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Preface 

 

 Kuntaka is a famous literary critic of ancient Indian literature. His 

Vakroktij¢vita, a classic in Sanskrit poetics contains, apart from a novel 

literary theory, much analysis and evaluation of Sanskrit literature, 

which is accepted by the world of connoisseurs. His unbiased nature 

towards poets and literature is remarkable. No other Sanskrit rhetorician 

tries to evaluate a text as a whole as done by Kuntaka. One exception to 

this is Ënandavardhana, who tries to establish the dominant sentiments 

of the epics like R¡m¡ya¸a and Mah¡bh¡rata respectively as karu¸a and 

¿¡nta. This reveals the relevance of Kuntaka’ s approach to Sanskrit 

literary criticism, which is often criticized for its lack of historic 

approach. Kuntaka uses his six varieties of figurativeness (vakrat¡s) to 

assess the literary composition from its phoneme level to the text as a 

whole.  

This thesis titled Kuntaka’ s evaluation of Sanskrit literature is 

an attempt to examine Kuntaka’ s approach as a critic to Sanskrit 

Literature. It comprises five chapters in addition to introduction and 

conclusion. The introduction discusses about the origin and development 

of Sanskrit poetics, previous works on Kuntaka and scope of the study. 

The first chapter entitled Vakroktij¢vita: A Synoptic Survey, as the 

name indicates, is a review of the contents mentioned in Vakroktij¢vita. 

The second chapter entitled Kuntaka’s assessment of K¡lid¡sa is a 

close study of Kuntaka’ s observation, criticism and modifications in the 

compositions of K¡lid¡sa. Following three chapters are Kuntaka’ s 
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evaluation of various branches of Sanskrit literatures like Mah¡k¡vyas, 

dramas, áatakas and anthologies. 
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INTRODUCTION 

 

 Literary theory and literary criticism are an integral part of literary 

studies. Literary criticism is the concentrated judgement, study and 

interpretation of imaginative literature. It approaches a particular literary 

text in both thematic and structural way. It helps to bring forth the 

literary tradition, recent literary developments etc. in an exciting way. 

The practical approach of literary criticism helps to unravel the literary 

attitude of the audience concerning the past and contemporary literary 

tradition. Skilled critics provide their own views, ideas and conclusions 

about a literary composition. The ultimate aim of literary criticism 

should not be mere evaluation of literature. It should contribute 

something for the progress of society.  

 It is obvious that the idea of beauty is the source of all aesthetic 

theory. The beginning of western aesthetics was in ancient Greece with 

Plato and Aristotle. Aristotle opines that poet is a creator and not a mere 

imitator as supposed by Plato. Aristotle’ s poetics starts with the 

definition of imitation. According to him, imitation is not just mimicry 

but it is reproduction through imagination. Longinus’ s ‘On the sublime’  

is one of the significant treatises of western literary criticism. In this text, 

he stresses the importance of the relation between nature and art. He 

opines that art is perfect when it seems to be nature, and nature hits the 

marks when she contains art hidden in her. Aim of both the western and 

eastern aestheticians is to examine the nature of literature, and the secret 

of its appeal.  
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 Sanskrit literary criticism is generally referred to as 

ala´k¡ra¿¡stra. It signifies the harmonious blend of aesthetics, poetics 

and rhetorics. A literary critic has the power of accurate judgement 

connected with an excellent literary taste. A critic should be aware of the 

exact aim of an artist too. Freud opines that an artist is free to choose and 

modify his images and form. The function of poetry is to provide 

pleasure along with moral instruction. The oblique beauty helps to 

increase the charm of imaginative world of a poet and produce 

inexplicable delight to sah¤dayas. 

Origin and development of Sanskrit poetics 

 In Sanskrit literature scattered information about poetics is first 

availed from some Pur¡¸as like Agnipur¡¸a and 

ViÀ¸udharmottarapur¡¸a. But the history of poetics starts from Bharata 

the renowned author of N¡¶ya¿¡stra1 and almost ends with Jagann¡tha 

Pa¸·ita’ s Rasaga´g¡dhara.2 N¡¶ya¿¡stra is an encyclopedic manual of 

theatre arts dealing with almost all the aspects of drama and dramaturgy. 

Bharata’ s main contribution to Sanskrit poetics is his rasas£tra. It 

explains the genesis of rasa and it is accepted as a formula for explaining 

the aesthetic experience of arts. It is notable that no concept in western 

poetics is as much important as rasa in Indian poetics. Some other poetic 

texts that evolved after N¡¶ya¿¡stra are K¡vy¡la´k¡ra of Bh¡maha3 and 

Rudra¶a,4 K¡vy¡dar¿a of Da¸·in,5 K¡vy¡la´k¡ras£trav¤tti of V¡mana,6 

K¡vyaprak¡¿a of Mamma¶a 7  and S¡hityadarpa¸a of Vi¿van¡tha. 8  In 

K¡vy¡la´k¡ra, Bh¡maha establishes poetic figure or ala´k¡ra as major 

element in poetry.  Rudra¶a, author of K¡vy¡la´k¡ra is the final 

representative of ala´k¡ra School. According to Da¸·in, all the 
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attributes adding beauty to poetry are ala´k¡ra. V¡mana, the protagonist 

of r¢ti school gives a systematic theory of poetics in his text 

K¡vy¡la´k¡ras£trav¤tti. He was the first rhetorician who had great urge 

to search for the soul of poetry. Mamma¶a, Vi¿van¡tha and Jagann¡tha 

Pa¸·ita are the ardent followers of dhvani theory of Ënandhavardhana. 

 Poetics texts deal with the topics like purpose of poetry, definition 

of poetry, figures of speech etc. Apart from the topics mentioned above, 

some other topics are also discussed in poetic texts. Bhoja’ s 

á¤´g¡raprak¡¿a 9  discusses about grammar. The texts like 

Ala´k¡rasarvasva 10  and Kuvalay¡nanada 11  discuss only figures of 

speech. The poetic text named K¡vyam¢m¡ms¡ of R¡ja¿ekhara12 deals 

with topics like instruction to the poets, poetic conventions etc. Some 

other prominent poetic texts in Sanskrit are Dhvany¡loka of 

Ënandhavardhana,13 Vyaktiviveka of Mahimabha¶¶a,14 Vakroktij¢vita of 

Kuntaka15 and Rasaga´g¡dhara of Jagann¡tha Pa¸·ita.16 Dhvany¡loka 

with the commentary of Locana of Abhinavagupta is a widely discussed 

poetic text in Sanskrit literature in Indian tradition. V¡mana talks about 

arrangement of word as soul of poetry. Taking a step further 

Ënandhavardhana establishes the deeper essence of meaning as the soul 

of poetry. Vyaktiviveka written in 11th Century C.E. postulates a new 

theory named anumitiv¡da. Mahimabha¶¶a establishes that dhvani is the 

same as the logical process of inference. Abhinavabh¡rat¢ of 

Abhinavagupta, a commentary on N¡¶ya¿¡stra is yet another notable 

poetic text of Sanskrit literature. Abhinavagupta was a man of acute 

intellect and encyclopedic scholarship. Abhinavabh¡rat¢ discusses all the 

matters discussed in N¡¶ya¿¡stra. Vakroktij¢vita adorns a prominent 
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position among the rhetoric works of post-dhvani period as it paved an 

independent and original path for itself in Sanskrit poetics. 

Kuntaka and Vakroktij¢vita 

 Kuntaka wrote his Vakroktij¢vita in 10th Century C.E., in between 

the composition of the two poetic texts Dhvany¡loka and Vyaktiviveka. 

He propounds vakrokti school of Sanskrit literary criticism. Vakrokti is 

the imaginative turn given to expressions (vaidagdhyabha´g¢bha¸iti). 

This unique poetic text discusses the six varieties of figurativeness 

propounded by Kuntaka in four unmeÀas. They are 1.Phonetic 

figurativeness 2.Lexical figurativeness 3.Grammatical figurativeness 

4.Sentential figurativeness 5.Contextual figurativeness and 

6.Compositional figurativeness. Through his final variety, Kuntaka tries 

to evaluate a text as a whole. Every large composition is the combination 

of few micro sentences. So phonemes constitute the primary structure of 

a literary composition. Kuntaka’ s six types of figurativeness are really 

helpful to analyze the texts from its smallest phoneme to the largest 

compositional structure. 

 Sanskrit rhetoricians always quote individual verses to illustrate 

various concepts of poetics. Most of the rhetoricians composed verses 

themselves to illustrate the poetic concepts. Some of them drew 

illustrative verses from literary works. But the Sanskrit rhetoricians were 

not keen on analyzing a complete literary work. Kuntaka stood out from 

other rhetoricians in this aspect. His criticism took into its fold both the 

criticism of individual verses as well as complete literary works. He 

critically evaluates the whole work and also suggests some possible 

changes in the texts from which he had drawn illustrations. Critics like 
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S.K De and N.V Krishnawarrier opine that the main aim of Sanskrit 

criticism focused on the interpretation of sentences and not on a 

complete work. He maintains that it is really a drawback of Sanskrit 

literature that there is no such work, which tries to evaluate a text as a 

whole. As an answer to this criticism, Dr. Kunjunni Raja says in his text 

named ‘Bh¡À¡dar¿anavum caritravum’  that the evaluation of the 

discussion of a´girasa by Ënandavardhana in his Dhvany¡loka and 

the criticism of whole compositions by Kuntaka based on compositions 

reveal attempts to evaluate a text as a whole.  

 Kuntaka goes through all major and minor works of Sanskrit 

literature and extracts the most suitable verse for each and every 

situation.  Kuntaka’ s selection of verses from both major and minor 

works reveals his keen literary appraisal in Sanskrit literature. The works 

cited by Kuntaka include Raghuvam¿a, Kum¡rasambhava, 

Meghasande¿a, Uttarar¡macarita, Mah¡v¢racarita, B¡lar¡m¡ya¸a, 

Kir¡t¡rjun¢ya, Abhijµ¡na¿¡kuntala, HarÀacarita, Mudr¡r¡kÀasa, 

Ve¸¢samh¡ra, ái¿up¡lavadha, N¡g¡nanda, Viddha¿¡labhaµjika, 

PuÀpad£Àitaka, Hayagr¢vavadha, M¡y¡puÀpaka, K¤ty¡r¡va¸a, 

Abhijµ¡naj¡naki, Chalitar¡ma, Pratim¡niruddha and P¡¸·av¡bhyudaya. 

It was already said that he not only quotes from the works of master 

poets like K¡lid¡sa, M¡gha, Bh¡ravi etc., but also from the less known 

works like Abhijµ¡naj¡naki and Chalitar¡ma. Kuntaka brings forth the 

knowledge of various major and minor Sanskrit literary texts. It is 

through Kuntaka’ s citation that many texts are now known. Texts like 

P¡¸·av¡bhyudaya, Pratim¡niruddha etc. are now known only through 

the references made by Kuntaka. 
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 Kuntaka never hesitates to appreciate the poets for their interesting 

and innovative concepts put forth in their works. At the same time he 

had the boldness to criticize the master poets like K¡lid¡sa. The minute 

analysis of the examples from literature clearly indicates the critical 

acumen of Kuntaka as a literary critic. All these facts evidently establish 

Kuntaka as a unique literary critic in the history of Sanskrit poetics. 

