nÒë, ÓâÁnÕÈäÑâÚçÓÌëÌ ÐèãÑÑzó    

    ÌÜÝÈâÓâ½ýÚÖï»çÔâãÍ jÒíãÈwÑÈä ¿n¨ÑÖìÕ ÓâãÝðóó 6.22ÌÜÝÈâÓâ½ýÚÖï»çÔâãÍ jÒíãÈwÑÈä ¿n¨ÑÖìÕ ÓâãÝðóó 6.22ÌÜÝÈâÓâ½ýÚÖï»çÔâãÍ jÒíãÈwÑÈä ¿n¨ÑÖìÕ ÓâãÝðóó 6.22ÌÜÝÈâÓâ½ýÚÖï»çÔâãÍ jÒíãÈwÑÈä ¿n¨ÑÖìÕ ÓâãÝðóó 6.22    

        Ö:¿âãÓÇä ÊäÍã×¼ëÕ ÓâÝî, Òï Òï vÒÈäÈâÒ ÍãÈïÕÓâ ÖâóÖ:¿âãÓÇä ÊäÍã×¼ëÕ ÓâÝî, Òï Òï vÒÈäÈâÒ ÍãÈïÕÓâ ÖâóÖ:¿âãÓÇä ÊäÍã×¼ëÕ ÓâÝî, Òï Òï vÒÈäÈâÒ ÍãÈïÕÓâ ÖâóÖ:¿âãÓÇä ÊäÍã×¼ëÕ ÓâÝî, Òï Òï vÒÈäÈâÒ ÍãÈïÕÓâ Öâó    

    ÌÓën¨Ñâ½âôq åÕ ÍýÍëÊë, ãÕÕÇôÐâÕï Ö Ö ÐèãÑÍâÔðóó 6.67ÌÓën¨Ñâ½âôq åÕ ÍýÍëÊë, ãÕÕÇôÐâÕï Ö Ö ÐèãÑÍâÔðóó 6.67ÌÓën¨Ñâ½âôq åÕ ÍýÍëÊë, ãÕÕÇôÐâÕï Ö Ö ÐèãÑÍâÔðóó 6.67ÌÓën¨Ñâ½âôq åÕ ÍýÍëÊë, ãÕÕÇôÐâÕï Ö Ö ÐèãÑÍâÔðóó 6.67    

                                                         

II.  KUMĀRASAṀBHAVAM  

Kumārasaṁbhavam is a mahākāvya written by Kālidāsa consisting of 18 cantos, 

but there  is  difference of opinion regarding the number of cantos. This 

mahākāvya begins  with the description of Himālaya Mountain. The hero of this 

mahākāvya is lord Śiva who has the quality of Dhīrodātta while Pārvatī is 

described as a heroine, mother of this universe. In this mahākāvya the poet has 

depicted divine love, happiness and its hardship. Kumara is the son of Śiva and 

Pārvatī who is born with the purpose of slaying demon and protect the universe. It 

is a medium size of mahākāvya. Each canto are adorn with the suitable titles. The 

main sentiment of this mahākāvya is Sṛṇgāra while Karuṇa, Raudra and Adbhuta 

as subordinate. It is very complicated to decide, from which, the author has 

derived the theme of this mahākāvya, yet some rhetoricians believe that this 
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subject matter is derived from the different Purāṇas. This mahākāvya is included 

in the list of the five well-known mahākāvyas of Sanskrit literature.    