 Among Sanskrit rhetoricians Kuntaka deserves a unique position 

as his approach in literary criticism is novel and unquestionable due to 

his genuine assessment of literature. Many of the citations he makes are 

rare and beautiful. He is the only critic who provides literary criticism in 

its wide sense among the rhetoricians of the history of Sanskrit poetics. 

He is a typical example for analyzing literary merits of poetry 

unbiasedly. Vakroktij¢vita, thus is a mine of information of authors and 

works known to Kuntaka.   

Review of literature 

 Nothing much was known about the epoch making work named 

Vakroktij¢vita until 1923, when S. K. De, a renowned scholar of Indian 

poetics had published the first two chapters of this text. He published 

that fragmentary portion with the help of two original incomplete 

transcript obtained from Madras govt. manuscripts library. K 

Krishnamoorthy opines that a lost Malayalam manuscript was the 

original source of Madras manuscripts. In the same year, another famous 

scholar of Indian poetics named P.V Kane also published a text 

depending on the two incomplete manuscripts and the published work of 

S. K. De. In 1928 De published a revised new edition of the text 

including the third chapter with the help of another manuscript obtained 
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from Jain Bhandars at Jaisalmer. Then after twenty seven years i.e. in 

1955 another edition of Vakroktij¢vita with four unmeÀas has been 

published by one Dr. Nagendra of Delhi university with Hindi 

commentary of Acharya Vi¿ve¿var. Then in 1967, Raddhe Shyam 

Mishra published a text in Chowkhamba Sanskrit series with Hindi 

translation and a commentary named Prak¡¿a. This was mere replica of 

the text published by De. Then in 1977 with great difficulty K. 

Krishnamoorthy, professor of Karnataka University published four 

unmeÀas of Vakroktij¢vita with the help of manuscripts and paper scripts 

of Madras manuscripts library and also with a text named 

Kalpalataviveka of an unknown authorship. Then in 2009, Chattanatt 

Acyutanunni, former Professor of Malayalam department of Calicut 

University published a Malayalam translation of the text depending on 

the text of K. Krishnamoorthy. These were the milestones in the history 

of the publication of the text Vakroktij¢vita. Absence of strong 

commentaries and its incompleteness never reduce the relevance of a 

text. As Krishnamoorthy said it is sure that the text is almost completed. 

The effort taken by all these scholars are highly appreciable otherwise an 

epoch making work of Sanskrit poetics must be in oblivion. 

 The present thesis focuses on the literary analysis of Kuntaka. K. 

Krishnamoorthy and Chattanatt Acyutanunni in their texts explicitly 

stated the name of the text of the verses cited by Kuntaka. This is really 

helpful in finding out the names of literary texts quoted by Kuntaka. 

Among these texts, some of them are now lost and some verses are 

anonymous. This makes the study of lost works more crucial. The huge 

composition named Indian k¡vya literature of A.K Warder also helps to 

find out brief information about some rare works like PuÀpad£Àitaka, 
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Hayagr¢vavadha etc. Some old lost R¡ma plays edited by Dr. V. 

Raghavan help to trace out some information about some lost dramas 

like M¡y¡puÀpaka, K¤ty¡r¡va¸a, Abhijµ¡naj¡naki, Chalitar¡ma etc. 

Moreover brief information about the text named Ud¡ttar¡ghava is 

availed from “R¡makatha” .17 

 Kuntaka has taken examples from the anthologies like 

Subh¡Àit¡val¢, S£ktimukt¡val¢, á¡r´gadharapaddhati etc. and also from 

some ¿atakas like S£rya¿ataka, Amaruka¿ataka etc. Moreover there are 

fifteen Prakrit verses in his text. The anthologies are really a store house 

of stray verses. The anthologies mentioned below really help to ascertain 

the verses indicated by K. Krishnamoorthy. The anthologies are 

Saduktikar¸¡m¤ta of ár¢dharad¡sa18, á¡r´gadharapaddhati compiled by 

á¡r´gadara19, Vallabhadeva’ s Subh¡Àit¡val¢20 and Subh¡Àitaratnako¿a of 

Vidy¡kara21. 

 Dr. C. Rajendran’ s monograph titled Kuntaka is also a good 

reference for further study. This book contains four chapters. The first 

chapter named Kuntaka and his magnum opus gives a clear picture of 

Kuntaka and brief structure of the text Vakroktij¢vita and also the names 

of the literary texts cited by Kuntaka. In the next chapter on poets and 

poetry, the viewpoint of Kuntaka on the combination of word and sense, 

qualities, styles etc. The third chapter named Vakrokti- the poetic art 

gives a clear picture of six types of figurativeness propounded by 

Kuntaka with illustration. The last chapter named a critical evaluation 

gives a picture of Kuntaka as a literary critic mainly focusing on the 

works of K¡lid¡sa. 
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 The article named ‘Subh¡Àita-sa´graha-s and inscriptions as 

source of poetry’ of Ludwik Sternbach help to attain information about 

the anthologies of Sanskrit literature. He had given the name of twenty 

different anthologies. He had also given a detailed study of the relevance 

of the anthologies and inscription in the field of Sanskrit poetry. Yet 

another articles named ‘Ënandavardhana, Dhanika and Kuntaka on the 

Abijµ¡na¿¡kuntala’ in Studies in S¡nskrit S¡hitya-á¡stra of V.M. 

Kulkarni.22 This article gave a brief analysis of the context and verses of 

Abijµ¡na¿¡kuntala cited by Kuntaka. Some other articles in the same 

book named ‘ some aspects of Prakrit verses in Ala´k¡ra works’  and 

‘The Harivijaya of Sarvasena’  helped as a good reference material for 

the present thesis. Some other papers which rendered information are- 

K¡½id¡sa-an assessment by Kuntaka23,Variant Readings of K¡lid¡sa’ s 

verses in Kuntaka’ s Vakroktij¢vita24, A Reference to the Mah¡n¡¶aka25, 

Vakrokti vaibhavam of Archanakumaridube etc.26 

Some of the thesis works written based on Vakroktij¢vita are as 

follows-‘A Study of Stylistics in Sanskrit Poetics with special references 

to Kuntaka’ written by T. Vasudevan. The effort he had taken is explicit 

in this stunning research work. The first chapter named the stylistic 

approaches to literary language introduces some of the important sources 

and methods of modern stylistics mainly in their linguistic and literary 

perspectives so as to serve as a background for the interpretation of 

stylistic thought in Sanskrit. The aim of the second chapter is a general 

analysis of certain areas in Sanskrit poetics which are agreeable to the 

western stylistic concepts. The third chapter is an analytical outline of 

Vakroktij¢vita. Next chapter is a comparison of some western concepts 
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of stylistics with some of the stylistics concepts of Kuntaka and other 

Sanskrit poeticians. Fifth chapter is a comparative study of the 

phonological, lexical and syntactic aspects of poetic languages as 

conceived by some of the western stylisticians with the corresponding 

levels of figurativeness mentioned by Kuntaka. Sixth chapter is a brief 

analysis of the general nature of figurative expressions, metaphorical 

transfer and a number of rhetorical figures like simile, metaphor and 

paradox as conceived by the modern stylisticians and Sanskrit 

poeticians. The final chapter examines various aspects of discourse 

analysis and narratology which seem more or less relevant in the study 

of Sanskrit stylistics as found in Kuntaka.  

 Another research work based on Vakroktij¢vita is ‘Kuntaka a 

critical study’  submitted by Suchitra Mandal in 1990. Its first chapter 

discusses the various concepts of poetry prevalent in the treatise of 

different rhetoricians prior to Kuntaka. Second chapter is a 

comprehensive evolution of the idea of vakrokti as noticed by early 

rhetoricians preceding Kuntaka. The third chapter is an estimate of r¢ti 

concept as treated by the early propagators of r¢ti and Kuntaka’ s novelty 

of perusal in this respect. Forth chapter deals mainly with Kuntaka’ s 

concept of some figurativeness. The final chapter is a precise exhibition 

of various contributions made by Kuntaka in the field of literary 

criticism in Sanskrit.  

 Other theses from the Department of Sanskrit, Karnataka 

University, Dharwar is ‘Kuntaka’ s contribution to Sanskrit poetics’ of 

Shikaripura Krishnamurthy submitted in 1985. This thesis is divided into 

four parts. First part gives an introduction to Kuntaka and his text. 
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Second part is a brief summary of Vakroktij¢vita covering the complete 

contents of the four unmeÀas. A critical estimate of Vakroktij¢vita is 

given in the third part. Here Kuntaka’ s concept of vakrokti in relation 

with various poetic concepts like gu¸a, r¢ti, ala´k¡ra etc. are analyzed. 

Fourth part presents the conclusion of the present thesis and also tries to 

judge Kuntaka as a critic. Another thesis from the same university is 

‘Ënandavardhana and Kuntaka a comparative study’  submitted by 

Hemalatha B. Deshpande in 1967. First chapter is an analysis of the 

concept of bhakti of various Sanskrit rhetoricians. Second chapter is a 

historical analysis of ala´k¡rya and ala´k¡ra in k¡vya. The forgoing 

chapters respectively discusses about r¢ti, gu¸a, rasa and comparison of 

dhvani and vakrokti.  Final chapter is an analysis of the practical 

criticism of Dhvany¡loka and Vakroktij¢vita.  

 Yet another thesis is ‘The concept of Vakrokti in Sanskrit Poetics-

A Critical survey’  submitted by Sri Suryanarayana in 2006. The first 

chapter of this thesis presents major schools of Sanskrit poetics, general 

definition of vakrokti and its multi-dimensional implications. Second 

chapter describes the view of different theorists on Vakrokti. The third 

chapter exposes Kuntaka’ s theory of vakrokti. The fourth chapter is an 

analysis of vakrokti in relation to various literary concepts like m¡rga, 

rasa etc. The fifth chapter focuses on the striking similarities between 

dhvani and vakrokti perspectives. Final chapter is brief analysis of 

fundamental aspects of practical criticism as showed by Kuntaka. 

 There is a post-doctoral dissertation on Vakroktij¢vita named as 

‘Kuntaka’ s vakrokti siddh¡nta: towards an appreciation of English 

Poetry’  by Shravan K Sharma, professor of Department of English, 
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Gurukula Kangri University, Haridwar. This was published in 2004 by 

Shalabh Publishing house, Meerut. It is divided in to eight chapters. First 

chapter gives a brief analysis of the term vakrokti in the view of Sanskrit 

rhetoricians. The final chapter is a conclusion. The six chapters in 

between them discuss the various sub varieties of six figurativeness of 

Kuntaka as conceived in the poems of western poets like Wordsworth, 

Shelly, W. H. Auden, Keats, T.S. Eliot etc. This study reveals the 

relevance of Sanskrit poetics in the present time and also affirms that 

English poetry also bears striking features like six figurativeness 

propounded by Kuntaka. 

Aim and objectives of the present study 

1. The first aim of the present study is to document all the literary 

works cited and alluded to in Vakroktij¢vita and to identify the 

anonymous works. 

2. Secondly the present study will focus on the manner in which 

Kuntaka analyses Sanskrit literature.  

3. The thesis will also examine the empirical acumen of Kuntaka as 

reveals in his analysis of Sanskrit literature. On short, the work 

will be an attempt to look upon Vakroktij¢vita as a document of 

practical criticism as against the hitherto studies which form in his 

concept of vakrokti as a literary theory. 

Research design 

 Various chapters of the present thesis discuss Kuntaka’ s critical 

evaluation of the literary texts and their authors that he used to cite 
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verses and contexts. These citations help to examine the historical and 

aesthetical achievements through Kuntaka. The present thesis initially 

gives a brief introduction about some available works written based on 

Vakroktij¢vita. The scope of the present thesis is also mentioned here. It 

contains six chapters other than introduction and conclusion. The first 

chapter is a synoptic survey of the text Vakroktij¢vita. Then the 

following chapters analyse Kuntaka’ s assessment of various poets and 

their compositions. Kuntaka’ s assessment of the compositions of 

K¡lid¡sa, Mah¡k¡vyas, dramas, stray verses and anthologies are 

discussed in the next five chapters respectively.  

Scope of study 

 Most previous studies on vakrokti analyze the theory in the light 

of modern stylistics. Vakrokti theory was applied to study various 

English poems. There are only a very few studies which analyse Kuntaka 

as a practical critic. Most of them devote a chapter or two for such a 

study. An intensive assessment of Kuntaka as a literary critic has not 

been done yet. It thus gives scope for such an intensive and critical study 

to analyze Kuntaka’ s critical acumen.  Kuntaka’ s literary merit is also 

explicit in some minor works and anthologies etc. cited by him.  So the 

present thesis aims to bring forth the literary genius of Kuntaka in 

assessing literary works. As other Sanskrit rhetoricians, Kuntaka also 

cites numerous verses from the vast literature of Sanskrit. But Kuntaka 

tries to evaluate each and every text with sharp critical acumen. His 

analysis of illustrations reveals his insight in to the heart of poetic charm. 

This gave Kuntaka unique position in the history of Sanskrit literature. 

Kuntaka is considered to be a rare rhetorician because of his obviously 
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independent ideas and also his keen observation of poetry. That is why 

K. Krishnamoorthy gave him the title ‘practical literary critic’ . Practical 

criticism is one of the important aspects of poetics. It is the application 

of poetic theory to the existing literary works. The present study attempts 

to assess Kuntaka as a practical literary critic. 
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CHAPTER 1 

VAKROKTIJ¢VITA: A SYNOPTIC SURVEY 

 

 Like many poeticians preceding and succeeding him, Kuntaka has 

cited several works of Sanskrit literature to demonstrate his theory of 

vakrokti. It is therefore necessary to analyse Kuntaka’ s theory of 

vakrokti in order to appreciate the context in which such quotations are 

made, which will help us to fully appreciate his critical acumen. In this 

chapter, the various aspects of Kuntaka’ s theory of vakrokti are 

examined to serve as a backlog for the analysis of his critical practice.  

 Poetics in India has been the medium used by the rhetoricians to 

express their appreciation and criticism of poetry. Systematic 

investigation of the essence of literature is one of the aims of poetics. In 

Sanskrit poetics, there have been many investigations on the essence of 

poetry. Accordingly, we can discern eight different schools of thought. 

They are 1. The Rasa school 2. The Ala´k¡ra school, 3. The Gu¸a 

school, 4. The R¢ti school 5. The Vakrokti school 6. The Aucitya school 

7. The Dhvani school and the 8. Anum¡na school. They have discussed 

some of the modern problems of aesthetic like creative process, structure 

of poetry, literary genre and response to poetry. Their valuable 

contribution to eastern aesthetics is really appreciable.  

 Bharata’ s N¡¶ya¿¡stra, a text on dramaturgy and poetics must be 

the source of inspiration for the later writers on poetics. Among the eight 

schools, the school of vakrokti is propounded by Kuntaka, a rhetorician 

of the latter half of the 10thcentury C.E. Kuntaka’ s concept of vakrokti 
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attains a unique position in Sanskrit poetics, among the works written 

after the establishment of dhvani theory by Ënandavardhana through the 

Dhvany¡loka of 9th century C.E. Kuntaka’ s innovative and original 

thinking is said to be one of the main reasons for the prominence of 

vakrokti school. 

1.1. Date of Kuntaka 

 Kuntaka does not provide any information about himself in his 

works like most of the other Sanskrit rhetoricians. His date has been 

fixed at the latter half of the 10th century C.E on the basis of some 

external evidences. He quotes profusely from the works Dhvany¡loka of 

Ënandavardhana of 9th century C.E. and from B¡lar¡m¡ya¸a, 

Viddha¿¡labhaµjika etc. of R¡ja¿ekhara of first half of 10th Century C.E. 

Moreover Mahimabha¶¶a, a rhetorician of 11th century C.E. and the 

author of Vyaktiviveka, has criticized Kuntaka and the concept of 

vakrokti in some respects. All these references have helped to fix his 

date. The title r¡j¡naka which meant ‘ almost a king’ was given to 

Kuntaka just as it was given to the other Kashmirian poets like 

Ënandhavardhana and Mahimabha¶¶a. This makes it clear that Kuntaka 

is also a Kashmirian. 

 There is a controversy about the dates of Kuntaka and 

Abhinavagupta, the author of the commentaries named Locana on 

Dhvany¡loka of Ënandhavardhana and the Abhinavabh¡rat¢ on 

N¡¶y¿¡stra of Bharata. In his text, The history of Sanskrit Poetics, P.V. 

Kane quotes the opinion of some scholars like Dr.P.C. Lahiri and Dr. 

Mookerjee that Abhinavagupta is indebted to Kuntaka. Kane supports 
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the arguments of Dr.V. Raghavan and Dr. Sankaran that there is no 

adequate information to support the indebtedness of Abhinavagupta to 

Kuntaka.1 Though there has been no exact solution for the problem of 

fixing their dates, it is interesting to note that there are numerous parallel 

passages in their works. Unfortunately, they did not mention each other 

in their works. This, in fact, points to the assumption that most probably 

they were contemporaries. 

1.2. The concept of vakrokti in earlier poeticians 

 It was Bh¡maha who introduced the term vakrokti in Sanskrit 

poetics. On his K¡vy¡la´k¡ra, he states: 

saiÀ¡ sarvaiva vakroktiranay¡rtho vibh¡vyate/ 

yatnosy¡m kavin¡ k¡ryaÅ kola´k¡ro’nay¡ vin¡//2 

 “This peculiar method of statement (vakrokti) is found 

everywhere (i.e, in other ala´k¡ras). By this, meanings are rendered 

beautiful. Poets should be assiduous in cultivating it. Where is the 

ala´k¡ra without this?”3 

 Ënandavardhana cites this verse in his Dhvany¡loka. He states 

that all figurativeness should be included in ati¿ayokti or in vakrokti. He 

also says that the figurativeness devoid of ati¿ayokti and vakrokti is mere 

figurativeness. Ati¿ayokti of Ënandavardhana is similar to the vakrokti 

of Bh¡maha and Da¸·in. According to him, poetry devoid of ati¿ayokti 

and vakrokti is considered as a bad one. However, it was Kuntaka who 

developed this concept in a full-fledged manner in his Vakroktij¢vita. 

Bh¡maha says that vakrokti is a delicate turn given to expression which 

distinguishes poetic expression from ordinary converse. The term 
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vakrokti has been differently interpreted by different scholars without 

explaining its exact meaning. Kuntaka in Vakroktij¢vita says, vakrokti is 

‘vaidagdhya bha´g¢bha¸iti’ . It can be translated as ‘ the artistic turn of 

speech’ 4, which means dexterous expression of something in a most 

attractive way, i.e. the selection of most striking form of expression in a 

particular context though the word has numerous meanings. Most of the 

early rhetoricians used the term vakrokti in some way or the other. Thus 

Da¸·in divided the poetry in to two viz, svabh¡vokti and vakrokti and 

he defines it as:- 

¿leÀaÅ sarv¡su puÀn¡ti pr¡yo vakroktiÀu ¿riyam/ 

dvit¡ bhinnam svabh¡voktiÅ vakrokti¿ceti v¡´mayam//5 

 To V¡mana, vakrokti is only a figure of speech consisting of 

metaphor based on similarity.  

    s¡d¤¿y¡llakÀa¸¡ vakrokti6 

 The example cited for it is as follows:- 

unmim¢lam kamalam saras¢n¡m kairavam ca na mim¢la muh£rt¡t/7 

 Here the poet imposed the action of opening and closing of eyes 

on flowers due to their similarity. 

 Bhoja, the poet who belonged to the same period of Kuntaka, has 

also used the term vakrokti. He gave a definition of poetry related to 

vakrokti in the sixth chapter of his á¤´g¡raprak¡¿a as follows:- 

yadavakram vacaÅ ¿¡stre loke ca vaca eva tat/ 

vakram yadarthav¡d¡dau tasya k¡vyamiti sm¤tiÅ//8 
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Bhoja in his Sarasvat¢kan¶h¡bhara¸a divided the speech into three as 

vakrokti, rasokti and svabh¡vokti. 

vakrokti¿ca rasokti¿ca svabh¡vokti¿ceti v¡´mayam/ 

sarv¡nugr¡hi¸¢ t¡su rasoktim pratij¡nate//9 

Though there are some early rhetoricians who have already 

discussed about vakrokti, it is Kuntaka who considered vakrokti as the 

soul of poetry and developed it in a different and beautiful manner. 

Kuntaka defines vakrokti as follows:  

 ub¡vet¡vala´k¡ryau tayoÅ punarala´k¤tiÅ 

 vakroktireva vaidagdhyaba´g¢bha¸itirucyate/10 

“Both these are the ‘ adorned’ . Their adornment consists in the 

poetic process known as artistic turn of speech”. Here the term ‘both’  

indicates the word and sense. 

1.3. A brief sketch of the contents of Vakroktij¢vita 

 There was no information about Vakroktij¢vita for a long time but 

for some quotations and references found in some poetics texts like 

Ala´k¡rasarvasva of Ruyyaka and S¡hityadarpa¸a of Vi¿van¡tha 

Kavir¡ja. In 1923 Dr. S.K. De published the first two unmeÀas of the 

text. The next two unmeÀas were also published by him in 192811. 

Vakroktij¢vita is the only available work of Kuntaka. It is divided in to 

four chapters named unmeÀas. As most of other poetical texts, it is also 

written in the form of k¡rik¡, v¤tti and ud¡hara¸a taken from various 

sources. In the first unmeÀa, Kuntaka has elaborated the basic concepts 

of poetry like its definition and purpose with a brief introduction to 
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vakrokti and its six varieties. The second unmeÀa deals with detailed 

study of the first three varieties of vakrat¡. V¡kyavakrat¡ is elaborated in 

the third unmeÀa. The last two types of vakrat¡ are explained in detail in 

the fourth unmeÀa. 