Some examples are as under: 

ÍÒâôpÈÍçwÍsÈÏ»sÈÌâBÒð sÎçÓtÍýÕâÔíwÄÑÌíÚÓâBÒðóÍÒâôpÈÍçwÍsÈÏ»sÈÌâBÒð sÎçÓtÍýÕâÔíwÄÑÌíÚÓâBÒðóÍÒâôpÈÍçwÍsÈÏ»sÈÌâBÒð sÎçÓtÍýÕâÔíwÄÑÌíÚÓâBÒðóÍÒâôpÈÍçwÍsÈÏ»sÈÌâBÒð sÎçÓtÍýÕâÔíwÄÑÌíÚÓâBÒðó    

ÔÈâÕËèBÒsÈÓÕí;pÒÕâÍçüÕÌÑý×â¼âÐçÁÏÔÈâÕËèBÒsÈÓÕí;pÒÕâÍçüÕÌÑý×â¼âÐçÁÏÔÈâÕËèBÒsÈÓÕí;pÒÕâÍçüÕÌÑý×â¼âÐçÁÏÔÈâÕËèBÒsÈÓÕí;pÒÕâÍçüÕÌÑý×â¼âÐçÁÏnËÌâãÌóó 3.39nËÌâãÌóó 3.39nËÌâãÌóó 3.39nËÌâãÌóó 3.39    
    

ÚÓsÈç ã»ïã¿Èz ÍãÓÔçpÈËìÒô@nÊýíÊÒâÓmÐ åÕâmÏçÓâã×ðóÚÓsÈç ã»ïã¿Èz ÍãÓÔçpÈËìÒô@nÊýíÊÒâÓmÐ åÕâmÏçÓâã×ðóÚÓsÈç ã»ïã¿Èz ÍãÓÔçpÈËìÒô@nÊýíÊÒâÓmÐ åÕâmÏçÓâã×ðóÚÓsÈç ã»ïã¿Èz ÍãÓÔçpÈËìÒô@nÊýíÊÒâÓmÐ åÕâmÏçÓâã×ðó    

éÑâÑç¼ë ãÏmÏÎÔâËÓíwÄë vÒâÍâÓÒâÑâÖ ãÕÔí¿ÌâãÌóó 3.67éÑâÑç¼ë ãÏmÏÎÔâËÓíwÄë vÒâÍâÓÒâÑâÖ ãÕÔí¿ÌâãÌóó 3.67éÑâÑç¼ë ãÏmÏÎÔâËÓíwÄë vÒâÍâÓÒâÑâÖ ãÕÔí¿ÌâãÌóó 3.67éÑâÑç¼ë ãÏmÏÎÔâËÓíwÄë vÒâÍâÓÒâÑâÖ ãÕÔí¿ÌâãÌóó 3.67    

    

tÕÑëÕ ÈâÕÈz ÍãÓã¿nÈÒ sÕÒï »Êâã¿ÊëÈë ÒãÊ Òí½ÑÚôÈðótÕÑëÕ ÈâÕÈz ÍãÓã¿nÈÒ sÕÒï »Êâã¿ÊëÈë ÒãÊ Òí½ÑÚôÈðótÕÑëÕ ÈâÕÈz ÍãÓã¿nÈÒ sÕÒï »Êâã¿ÊëÈë ÒãÊ Òí½ÑÚôÈðótÕÑëÕ ÈâÕÈz ÍãÓã¿nÈÒ sÕÒï »Êâã¿ÊëÈë ÒãÊ Òí½ÑÚôÈðó    

ÕËèÊç»èÔï »ÔÚïÖÔÜÇï ½ÁâãÁÌï ×íãÇÈãÏnÊçÕüØ ¿óó 5.67ÕËèÊç»èÔï »ÔÚïÖÔÜÇï ½ÁâãÁÌï ×íãÇÈãÏnÊçÕüØ ¿óó 5.67ÕËèÊç»èÔï »ÔÚïÖÔÜÇï ½ÁâãÁÌï ×íãÇÈãÏnÊçÕüØ ¿óó 5.67ÕËèÊç»èÔï »ÔÚïÖÔÜÇï ½ÁâãÁÌï ×íãÇÈãÏnÊçÕüØ ¿óó 5.67    

    

    