1.3.1. Purpose of poetry according to Kuntaka 

 Most of the Sanskrit poetic works discuss about the purpose of 

poetry, cause of poetry, definition of poetry etc. in detail. Kuntaka has 

given three verses for explaining the purposes of poetry in the first 

chapter. The first one is as follows: 

dharm¡dis¡dhanop¡yaÅ sukum¡rakramoditaÅ 

k¡vyabandhobhij¡t¡n¡m h¤day¡hl¡dak¡rakaÅ/12 

 “A poetic composition created with an eye to beauty is not only a 

means for the inculcation of values like righteousness, but also a delight 

to the hearts of the elite.”13 

 According to Kuntaka, one of the purposes of poetic composition 

is to delight and instruct the princes as they are the future protectors of 

their country. Since they enjoy many luxuries, they may be reluctant to 

understand the ethics and morality by studying difficult ¿¡stras. But they 

would be interested in reading poetry due to its simplicity and 

attractiveness. They easily imbibe the values of life-like righteousness, 

wealth, enjoyment and liberation by reading poetry. Thus poetry helps in 

shaping their character. So a good poet should include the values of life 

like righteousness, wealth, enjoyment and emancipation in their 

compositions; otherwise it will be a mere pleasurable pastime to the 

princes. Though there are numerous ¿¡stras giving values of life, their 
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presentation is not as inspiring as in poetry because poetry delights and 

instructs the people simultaneously. The second verse runs as follows: 

vyavah¡raparispandasaundaryam vyavah¡ribhiÅ 

satk¡vy¡dhigam¡deva n£tanaucityam¡pyate//14 

 “Participants in the affairs of life can come to appreciate the 

beauty of life-activity in a new light, viz. an appropriate pattern imposed 

by the poet, only by means of good poetry.” 15 

 Through this second purpose of poetry, Kuntaka says that a poet 

should include in his poetic composition, the good conduct to be 

practiced by the ministers and other members associated with the king, at 

the time of explaining the moral values of a king. Such portrayal of good 

conduct would really help the readers to understand the proper behavior 

of people belonging to different categories. Yet another one is given 

below: 

caturvargaphal¡sv¡damapyatikramya tadvid¡m 

k¡vy¡m¤tarasen¡nta¿camatk¡ro vitanyate//16 

“Apart from the enjoyment of the benefits of the four-fold values, 

there is the immediate sense of delight produced in the reader as a result 

of his enjoying the nectar of poetry.”17 

 Here Kuntaka says that apart from attainment of the four-fold aims 

of life, the primary function of poetry is the inner delight of readers. The 

readers enjoy the nectar of poetry. Kuntaka also says that everyone 

cannot do this and only those who have an aesthetic sense can enjoy it. 

The instructions laid down in ¿¡stras are difficult to understand but 
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poetry gives sudden delight to the readers, which gives poetry a higher 

position than the ¿¡stras. 

1.3.2. Kuntaka’ s definition of poetry 

 In Sanskrit poetics there are two different opinions about the 

definition of poetry among the rhetoricians, some of them opine that 

only words can make poetry and some others suggest that both word and 

meaning make poetry. Some famous rhetoricians who accept only word 

as poetry are Da¸·in and Jagann¡tha Pa¸·ita. Da¸·in defines poetry as 

‘ ¿ar¢ram t¡vadiÀ¶¡rthavyavacchinn¡ pad¡val¢’ , Vi¿van¡tha in his 

S¡hityadarpa¸a defines it as ‘v¡kyam ras¡tmakam k¡vyam’  and 

Jagann¡tha pa¸·ita conceives it as ‘ rama¸¢y¡rtha pradip¡dakaÅ ¿abdaÅ 

k¡vyam’ . Those who regard poetry as both word and meanings are 

Bh¡maha, V¡mana, Rudra¶a, Mamma¶a, Ënandavardhana, Hemacandra, 

Vidy¡dhara, Vidy¡n¡tha and Kuntaka. The definition of poetry 

according to Kuntaka is as follows:- 

  ¿abd¡rthau sahitau vakrakavivy¡p¡ra¿¡lini/                                           

bandhe vyavasthitau k¡vyam tadvid¡hl¡dak¡ri¸i//18 

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

revealing the artistic (lit, out-of-the-way) creativity of the poet on the 

one hand and giving aesthetic delight to the man of taste on the other”19 

 After explaining the purpose and cause of the poetry, Kuntaka 

commences his text with a detailed description on the definition of 

poetry taking word by word. According to him both word and meaning 

are essential for a good poem; as the poem having both ¿abda and artha 
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should only be delightful to the connoisseur. It is to be noted that 

Kuntaka’ s language and style of writing is simple and beautiful.  He tries 

to explain the meaning of every word and interprets them in a clear and 

distinct manner without leaving any doubts in the minds of the readers. 

1.3.3. The concept of figures according to Kuntaka 

 In Kuntaka’ s definition of poetry the term 

‘vakrakavivy¡p¡ra¿¡lini’ denotes the six types of figurativeness 

mentioned by him. His v¡kyavakrat¡ or sentential figurativeness 

discusses the wide varieties of figures of speech. Kuntaka has given an 

elaborate discussion about figurativeness in the third unmeÀa. He rejects 

some figures which were widely accepted by the early rhetoricians and 

also suggests new definitions for certain figures. Moreover he maintains 

that some figures like ananvaya, pariv¤tti, nidar¿an¡ etc. were merely 

varieties of upam¡ and thus refuses to accept them as separate figures. 

Though the early rhetoricians from Bharata to Ënandavardhana also 

tried to discuss about ala´k¡ras, it is Kuntaka who gave a detailed study 

of it. Kuntaka accepted twenty one ala´k¡ras. They are rasavat, d¢paka, 

r£paka, aprastutapra¿ams¡, pary¡yokta, vy¡jastuti, utprekÀ¡, ati¿ayokti, 

upam¡, ¿leÀa, vyatireka, virodha, sahokti, d¤À¶¡nta, arth¡ntarany¡sa, 

¡kÀepa, vibh¡van¡, sasandeha, apahnuti, sams¤À¶i and sa´kara. 

Moreover he has the boldness to refute some ala´k¡ras of early 

rhetoricians. He tries to suggest new definitions for them. Kuntaka’ s 

view about few ala´k¡ras is given below. Innovative definition given by 

Kuntaka for sahokti with illustration is given below.  

 Bh¡maha in his K¡vy¡la´k¡ra gave the definition of sahokti as:- 
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tulyak¡lam kriye yatra vastudvayasam¡¿raye/ 

padenaikena kathyete sahoktiÅ s¡ mat¡ yath¡//20 

“Where simultaneously, two actions are attributed to two objects 

by a same using a single expression then we have the ala´k¡ra 

sahokti.”21 

  The example cited for this by Bh¡maha is mentioned below. 

himap¡t¡viladi¿o g¡·h¡li´ganahetavaÅ/ 

v¤ddhim¡y¡nti y¡minyaÅ k¡min¡Æ pr¢tibhiÅ saha//22 

“The night that obscures the quarters by snowfall and makes one 

long for close embraces lengthens just like the amours of lovers.”   

 According to Kuntaka the figure of speech used in this verse is 

upam¡ because here the similarity between the night and the amours of 

lovers are delighting the readers. If there is no such similarity, the plane 

words like ‘ the teacher reads with the student’  and ‘ the father stands 

with his son’  etc. will also be considered as sahokti even when they do 

not have any charm at all. So refuting the definition given by Bh¡maha, 

Kuntaka propounded a new one which is as follows:- 

yatraikenaiva v¡kyena var¸an¢y¡rthasiddhaye 

uktiryugapadarth¡n¡m s¡ sahoktiÅ sat¡m mat¡/23 

According to Kuntaka, two meanings expressed at the same time 

by a single sentence to enrich the beauty of the described subject is 

sahokti and one of the examples for it is given below. 
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he hasta dakÀi¸a m¤tasya ¿i¿ordvijasya 

j¢v¡tave vis¤ja ¿£dramunau k¤p¡¸am/ 

r¡masya p¡¸irasi nirbharagarbhakhinna- 

dev¢viv¡sanapa¶oÅ karu¸¡ kutaste//24 

 For explaining sahokti, Kuntaka quotes a beautiful verse from 

Uttarar¡macarita of Bhavabh£ti, here the poet has incorporated two 

meanings simultaneously in a same sentence very brilliantly. The first 

idea conveyed here is, it is the hand of R¡ma who very cruelly banished 

his pregnant wife without any mercy. So it is proper for R¡ma to be 

merciless once again to kill the ¿£dra sage, though it is undeserving, in 

order to protect the dead child of a Br¡hmin. The second idea of this 

verse is, if the hand of R¡ma is reluctant to kill the ¿£dra sage thinking 

that he himself is kind and generous, it will never be acceptable because 

it is the hand of such R¡ma who has already proven his cruelty by 

banishing his innocent wife at the time of her advanced pregnancy. So 

the killing of the sage is an easier thing for R¡ma and it will also never 

depreciate his quality. Here in both the meanings, the word R¡ma 

possesses an unexplainable r£·hivaicitryavakrat¡ by enriching the 

sentiment of love-in-separation. 

1.3.4. Kuntaka’ s views on Rasa  

 Kuntaka includes rasa in some varieties of vakratas like v¡kya, 

prabandha and prakara¸avakrat¡. The keen evaluation of the examples 

cited for the contextual and compositional figurativeness will make it 

clear that Kuntaka gives importance to the sentiments like karu¸a, 

vipralambha etc. According to Kuntaka, rasa is always an ala´k¡rya and 

not an ala´k¡ra and he criticizes Ënandavardhana, who gave a 
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subordinate position to rasa in his rasavadala´k¡ra. This stand taken by 

Ënandavardhana seems to contradict his own views on rasa where he 

gives prominence to rasadhvani and considers it as the soul of poetry. 

But it is doubtless that Kuntaka always considered rasa to be the most 

important element in poetry. This is clear from a statement that he had 

used in connection with prakara¸avakrat¡, which is as follows:- 

nirantararasodg¡ragarbhasandharbhanirbhar¡Å/ 

giraÅ kav¢n¡m j¢vanti na kath¡m¡tram¡¿rit¡Å//25 

Here Kuntaka says that the words of poets live not merely 

depending on the story but also on the continuous flow of rasa. 

 In the third unmeÀa, Kuntaka maintains that rasavat is not an 

ala´k¡ra but an ala´k¡rya. If the sentiment erotic is considered as an 

ala´k¡rya, there should be something as ala´k¡ra and vice versa, but it is 

difficult to make such a distinction. In all other figures there is a clear 

distinction between ala´k¡ra and ala´k¡rya, but it is impossible in the 

case of rasavat. So rasa can never be considered as an ala´k¡ra. Though 

there are no direct references to the nature of rasa and the process of 

ras¡sv¡da in Vakroktij¢vita, Kuntaka employs the concept of rasa in his 

analysis of verses taken as examples of vakrat¡. Kuntaka is seen to 

provide a prominent place to rasa in his analysis of poetic charm. 

1.3.5. Kuntaka’ s concept of sah¤daya 

 In the end of the second chapter, Kuntaka has very beautifully 

depicted the importance of sah¤daya. It is doubtless that everyone cannot 

enjoy the charm of poetry, only those who have some aesthetic sense in 

them can enjoy it and they are known as sah¤dayas. It is also familiar 
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that the main aim of poetics is sah¤dayah¤day¡hl¡da. The verse of 

Kuntaka is as follows:- 

v¡gvaly¡Å padapallav¡spadaday¡ y¡ vakrodbh¡sin¢  

vicchittiÅ sarasatvasambaducit¡ k¡pyujval¡ j¤mbhate/ 

t¡m¡locya vidagdaÀa¶padaga¸air v¡kyapras£n¡¿rayam 

sph¡r¡modamanoharam madhu navotka¸¶h¡kulam p¢yat¡m//26 

 “Poetic speech is a veritable creeper, with words as leaves, 

forming the bases for (symmetrical) beauty striking with artistic turn 

adding to the wealth of feelings and sentiments in a most striking 

manner. May the bee-like connoisseurs appreciate it and collect the 

profusely fragrant and sweet honey, from the sentence-blossoms, and 

enjoy it with ever-increasing zest.”27 

 Here Kuntaka compares the poetic speech with a creeper and he 

says that by only seeing the tender leaves of that creeper, the bees 

become happy at the thought of the future flowering of this creeper and 

the sweet honey it would produce. Similarly the connoisseur should have 

the tendency to find out the artistic turn of speech or vakrat¡ in the whole 

sentence by only knowing the artistic beauty of a word. 

1.3.6. Styles or M¡rgas 

 Kuntaka also discussed about m¡rgas or styles by giving 

numerous examples. The word r¢ti is used by V¡mana in his 

K¡vy¡la´k¡ras£trav¤tti instead of the word m¡rga for denoting style. 

According to V¡mana, unique composition of words is r¢ti and is 

divided in to three as vaidarbh¢, gaud¢y¡ and p¡µc¡l¢. 
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  vi¿iÀ¶¡ padaracan¡ r¢tiÅ /28 

  s¡ tredh¡ vaidarbh¢, gaud¢y¡, p¡µc¡l¢ceti/29 

 These divisions are given according to the places named Vidarba, 

Gau·a, and P¡µc¡la respectively. Vaidarbh¢ and gau·¢ are the two 

styles accepted by Da¸·in in his K¡vy¡dar¿a. Both V¡mana and Da¸·in 

also compare vaidarbh¢ as best, p¡µc¡l¢ and gau·¢y¡ as inferior. 

Kuntaka objects these divisions because there must be endless styles 

depending on the endless places of this world. He also suggests that it is 

not proper to categorize the m¡rgas as good, mediocre and bad as each 

style has its own charm. There is no need to accept such compositions as 

poetry which has a little or no beauty at all. After refuting the divisions 

of styles made by early rhetoricians Kuntaka establishes his own method.  

santi tatra trayo m¡rg¡Å kaviprasth¡nahetavaÅ/ 

sukum¡ro vicitra¿ca madyama¿cobay¡tmakaÅ//30 

According to him there are three poetic styles, they are sukum¡ra 

(tender), vicitr¡ (variegated), and madhyam¡ (intermediary). Kuntaka 

opines that the poetic style is based on the nature of the poet and not on 

the places of the poet as opined by the early rhetoricians. The tender 

style is that which the master poet like K¡lid¡sa followed. Kuntaka 

compares the poets who move through the elegant or tender style as the 

bees moving through the forest full of blossomed flowers. He includes 

the poet Sarvasena and K¡lid¡sa also as the follower of the tender style. 

 Kuntaka says that the variegated style is the most difficult style 

and only some scholarly poets have been able to walk through it. 

Creation of poetry following this style is equal to the movements of 
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warriors through the sharp edges of weapons. Here the unsatisfied poets 

add figures one after another for revealing their genius. The followers of 

it mentioned by Kuntaka are B¡¸abha¶¶a, Bhavabh£ti and R¡ja¿ekhara. 

These poets who come under the category of intermediary style are those 

who would like to create poetry following both the elegant and brilliant 

styles. Kuntaka does not give a detailed description and the followers of 

this styles are M¡t¤gupta, M¡yur¡ja, Maµj¢ra. It is interesting to note 

that here we cannot find the categorization as good, mediocre and bad 

but the three styles mentioned by Kuntaka have their own unique beauty. 

1.3.7. Qualities or Gu¸as 

 Kuntaka tries to connect some poetic qualities like m¡dhurya 

(sweetness), pras¡da (perspicuity), l¡va¸ya (grace), and ¡bhij¡tya 

(nobility) to the styles, but the nature of the four gu¸as differs from style 

to style. The use of uncompounded simple and pleasant words is the 

specialty of sweetness of the tender style. Here perspicuity signifies the 

clarity of meaning and the beautiful arrangements of poetic composition 

is grace. The use of beautiful and pleasant words is the specialty of 

nobility. In variegated style, the absence of loose composition i.e. 

¿aidily¡bh¡va is the nature of sweetness and the avoidance of compound 

words with a touch of ojas is pras¡da (perspicuity). The skillful use of 

letters in a striking manner and the avoidance of too hard and too soft 

letters in a composition are the specialty of the qualities respectively of 

grace and nobility of variegated style. This is given in a tabular form as 

follows:- 
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Styles 

Qualities 

m¡dhurya 
(sweetness) 

pras¡da 
(perspicuity) 

l¡va¸ya 
(grace) 

¡bhij¡tya 
(nobility) 

sukum¡ra 
(tender) 

Uncompounded 
simple and 
pleasant words 

Clarity of 
meaning 

Beautiful 
arrangements 
of poetic 
composition 

Use of 
beautiful 
and 
pleasant 
words 

vicitr¡ 
(variegated) 

Absence of 
loose 
composition 
i.e. 
¿aidily¡bh¡va 

Avoidance of 
compound 
words with a 
touch of ojas 

Skillful use 
of letters in a 
striking 
manner 

Avoidance 
of too hard 
and too soft 
letters in a 
composition 

madhyam¡ 
(intermediary) 

Beautiful combination of the qualities of both the styles 

 

 The beautiful combination of the qualities of both the styles is the 

specialty of the intermediary style. Kuntaka thus elaborates the qualities 

that each style possesses. But this elaboration seems to create certain 

difficulties. The narrow distinction between the qualities at times seems 

blurred to the readers. 

 Aucitya (propriety) and saubh¡gya (spendour) are two general 

poetic qualities propounded by Kuntaka as his own, which are common 

to the three styles. Aucitya (propriety) is the expression of inherent 

nature of things and in saubh¡gya (spendour) the poetic imagination 

plays an important role.   
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Styles 
Qualities 

aucitya (propriety) saubh¡gya (spendour) 

sukum¡ra 
(tender) 

Propriety is the 
expression of inherent 
nature of things 

The poetic imagination 
plays an important role in 
spendour 

vicitr¡ 
(variegated) 

madhyam¡ 
(intermediary) 

 

 Kuntaka never merely follows the methods used by his ancestors. 

He always analyze them minutely and sometimes suggests possible 

modifications if essential. Otherwise he propounds his own new ideas. 

These things make Kuntaka an outstanding one among Sanskrit 

rhetoricians. His unique contributions of qualities and figure of speeches 

are really praiseworthy.  

1.3.8. Six divisions of Vakrat¡ 

 In the first unmeÀa, Kuntaka has given a brief description of six 

vakrat¡s like1. Phonetic figurativeness (Var¸aviny¡savakrat¡) 2.Lexical 

figurativeness (Padap£rv¡rdhavakrat¡) 3.Grammatical figurativeness 

(Pratyayavakrat¡) 4. Sentential figurativeness (V¡kyavakrat¡) 

5.Contextual figurativeness (Prakara¸avakrat¡) 6.Compositional 

figurativeness (Prabandhavakrat¡) and has given a detailed description in 

the following chapters. This division of Kuntaka is really a gradual 

progress from simple to complex that is from phoneme to a complete 

text itself. The first one starts with the use of phonemes, the smallest unit 
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of language and the group of phonemes makes the second variety. In the 

third variety the words comprises some grammatical influences and in 

the fourth vakrat¡ the combination of words make a sentence. The fifth 

division named contextual figurativeness is a combination of sentence 

and in the last variety the groups of context make a composition i.e. 

prabandha. 

1.3.8.1. Phonetic figurativeness or var¸viny¡savakrat¡ 

 The second chapter starts with the detailed description of phonetic 

figurativeness. Different types of arrangements or repetitions of 

consonants in a particular method create this vakrat¡. Kuntaka mentions 

several types of phonetic figurativeness. One is based on the repetition of 

one, two or more syllables at short intervals. Other varieties are 

repetition of conjunctions with nasals, repetition of the words like ‘ t’ , 

‘ l’ , ‘n’ , and also the repetition of consonants with the sound ‘ r’ . One 

example to showing the repetition of one, two or more syllables as 

follows:- 

bhagnail¡vallar¢k¡stara½itakata½¢stambat¡mb£lajamb£- 

jamb¢r¡st¡lat¡l¢saralataralat¡ l¡sik¡ yasya jahruÅ / 

olahel¡vi¿akalanaja·¡Å ku½akaccheÀu sindhoÅ 

sen¡s¢mantin¢n¡manavaratarat¡bhy¡sat¡nt¢m sam¢r¡Å //31 

 Here the consonant ‘ l’  in the first and third line and ‘ s’  in the 

fourth line and also the syllables ‘ t¡la-t¡l¢’  in the second line, ‘ rata-rata’  

in the fourth line, ‘ tamba-t¡mba’ , ‘ jamba-jamba’  in the first and second 

line, ‘ ralata-ralata’  in the second line show the repetition of one, two or 

more syllables respectively.  
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1.3.8.2. Lexical figurativeness or padap£rv¡rdhavakrat¡ 

 The second chapter also contains the detailed description of next 

two vakrat¡s like lexical figurativeness and grammatical figurativeness. 

Lexical figurativeness makes vakrat¡ using the root subantaÅ or nouns 

and ti´antaÅ or verbs. It is divided into nine types as conventional word 

(r£·hi). It is equal to the arth¡ntarasa´kramitav¡cyadhvani of 

Ënandavardhana. Other varieties of lexical figurativeness are 

figurativeness related to synonym (pary¡ya), metaphorical figurativeness 

(upac¡ra), attributive words (vi¿eÀa¸a), figurativeness of concealment 

(samv¤ti), figurativeness related to expressive techniques (v¤tti), 

figurativeness related to root or verb (bh¡va), figurativeness related to 

gender (li´ga), and figurativeness related to verb (kriy¡). 

 An example for r£·hivaicitryavakrat¡ is:- 

tad¡ j¡yante gu¸¡ yad¡ te sah¤dayairg¤hyante/ 

  ravikira¸¡nug¤h¢t¡ni bhavanti kamal¡ni kamal¡ni//32 

 The second line says that the lotuses become lotuses only when it 

is blessed by the rays of sun. According to Ënandavardhana there is 

arth¡ntarasa´kramitav¡cyadhvani in the second word kamala, but 

according to Kuntaka the beauty of the second word kamala is due to 

r£·hivaicitryavakrat¡. This is one of the varieties of 

r£·hivaicitryavakrat¡. Through this Kuntaka suggests the unimaginable 

or an extraordinary quality to the second word kamala. 

 The pary¡yavakrat¡ is of different kinds namely selection of the 

most suitable synonym in a particular context, and the selection of a 

synonym which give extreme delights to a particular context because of 
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its inherent beauty. An example for showing the most suitable word for a 

context is as follows:- 

 n¡bhiyoktuman¤tam tvamiÀyase kastapasvivi¿ikheÀu c¡daraÅ / 

santi bh£bh¤ti hi na ¿ar¡Å pare ye par¡kramavas£ni vajri¸aÅ //33 

 “ I would not like to fight with you for nothing. And what regard 

do the arrows of hermits deserve? I have other arrows of mine in my 

mountain store and they from the wealth of the thunder-weilding god’ s 

prowess.”34 

 This is a verse from Kir¡t¡rjun¢ya of Bh¡ravi and is a 

conversation between the hunter and Arjuna, who disguised as an 

ascetic. They argue for the ownership of the arrow that killed a pig. Here 

though having thousands of words to denote the word Indra, Bh¡ravi 

uses the word Vajrin to increase the charm through pary¡yavakrat¡. Here 

the hunter refers to Indra as the Lord of celestial who always keeps 

vajr¡yudha with himself. His particular skill or expertise in using the 

arrows shows the extraordinary strength of arrows than vajr¡yudha. 