III. KIRĀTĀRJUNĪYAM 

Kirātārjunīyam is composed by Bhāravi. It is divided into 18 cantos and 1040 

verses. Because of its charm, simplicity of language and lucid manner this 

mahākāvya is counted among the best five mahākāvyas. The theme of this 

mahākāvya is taken from the Vanaparva of  the Mahābhārata. The poet did not 

give the title of the canto, but he has given some hints regarding next canto at last 

verses of each canto. The story of mahākāvya begins from the defeat of Pāṇḍavas 

in gambling and rendering in forest, where Yudhişţhira appointed a spy to know 

the routine life of Duryodhana.  Then, collecting the information regarding 

Duryodhana’s activity a spy has come and informs to Yudhişţhira. From here, the 

first canto begins. This mahākāvya ends with pleasure of Śiva seeing the courage 

of Arjuna. The main sentiment of this mahākāvya is Vīra and  in some places we 

can find Sambhoga Sṛṇgāra as subordinate. The subject matter of this mahākāvya 
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is  known  yet, because of innovating style of  the poet,  the epic  becomes very 

popular.  

Some examples are given here: 

áÕnDÒ»íÍsÒ ãÕÚnÈçÓâÍÊâï ÐÕãnÈ ÕSÒâð sÕÒÑëÕ ÊëãÚÌðóáÕnDÒ»íÍsÒ ãÕÚnÈçÓâÍÊâï ÐÕãnÈ ÕSÒâð sÕÒÑëÕ ÊëãÚÌðóáÕnDÒ»íÍsÒ ãÕÚnÈçÓâÍÊâï ÐÕãnÈ ÕSÒâð sÕÒÑëÕ ÊëãÚÌðóáÕnDÒ»íÍsÒ ãÕÚnÈçÓâÍÊâï ÐÕãnÈ ÕSÒâð sÕÒÑëÕ ÊëãÚÌðó    

áÑØô×ènÒëÌ ÁÌsÒ ÁnÈçÌâ Ì ÁâÈÚâÊëôÌ Ì ãÕã]ØâÊÓðóó 1.33 áÑØô×ènÒëÌ ÁÌsÒ ÁnÈçÌâ Ì ÁâÈÚâÊëôÌ Ì ãÕã]ØâÊÓðóó 1.33 áÑØô×ènÒëÌ ÁÌsÒ ÁnÈçÌâ Ì ÁâÈÚâÊëôÌ Ì ãÕã]ØâÊÓðóó 1.33 áÑØô×ènÒëÌ ÁÌsÒ ÁnÈçÌâ Ì ÁâÈÚâÊëôÌ Ì ãÕã]ØâÊÓðóó 1.33  
    

ÖÚÖâ ãÕÊËäÈ Ì ã®ÒâÑãÕÕë»ð ÍÓÑâÍÊâï ÍÊÑ zóÖÚÖâ ãÕÊËäÈ Ì ã®ÒâÑãÕÕë»ð ÍÓÑâÍÊâï ÍÊÑ zóÖÚÖâ ãÕÊËäÈ Ì ã®ÒâÑãÕÕë»ð ÍÓÑâÍÊâï ÍÊÑ zóÖÚÖâ ãÕÊËäÈ Ì ã®ÒâÑãÕÕë»ð ÍÓÑâÍÊâï ÍÊÑ zó    

ÕöÇçÈë ãÚ ãÕÑöSÒ»âãÓÇï ½çÇÔçbËâð sÕÒÑëÕ ÖmÍÊðóó 2.30 ÕöÇçÈë ãÚ ãÕÑöSÒ»âãÓÇï ½çÇÔçbËâð sÕÒÑëÕ ÖmÍÊðóó 2.30 ÕöÇçÈë ãÚ ãÕÑöSÒ»âãÓÇï ½çÇÔçbËâð sÕÒÑëÕ ÖmÍÊðóó 2.30 ÕöÇçÈë ãÚ ãÕÑöSÒ»âãÓÇï ½çÇÔçbËâð sÕÒÑëÕ ÖmÍÊðóó 2.30     

          

IV. ŚIŚUPĀLAVADHA 

Māgha’s Śiśupālavadha is divided into 20 cantos and 1650 stanzas. The indication 

has been given of the theme of the next canto at the end of every canto. The 

structure of the Śiśupālavadha fits perfectly to the structure of a mahākāvya, and 

hence it is listed in the best five renowned mahākāvyas. Each canto is consisting 

of average fifty to fifty-one stanzas not more than that. The poet has used only one 

metre in each canto but at the end of the canto, the poet has changed the metre. 