Moreover the word ascetic is also beautiful, which also makes it obvious 

that everyone had respect towards the arrows of great warriors but none 

had any respect for the arrows of an ascetic. 

 In upac¡ravakrat¡, the poets superimpose the qualities of 

extremely different objects like concreteness and abstractness, liquidity 

and solidity, sentient and non-sentient etc. Superimposition of animate 

objects to inanimate objects is almost equal to the Ënandhavardhana’ s 

atyantatirask¤tav¡cya, the division of avivakÀitav¡cyadhvani. One of the 

examples to show the upac¡ravakrat¡ of Kuntaka is as follows:- 
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 gacchant¢n¡m rama¸avasatim yoÀit¡m tatra naktam 

 ruddh¡loke narapatipathe s£cibhedhyaistamobhiÅ/ 

 saud¡miny¡ kanakanikaÀasnigday¡ dar¿ayorv¢m 

 toyotsarggastanitamukharo m¡smabh£rvik½av¡st¡Å//35 

 “There, when the sight will be obstructed by pitchy darkness on 

the high road, show the ground (path) by flashes of lightning charming 

like a streak of gold on a touch-stone, to the women going at night to the 

dwelling of their lovers; water but don’ t you be resounding with thunder 

and the downpour for they are timid.”36 

 In this verse the word s£cibhedhyaistamobhiÅ, which means the 

darkness that can be pierced with a needle, is really a beautiful 

expression used by K¡lid¡sa in his Meghad£ta. Kuntaka cites this as an 

example of upac¡ravakrat¡, because through this the poet attributes the 

concrete nature to abstract darkness. According to Kuntaka proper uses 

of such vakrat¡s always reveals the genius of poets and are plenty in the 

works of all great poets. 

 Beauty is added to a noun or a verb in a sentence through the 

epithets given to them is known as vi¿eÀanavakrat¡, for eg:- 

¿uci¿¢ta½acandrik¡plut¡¿ciraniÅ¿abdamanohar¡ di¿aÅ/ 

      pra¿amasya manobhavasya v¡ h¤di kasy¡pyatha hetut¡m yayuÅ//37 

 It means that the quarters of the sky is flooded in the bright and 

cool sunlight and is also beautiful for its long silence; such quarters 

create either quietude or love in everyone’ s mind. This is an example of 

the epithet given to a noun, here the epithet given to the quarters really 

gives pleasure to the mind of all sah¤daya’ s. 
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 The concealment of the matters through pronouns or so forth in 

order to create vaicitrya or an extraordinary charm to a sentence is 

known as samv¤tivakrat¡, for e.g:- 

 tath¡ ruditam k¤Àna vi¿¡khay¡ rodhagadgadagir¡/ 

 yath¡ kasy¡pi janma¿ate’pi ko’pi m¡ vallabho bhavatu//38 

 This verse shows the depth of the pathos of R¡dh¡ after the 

separation of K¤À¸a. Here R¡dh¡ weeps so intensely that it makes 

everyone to think that nobody may become the beloved of anyone even 

once in a hundred births. In the first line of this verse, the reason of the 

sorrow of R¡dh¡ is concealed through the word ‘ tath¡’  and later in the 

second line the poet makes it clear. This adds an unexplainable beauty to 

this verse. 

 The beauty of v¤tti where the adverbial compound or avyay¢bh¡va 

samasas like k¤t, taddhita etc. shines forth is known as v¤ttivaicitrya 

vakrat¡. For e.g:-‘madhye’´kuram pallav¡Å’ .39 Here the word 

a´kuramadhyam is normally used, but Kuntaka has uses 

madhye’´kuram as avyay¢bh¡va for getting extra charm in the sentence. 

According to p¡¸in¢ya s£tra ‘p¡re madhye ÀaÀ¶hy¡ v¡’ (2.1.18) 

‘p¡ramadhya¿abdauÀaÀ¶hyantena saha v¡ samasyete’ , ‘p¡re madhye iti 

na saptamyantayorgraha¸am’ . Here the word ‘v¡’  denotes the 

ÀaÀ¶h¢tatpuruÀaÅ. 

 Kuntaka quotes another example of this is ‘p¡´·imni magnam 

vapuÅ’  40, here Kuntaka uses the taddhita‘p¡n·imni’  for getting extreme 

charm to the context. According to the P¡¸in¢ya s£tra 

‘var¸ad¤·h¡dibhyaÅ shyaµca’  (5.1.123) ‘ ÀaÀ¶hyantebhyo var¸av¡jibhyo 
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d¤·h¡dibhya¿ca bh¡ve shyaµca sy¡dityarthaÅ’  eg:-¿auklyam, ¿uklim¡ 

and d¡r·yam, dra·him¡.  Here the sutra named ‘p¤thv¡dibhyaÅ 

imanijv¡’ (5.1.122) is also used, ‘p¤thv¡dibhyaÅ ÀaÀ¶hyantebhyaÅ bh¡ve 

imanijv¡ sy¡dityarthaÅ.  

 Another variety of padap£rv¡rdhavakrat¡ is li´gavaicitryavakrat¡ 

or specialty in gender. Here the poet uses two different genders to denote 

a single idea in order to make the sentence more attractive for e.g.:- 

‘maithil¢ tasya d¡r¡Å’ 41, Here the word maithil¢ is in feminine gender 

and is singular also, but the word d¡r¡Å is in masculine gender and in 

plural. Another example of this is ‘ et¡m pa¿ya purasta¶¢m’ 42, the word 

ta¶¢ can be used in the three genders as ta¶aÅ, ta¶am and ta¶¢, but the 

poet deliberately uses the feminine gender in order to enhance the beauty 

of the sentence.  According to the poets, the feminine name itself is 

beautiful.  

sati li´g¡ntare yatra str¢li´gam ca prayujyate/ 

 ¿obh¡niÀpattaye yasm¡nn¡maiva str¢ti pe¿alam//43 

 “Even when other genders could be used, if the feminine is 

preferred, it contributes to beauty; since even the name of a woman is 

pleasing.”44 

 From the keen evaluation of these vakratas it will be clear that 

Kuntaka is well versed in grammar also. Moreover the next and the third 

vakrat¡ named pratyayavakrat¡ as the name itself suggests the power of 

the grammatical specialties to express beautiful meanings. Kuntaka 

clearly demonstrates how various grammatical aspects are incorporated 

in the k¡vyas to produce charm and special meanings. It is doubtless that 
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in his Vakroktij¢vita the grammatical peculiarities and poetic charm 

seem to lie entangled with each other.  

 Other two varieties of padap£rv¡rdhavakrat¡ are bh¡va and kriy¡. 

In bh¡vavakrat¡, a process yet to be accomplished is described as it is 

already accomplished for getting an extreme charm to that particular 

verse. As the name itself indicates, kriy¡vakrat¡ means creating vaicitrya 

of verbs through the particular use of subject, epithet, object etc. It is of 

five different types, one example of this is as follows:- 

kr¢·¡rasena rahasi smitap£rvamindorlehk¡m 

vik¤Àya vinibadhya ca m£rdhni gaury¡Å/ 

kim¿obhit¡hamanayeti pin¡kap¡¸eÅ 

 p¤À¶asya p¡tu paricumbanamuttaraÆ vaÅ//45 

 “Pulling out in a sportive mood the crescent of the moon-crested 

áiva, Gaur¢ smiled and said, am I beautified by this, my dear? áiva 

covered her with kisses in reply. May this scene protect us.”  46 

 The kiss of áiva may protect everyone, which was given as an 

answer to the question of P¡rvat¢ whether the crescent was beautiful for 

her. Here if áiva says yes or something else as an answer to her question, 

there would not be any charm in this verse. Here the verb kiss of the 

subject áiva adds an extreme beauty to this particular verse. áiva did so 

because there is no word capable to explain the beauty of P¡rvat¢ instead 

of a kiss.  

1.3.8.3. Grammatical figurativeness or pratyayavakrat¡ 

 Grammatical figurativeness creates vakrat¡ through the peculiar 
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use of affixes, which are mainly divided into six varieties as tense (k¡la), 

case (k¡raka), number (sa´khy¡), person (puruÀa), voice (upagraha) and 

pratyaya. 

 In the vakrat¡ where time has got its extreme beauty because of 

the utmost presence of propriety is known as k¡lavakrat¡. For example:- 

samaviÀamanirvi¿eÀ¡ samantato mandamandasanj¡r¡Å/ 

acir¡dbhaviÀyanti panth¡no manorath¡n¡mapi durla´ghy¡Å//47 

 Here a young separated lover, who is already tormented by the 

pangs of separation, thinks about the depth of the pangs of separation in 

the upcoming rainy season. Here the lover is anxious about his future 

and the word bhaviÀyanti denoting the future tense creates a special 

charm, which is known as k¡lavaicitryavakrat¡. 

 Interchange of k¡rakas based on their importance and 

unimportance is known as k¡rakavakrat¡. An example for this is a last 

line from one of the verse of Mah¡n¡¶aka, which is as follows:-  

y¡cµ¡m dainyaparigrahapra¸ayin¢m nekÀv¡kavaÅ ¿ikÀit¡Å 

sev¡samvalitaÅ kad¡ raghukule maulau nibaddho’µjaliÅ / 

sarvam tadvihitaÆ tad¡pyudadhin¡ naivoparodhaÅ k¤taÅ 

p¡¸iÅ samprati me ha¶h¡t kimaparaÆ spraÀ¶uÆ dhanurdh¡vati//48 

 “The IkÀv¡kus have never been trained in anything like beggary 

which delights in humiliating oneself. Has anyone ever known an 

instance of scion of Raghus raising his folded hands in abject 

supplication? Yet all this has been done (by me i.e R¡ma). But the ocean 
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shows no consideration at all. There is no other go left now. Hence my 

hand rushes all of a sudden to wield the bow.”49 

 Here instead of saying that he would like to take the arrows with 

his hands, the poet says that his hand rushes to wield the bow. Here the 

poet considers the subject as hand which creates a special charm to this 

particular context. 

 When the poet deliberately interchanges the numbers for creating 

vaicitrya is known as sa´khy¡vakrat¡. Here the poet uses singular or 

dual number in the place, where actually other number is essential. He 

may use two different numbers in a same sentence for creating this type 

of vakrat¡. As an example to this, Kuntaka quotes the last line from one 

of the famous verses from Abhijµ¡na¿¡kuntala of K¡lid¡sa, which is:- 

vayam tattv¡nveÀ¡nmadhukara hat¡stvam khalu k¤t¢/50 

 Here the poet uses the word vayam instead of saying aham, which 

means the poet use plural ‘we’  instead of the singular ‘ I’  for indicating 

that DuÀyanta is really a stranger to áakuntal¡ and also shows that there 

is no deep relation between them at that moment. 

 In certain situations the poet deliberately uses the third person in 

the place of first and second person for attaining extra charm to the 

particular context is known as oblique beauty of person or 

puruÀavakrat¡. Moreover the use of noun in the place of pronoun is also 

a division of this vakrat¡. Kuntaka quotes a verse from T¡pasavatsar¡ja 

as an example to oblique beauty of person. Here for the sake of the 

Kingdom, king Udayana was forced to marry Padm¡vat¢ but the minister 

Yaugandhar¡ya¸a feels it difficult to convey this directly to the queen 
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V¡savadatt¡, then he says that ‘ j¡n¡tu dev¢ svayam’. 51 Here instead of 

saying ‘you’  the madhyamapuruÀa sarvan¡ma the poet used 

prathamapuruÀa for enhancing the poetic charm. 