The theme of this mahākāvya is based on the Sabhāparva of the Mahābhārata. It 

begins from the anxiousness of Indra regarding Śiśupāla. It is ending with the 

slaying of Śiśupāla by Krishna. The hero of this epic is Krishna. He is a divine 

character possessing all the qualities of a hero i.e. Dhirodātta. The main sentiment 

of this mahākāvya is Vīra while Sṛṇgāra, Bibhatsa, Hāsya and Raudra are found 

as subsidiary. It is full of descriptions.     

Some examples are given below: 

éÊâãÖÈâÓï ãÌ½öÚäÈÑâÌÖì½öôÚäÈÑDÒâtÑd×â »Éï¿ÌóéÊâãÖÈâÓï ãÌ½öÚäÈÑâÌÖì½öôÚäÈÑDÒâtÑd×â »Éï¿ÌóéÊâãÖÈâÓï ãÌ½öÚäÈÑâÌÖì½öôÚäÈÑDÒâtÑd×â »Éï¿ÌóéÊâãÖÈâÓï ãÌ½öÚäÈÑâÌÖì½öôÚäÈÑDÒâtÑd×â »Éï¿Ìó    

ÏãÚüÕ»âÓï Íý™Èëð ÍöÉ½z ãÕÊçðÏãÚüÕ»âÓï Íý™Èëð ÍöÉ½z ãÕÊçðÏãÚüÕ»âÓï Íý™Èëð ÍöÉ½z ãÕÊçðÏãÚüÕ»âÓï Íý™Èëð ÍöÉ½z ãÕÊçð    ÍçÓâÈÌï tÕâï ÍçrØï ÍçÓâãÕÊðóó 1.33ÍçÓâÈÌï tÕâï ÍçrØï ÍçÓâãÕÊðóó 1.33ÍçÓâÈÌï tÕâï ÍçrØï ÍçÓâãÕÊðóó 1.33ÍçÓâÈÌï tÕâï ÍçrØï ÍçÓâãÕÊðóó 1.33    
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ÑËçÓÒâ ÑËçÏíãËÈ ÑâËÕäÑËçÓÒâ ÑËçÏíãËÈ ÑâËÕäÑËçÓÒâ ÑËçÏíãËÈ ÑâËÕäÑËçÓÒâ ÑËçÏíãËÈ ÑâËÕä----ÑËçÖÑöã}ÖÑëãËÈÑëËÒâóÑËçÖÑöã}ÖÑëãËÈÑëËÒâóÑËçÖÑöã}ÖÑëãËÈÑëËÒâóÑËçÖÑöã}ÖÑëãËÈÑëËÒâó    

ÑËç»Óâaz½ÌÒâ ÑçÚçrnÑÊÑËç»Óâaz½ÌÒâ ÑçÚçrnÑÊÑËç»Óâaz½ÌÒâ ÑçÚçrnÑÊÑËç»Óâaz½ÌÒâ ÑçÚçrnÑÊ----DÕãÌÐöÈâ ãÌÐöÈâÜÓÑçjÁ½ëóó 6.20DÕãÌÐöÈâ ãÌÐöÈâÜÓÑçjÁ½ëóó 6.20DÕãÌÐöÈâ ãÌÐöÈâÜÓÑçjÁ½ëóó 6.20DÕãÌÐöÈâ ãÌÐöÈâÜÓÑçjÁ½ëóó 6.20    

    

V. NAIŞADHĪYA-CARITAM 

A great poet, Shriharsh has composed Naişadhīya-Caritam. He was the son of 

Shreehira and Mammaladevi. Therefore, he has mentioned the names of his 

parents at the end of each canto in Puşpikā. It is consisting of 22 cantos. The 

theme of this mahākāvya is taken from the Āraņyakaparva of  the Mahābhārata, 

but by the intellectual power the  poet has made some innovations as per 

requirement relating to  the theme.   His father was very learned person in the 

assembly of king Vijayachandra of Kānyakubja. The main sentiment of this 

mahākāvya is Śṛṇgāra while Vīra, Hāsya and Karuņa are there as subordinate. 

More than 19 metres are used in this mahākāvya. Seven cantos are consisting of 

only Upajāti meter and hence, we can conclude that Upajāti is a very favourite 

metre of the poet.    

Some examples are given below: 

áÚí áÚíãÐÑôãÚÑâ ãÚÑâ½Ñë;áÚí áÚíãÐÑôãÚÑâ ãÚÑâ½Ñë;áÚí áÚíãÐÑôãÚÑâ ãÚÑâ½Ñë;áÚí áÚíãÐÑôãÚÑâ ãÚÑâ½Ñë;----    

        pÒãÐÍýÍëÊë ÍýãÈpÒãÐÍýÍëÊë ÍýãÈpÒãÐÍýÍëÊë ÍýãÈpÒãÐÍýÍëÊë ÍýãÈ    Èâï sÑÓâüÊÈâÑ zóÈâï sÑÓâüÊÈâÑ zóÈâï sÑÓâüÊÈâÑ zóÈâï sÑÓâüÊÈâÑ zó    

ÈÍÈçôÍèÈâôÕãÍ ÑëÊÖâï ÐÓâÈÍÈçôÍèÈâôÕãÍ ÑëÊÖâï ÐÓâÈÍÈçôÍèÈâôÕãÍ ÑëÊÖâï ÐÓâÈÍÈçôÍèÈâôÕãÍ ÑëÊÖâï ÐÓâ    

    ãÕÐâÕÓäãÐüÏÐÓâmÏÐèãÕÓëóó 1.41ãÕÐâÕÓäãÐüÏÐÓâmÏÐèãÕÓëóó 1.41ãÕÐâÕÓäãÐüÏÐÓâmÏÐèãÕÓëóó 1.41ãÕÐâÕÓäãÐüÏÐÓâmÏÐèãÕÓëóó 1.41    

    

ÌãÔÌï ÑãÔÌï ãÕÕöNÕÈä, ÍöØÈäÑsÍö×Èä ÈÊäÜÇëóÌãÔÌï ÑãÔÌï ãÕÕöNÕÈä, ÍöØÈäÑsÍö×Èä ÈÊäÜÇëóÌãÔÌï ÑãÔÌï ãÕÕöNÕÈä, ÍöØÈäÑsÍö×Èä ÈÊäÜÇëóÌãÔÌï ÑãÔÌï ãÕÕöNÕÈä, ÍöØÈäÑsÍö×Èä ÈÊäÜÇëó    

áãÍ ¼:ÁÌÑ:ÁÌâã:¿Èë ãÕÊËâÈë rã¿½ÕôÊçüÕËÑzóó 2.23áãÍ ¼:ÁÌÑ:ÁÌâã:¿Èë ãÕÊËâÈë rã¿½ÕôÊçüÕËÑzóó 2.23áãÍ ¼:ÁÌÑ:ÁÌâã:¿Èë ãÕÊËâÈë rã¿½ÕôÊçüÕËÑzóó 2.23áãÍ ¼:ÁÌÑ:ÁÌâã:¿Èë ãÕÊËâÈë rã¿½ÕôÊçüÕËÑzóó 2.23    

 

Thus there are many great poets and great mahākāvyas in the classical Sanskrit 

literature. It is not possible here to discuss about them. Just to maintain the sequel 
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we noted about few ones. In the following pages we will proceed to discuss about 

the mahākāvyas based on the Rāmāyaņa the most influential and inspiring epic of 

the world. 
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