 Sometimes in particular situations when both the ¡tmanepada and 

parasmaipada affixes are suitable, the poet chooses the most suitable one 

among them for creating an extraordinary aesthetic delight and it is 

known as upagrahavakrat¡. For eg:-  

tasy¡pareÀvapi m¤geÀu ¿ar¡n mumukÀoÅ 

kar¸¡ntametya bibhide nibi·o’pimuÀ¶iÅ/ 

tr¡s¡tim¡traca¶ulaiÅ smarayatsunetraiÅ 

prau·hapriy¡nayanavibhramaceÀ¶it¡ni//52 

“About to discharge arrows on the other deer also as he was, the 

tightened grip of his fist (on the bowstring) beside the ear loosened of its 

own accord. For, then their eyes exceedingly tremulous in fright 

reminded him of the sweet glances of his beloved expert in love”53  

 Here the poet intent to say that the king Da¿aratha withdraws his 

arrows from some deer’ s in the forest because their eyes resemble the 

eyes of his beloved. But instead of saying in such a manner the brilliant 

poet says that seeing such resemblance the bowstring of Da¿aratha 

loosened itself without taking any deliberate attempt from him. For 

denoting ¡tmanepada the poet used the word ‘bibhide’  in the verse 

mentioned above. 

 Where a new suffix is added to a usual suffix to create striking 

beauty is known as pratyayavakrat¡. For eg:- 
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l¢nam vastuni yena s£kÀmasubagam tattvam gir¡ k¤Àyate 

 nirm¡tum prabavenmanoharamidam v¡caiva yo v¡ bahiÅ/ 

vande dv¡vapi t¡vaham kavivarau vandetar¡m tam punar- 

yo vijµ¡tapari¿ramo’yamanayorbh¡r¡vat¡rakÀamaÅ//54 

This is an unknown verse from an unknown poet. Here the poet 

says that:-  

 “Worthy is the poet who can draw the subtle essence of beauty 

hidden in nature. Worthy is the master of speech who can create things 

of beauty by his own words. Both are poets great and he salutes them 

indeed. But his best salutation goes to a third one who can know their 

labour and relieve them of their burden.”55  

 For showing the extreme salutation to the poet, the author of this 

verse used the word vandetar¡m, which create a striking beauty to this 

context. 

 These are some important varieties of pratyayavakrat¡. Kuntaka 

also says that padavakrat¡ is an another variety of pratyayavakrat¡, here 

the upasargas (prepositions) and nip¡tas (indeclinables) suggest that 

rasas are the one and only essence of a sentence or a poem 

1.3.8.4. Sentential figurativeness or v¡kyavakrat¡ 

 The third chapter is a detailed description of sentential 

figurativeness and he included all figurativeness in this section. Kuntaka 

says about it as:- 
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v¡kyasya vakrabh¡vo’nyo bhidyate yaÅ sahasradh¡/ 

yatr¡la´k¡ravargo’ sau sarvopyantarbhaviÀyati//56 

Krishnamoorthy translated it as ‘ art in a whole sentence admits of 

a thousand varieties. In it is included the whole lot of figure of speech’ .57 

 According to Kuntaka, sentential figurativeness is a unique skill of 

a poet like an overall beauty of a painting, which is distinct or unique 

from its constituent elements like canvas, lines, paints etc. Likewise the 

beauty of a sentence is distinct from its constituent elements like words, 

meaning etc. and which will only delight the connoisseurs. He also says 

that the poets never create anything which is non-existent in the world. 

They just give an extraordinary charm by their poetic excellence to the 

already existing objects. Then thereafter these things begin to appear as 

if they are entirely innovative and which make one to think that it is 

actually invented right now for the first time. Thus the poets reign as the 

creators in the poetic world. This idea is reflected in a verse from 

Dhvany¡loka:- 

ap¡re k¡vyasams¡re kavireva praj¡patiÅ/ 

yath¡smai rocate vi¿vam tathedam parivartate//58 

Which means the poet is the only creator in the endless poetical 

world because all things in the world revolve according to his wish. 

1.3.8.5. Contextual figurativeness or prakara¸avakrat¡ 

 Changes in particular context for making the situation more 

attractive comes under contextual figurativeness. In the first variety of 

contextual figurativeness, Kuntaka shows the technique used by poets to 

depict the energetic performance of some characters without revealing 
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their importance and specialty until the middle of a work. Here the poet 

tries to keep the suspense for a long time and reveals it only at the proper 

time. Such suspense helps to create some curiosity in the mind of readers 

also. Moreover breaking of the suspense at the proper time by explaining 

the unbelievable generosity or some other good qualities of an ideal 

character will definitely delight the readers. 

 One of the examples cites by Kuntaka for this figurativeness is 

from the fifth canto of Raghuvam¿a wherein the conversation between 

Kautsa and Raghu is taking place after the vi¿vajit sacrifice conducted by 

Raghu. In this sacrifice, Raghu offers all his possessions without leaving 

even a bit and at that time Kautsa, the disciple of Varatantu, approaches 

him to ask fourteen thousand crores of gold coins as a present to his 

teacher. Kautsa starts to return from Raghu after understanding his 

pathetic situation but Raghu stops him and advises him to live in the fire 

house for two or three days till he could give the money to Kautsa. He 

does not reveal his aim that he should earn sufficient money from 

fighting Kubera, the god of wealth. But Kubera himself showered 

boundless wealth from heaven to Raghu before the fight and Raghu 

offered all of this to Kautsa.  

 Here K¡lid¡sa brilliantly depicts the generosity of Raghu in its 

maximum extend because here Raghu compelled Kautsa to convey his 

need though he had nothing in his hand and then he also offered to 

Kautsa all the wealth that he obtained from Kubera without keeping 

anything for himself. Moreover nobility of Kautsa is also appreciable 

because he hesitates to accept more than what is essential to give to his 

teacher. Until this canto, K¡lid¡sa depicted Raghu as a normal ideal hero 
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explaining some of his energetic activities and then in the fifth canto 

K¡lid¡sa unexpectedly depicts the generosity of Raghu and also of 

Kautsa in an extreme beautiful manner to please the readers.  

 There are two divisions in the second variety. First one is the 

addition of an innovative concept in the new plot apart from its original 

source. Kuntaka cites Abhijµ¡na¿¡kuntala as an example to this. It is 

well known that this is a plot taken from the well-known source 

Mah¡bh¡rata, but in Mah¡bh¡rata there is no any explanation for the 

forgetfulness of DuÀyanta towards áakuntal¡. For avoiding such 

impropriety and making this drama more interesting K¡lid¡sa add the 

innovative concept of the curse of sage Durv¡sa as the reason of the 

forgetfulness of DuÀyanta and this really contribute perfection to this 

drama instead from the impropriety find in Mah¡bh¡rata. Here at the 

time of the arrival of sage Durv¡sa to the hermitage of áakuntal¡, she did 

not give due respect to him because she was lost in thought of her 

beloved DuÀyanta and was unaware about the arrival of the sage. Being 

humiliated by this Durv¡sa cursed áakuntal¡ that the person would never 

remember her though being reminded. After the request of her 

companions Durv¡sa gave a boon that the person will remember her only 

after seeing something like a souvenir. Unfortunately áakuntal¡ lost her 

ring on the way back to DuÀyanta’ s plea.  Later he gets that ring from a 

fisherman. Thereafter DuÀyanta starts to remember all the previous 

things and feels very miserable. He then gives up all the pleasures of the 

palace life and spends his time by looking at the portrait of áakuntal¡ 

drawn by him. Undoubtedly this innovative concept made á¡kuntala the 

best one among the Sanskrit plays.  



  

 

 

47 

 In the second division of this second vakrat¡ the poet makes some 

developments in the new plot from its original source. For example in 

R¡m¡ya¸a, R¡ma went to catch the golden deer and then LakÀma¸a 

goes to help him by the compulsion of S¢t¡. But according to the author 

of Ud¡ttar¡ghava, it is not proper for R¡ma to chase the golden deer 

when his younger brother LakÀma¸a was with him. Moreover it is also 

not proper that LakÀma¸a goes to help his elder brother R¡ma when he 

hears R¡ma’ s cry. For avoiding such impropriety the author of 

Ud¡ttar¡ghava changed the context and here first of all LakÀma¸a goes 

to catch the deer and only then R¡ma went to help him by hearing the 

cry of LakÀma¸a. This is really a proper development made by the poet 

to make this plot attractive and also to delight the readers. 

 The interrelation between segments of the whole compositions is 

the further variety of contextual figurativeness. Here the connection 

between two or more incidents of various sections may lead to the 

intended conclusion of a poet. This is not an easy task and is possible 

only to a poet who has extraordinary creative genius. One example cite 

for this is from PuÀpad£Àitaka. In the second act after returning from his 

long journey Samudradatta eagerly goes to meet his wife Nandayant¢ 

very secretly but the watchman named Kuvalaya happens to see him. So 

as a bribe Samudradatta offers his ring to Kuvalaya. Then in the fourth 

act Kuvalaya conveys these matters to S¡garadatta, the father-in-law of 

Nandayant¢. Hearing this, S¡garadatta suspects the chastity of 

Nandayant¢. On seeing the ring he comes to know that it is none other 

than his son and becomes happy. Here the inter-relation between the 
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incidents help to prove the chastity of Nandayant¢ and the plot became 

really appealing. 

 Another instance of this variety is taken from a famous drama 

Uttarar¡macarita. In the first act for pleasing S¢t¡ in her advanced 

pregnancy, R¡ma shows some portraits of their former life spend in 

forest. Here he explains that the victorious j¤mbaka missile was handed 

down from great sages to him and this in all means will protect Sit¡’ s 

progeny. Then in the fifth act the use of Lava’ s j¤mbaka missile against 

the armies of Chandraketu helps him to recognize the identity of Lava.  

 In the next variety, Kuntaka explains the uniqueness of a brilliant 

poet while explaining same fact frequently. One of the examples cite for 

this is from Raghuvam¿a, here the pathetic plight of Da¿aratha is 

explained in numerous verses delineating the sentiment karu¸a. It is 

enough to say that Da¿aratha killed a young ascetic, mistaking him as an 

elephant. Then the father of the young ascetic cursed Da¿aratha that he 

would also die due to grief caused by the loss of his son. But such a 

statement will completely taint the prestige of the king of the solar 

dynasty and will not please the readers. For avoiding such impropriety 

the brilliant K¡lid¡sa depicts Da¿aratha as a king having great 

compassion towards all creatures and not as a cruel hunter. He is shown 

to have withdrawn his arrows from the pairs of birds and animal that 

reminds him of his beloved many times. Having such great qualities it is 

unfair that Da¿aratha happens to kill a young ascetic near the Tamas¡ 

River even after seeing some ascetics engaged in some religious 

austerities. Here avoiding the impropriety of sudden and unfair act of 

Da¿aratha, K¡lid¡sa says that sometimes even great personalities, 
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afflicted with passion, also move towards wrong path. Another notable 

fact is that, no one will become happy by hearing a curse. But Da¿aratha 

considers this curse as a blessing for him because he had been waiting 

for a long time to have a child. Here the poetic excellence of K¡lid¡sa is 

highly remarkable because only a master poet can depict such unfair 

incidents very convincingly in such a brilliant way to delight the readers. 

 The incidents essential for a mah¡k¡vya according to the 

definition given by Da¸·in are the description of mountain, ocean, raises 

of sun and the moon, water sport etc.59 In the next variety of 

figurativeness, Kuntaka substantiates how these small incidents are 

helpful in the development of the main theme. As an example to this 

contextual figurativeness, Kuntaka cites the water sport of Ku¿a from 

Raghuvam¿a. Here at the end of the water sport Ku¿a comes to know 

that he had lost his favorite armlet. A fisherman then informs him that it 

must be in the hand of Kumuda, the king of serpent. Kumuda with her 

sister Kumudvat¢ then appears before Ku¿a fearing the arrow of Ku¿a.  

Kumuda then presents the armlet along with her sister Kumudvat¢ saying 

that she eagerly took his armlet at the time of her ball-play. Here, before 

explaining the water sport, K¡lid¡sa describes the summer season for 

showing the necessity of water sport and this incident leads to the union 

of Ku¿a and Kumudvat¢. Later they are blessed with a child named 

Atith¢, which ensure the continuity of the solar race. Here K¡lid¡sa has 

very beautifully connected each and every situation for the continuous 

development of the plot. It shows how the small incidents are helpful to 

the main theme by the gradual explanation of summer season, water 

sport, union of   Ku¿a and Kumudat¢ etc. 
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 In the next variety of prakara¸avakrat¡ the poet exclusively 

incorporates the main sentiment of the play only in one act and the 

sentiment is not seen to be dominant in any other act. Kuntaka cites an 

example for this from Vikramorva¿¢ya.  Love in separation, the 

dominant sentiment of the play, is very beautifully depicted in the 

unm¡d¡´ka of Vikramorva¿¢ya more than in any other act. Being 

separated from Urva¿¢, Pur£ravas is completely out of his sense and 

starts to behave like a mad man. On seeing the rainy cloud and rainbow 

Pur£ravas thinks that it is a demon with a bow in his hand and that the 

arrows of the demon will not pierce his heart so painfully as the 

showering of the rain. Moreover he says that the lightning of the sky can 

be seen for at least one minute or two, but not his beloved Urva¿¢. Here 

the sentiment love in separation is very touchingly depicted in this act 

than in any other act of this play. This is really a beautiful example cited 

by Kuntaka for contextual figurativeness because from this it is clear that 

a context or an act contribute a lot to the beauty of the whole work. 

 In another variety of contextual figurativeness, Kuntaka explains 

how a small incident becomes helpful in the development of the main 

theme. For example in the sixth act of Mudr¡r¡kÀasa a person under the 

play of C¡¸akya, acted like committing suicide pretending as if he had 

not noticed the presence of R¡kÀasa. On R¡kÀasa’ s compulsion, the 

person mention about the reason of committing suicide. He says that as 

one of his friends wants to die before the execution of his friend 

Candanad¡sa, he too would like to do the same. Though understanding 

the diplomacy, R¡kÀasa also believed this person and decided to go to 

rescue the life of Candanad¡sa offering his own body and this is what 

C¡¸akya actually expected to happen for R¡kÀasa to surrender. 
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 A play within a play which is also known as garbh¡´ka sometimes 

contributes an extraordinary charm to the whole plot, which is another 

variety of contextual figurativeness. Here the actors also play the role of 

a spectator and it will really delight the readers though they have a 

passive role with some minute expressions. Including such a garbh¡´ka 

in a drama is really a great task and only a brilliant one can depict it 

properly. As one of the examples to this, Kuntaka cites the garbh¡´ka, 

the seventh act of the Uttarar¡macarita of Bhavabh£ti. Here the pathetic 

plight of pregnant S¢t¡ who is left alone in the forest by LakÀma¸a on 

the advice of R¡ma is very beautifully depicted as garbh¡´ka. In the play 

within a play S¢t¡ cries deeply and says that she would end her life 

jumping in to the river Bh¡g¢rath¢ because nobody is there to rescue her 

from the wild beasts. Here R¡ma and LakÀma¸a as spectators really shed 

tears seeing S¢t¡’ s helpless situation and doubtlessly their artistic 

innovation will cause charm to the readers too. 

 The organic unity of junctures or sandhis like mukha and 

pratimukha etc. in a plot for the continuity of the story is the final variety 

of compositional figurativeness, Kuntaka reminds that there should not 

be a deliberate attempt to incorporate the junctures but it should be 

natural so as to please the readers. For example in the first act of 

PuÀpad£Àitaka the hero Samudradatta feels great grief throughout his 

journey because of the separation from his wife and also for not asking 

due farewell from her. In the second act, after returning from his journey 

Samudradatta approaches her wife Nandayant¢ very secretly by giving 

his ring as a bribe to the watchman. But here the author does not reveal 

the reason of the secret meeting of Samudradatta with his wife. In the 
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third act, Nandayant¢ is banished by S¡garadatta, her father-in-law, 

suspecting her of losing her chastity. In the fourth act, by seeing the ring 

given to Kuvalaya by Samudradatta, S¡garadatta comes to know that she 

was pregnant from his own son. Repenting the cruel banishment of his 

daughter-in-law at the time of her advanced pregnancy, he went forth a 

pilgrimage. In the fifth act Nandayant¢ came to know about the welfare 

of Samudradatta from Kuvalaya and then the proper reunion of all the 

characters in the sixth act results in the natural organic unity of each 

incidents by following the rules of junctures laid down in Bharata’ s 

N¡¶ya¿¡stra.  

1.3.8.6. Compositional figurativeness or prabandhavakrat¡ 

 The fourth unmeÀa of Vakroktij¢vita has a detail description about 

contextual and compositional figurativeness. The text ends incompletely 

after the explanation of the different kinds of compositional 

figurativeness. This figurativeness is mainly divided in to seven types. 

Kuntaka suggests this figurativeness for beautifying the dramas, 

mahak¡vyas, ¡khy¡yik¡s etc. 

 The first variety of compositional figurativeness occurs when a 

poet constructs a plot of his own taken from a well-known source 

changing the sentiment of the new plot according to his wish. For 

example the dominant sentiment of Mah¡bh¡rata is tranquility or ¿¡nta. 

Ve¸¢samh¡ra contains a plot taken by Bha¶¶an¡r¡ya¸a from 

Mah¡bh¡rata and the playwright applied the heroic sentiment or v¢ra to 

this new play instead of ¿¡nta. Apart from Mah¡bh¡rata, Ve¸¢samh¡ra 

ends with the victory of p¡n·ava’ s, after facing all of their difficulties. 
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This novel application of sentiment makes this play delightful to the 

readers. 

 In the second variety, a hero primarily achieves a single goal and 

then incidentally he also attains many other equally important goals. For 

example in N¡g¡nanda, the ideal one J¢m£tav¡hana offers his own body 

and saves a serpent named áa´khac£da from Garu·a. Through this 

J¢m£tav¡hana not only saves a single serpent but also the whole race of 

serpent. Moreover he happened to meet his parents and wife and also 

attains the kingship of Vidhy¡dhara kingdom. 

 In another type of compositional figurativeness an unimportant 

incident disturbs the normal flow of the main story and then gradually it 

reveals that which will becomes helpful in the completion of the main 

story without disturbing the rasa of the main plot. For example in 

ái¿up¡lavadha, M¡gha beautifully expresses the confusing state of mind 

of K¤À¸a because it is his duty to kill ái¿up¡la, who is the extreme 

source of evil. At the same time K¤À¸a was invited by YudhiÀ¶ira for 

attending r¡jas£ya sacrifice. In the beginning of this mah¡kavy¡ after 

having the perplexing state of mind, K¤À¸a decides to attend the r¡jas£ya 

sacrifice of YudhiÀ¶ira. Here the readers may think that the plot is 

deviating from its primary function that is to kill ái¿up¡la. M¡gha solves 

this dilemma by making K¤À¸a’ s decision to participate in the r¡jas£ya 

sacrifice, wherein ái¿up¡la will also be present. Such confused state of 

mind of K¤À¸a is not depicted in any source book and the ultimate 

success and victory of YudhiÀ¶ira will undoubtedly please the spectators. 

Kuntaka never hesitates to appreciate the skill of M¡gha because he 

creates such situation for making his k¡vya more attractive.  
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 In another variety of compositional figurativeness a poet tries to 

avoid all unpleasant things of original source which comes afterwards 

and depicts a story brilliantly by only explaining the victory and 

prosperity of a hero. A poet can start his work by explaining the whole 

story of the main source but he should conclude his work only by 

explaining the overall victory and prosperity of the hero, because the 

poetic purpose is to depict the hero as an ideal one and explains 

achievement in an interesting manner to delight the readers. For 

example, in Kir¡t¡rjun¢ya, Bh¡ravi brilliantly explains the victory of 

Arjuna against áiva after explaining the greatness of YudhiÀ¶ira avoiding 

all other unimportant things of Mah¡bh¡rata like Bh¢Àma’ s defeat by 

Arjuna with áikha¸·in in his front and the cutting down of Kar¸a’ s head 

when he was uplifting the chariot immersed in the mud etc. Kuntaka 

appreciates the skill of Bh¡ravi because from among the numerous 

heroes like K¤À¸a, YudhiÀ¶ira, Kar¸a, Bh¢ma etc. Bh¡ravi takes upon 

Arjuna alone as the hero in his Kir¡t¡rjun¢ya and developed it in an 

interesting manner by avoiding all unpleasant things to avoid a negative 

impression about the ideal character for making the story more attractive. 

 Selection of the proper title of a work is also a variety of this 

figurativeness. Kuntaka says that a poet should never concentrate only 

on the themes of a work but also on the title of a work. He also says that 

the title should never be a mere name which directly indicates the story 

of a particular work like Hayagr¢vavadha, ái¿up¡lavadha, 

P¡¸·av¡bhyudaya, R¡macarita etc. But it should create curiosity and 

reflect the essence of that work. Kuntaka cites Abhijµ¡na¿¡kuntala, 

Mudr¡r¡kÀasa, K¤ty¡r¡va¸a, PuÀpad£Àitaka, Pratim¡niruddha etc. as 
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examples. In these works the readers may feel that the title is not suitable 

to this theme until the important thread of this work which signifies the 

title is revealed. This really delights the spectators and they appreciate 

the poet because proper naming of a work itself signifies the creative 

talent of a poet.  

 In another variety, the great poets compose different literary works 

based on an identical theme. Each one must have distinctness from 

others because of their artistic skill. In Sanskrit there are numerous 

works written based on the epics like R¡m¡ya¸a and Mah¡bh¡rata. As 

an example of the works written based on R¡m¡ya¸a are Ud¡ttar¡ghava, 

V¢racarita, B¡lar¡m¡ya¸a, M¡y¡puÀpaka, K¤ty¡r¡va¸a etc. 

Undoubtedly all these works depict different sentiments and all the 

incidents described in them possess unique charm in spite of being taken 

from the same source. This reveals the creative genius of the authors of 

these works. 

 Kuntaka ends his text by explaining the last variety of 

compositional figurativeness. The great poets impart instructions in a 

unique style. Depiction of insoluble victory of C¡¸akya in Mudr¡r¡kÀasa 

and the new plan made by Yaugandhar¡ya¸a in T¡pasavatsar¡ja for 

preservation of their kingdom are the beautiful and apt instances taken 

by Kuntaka for this variety.  

 Kuntaka’ s Vakroktij¢vita deserves a unique position in Sanskrit 

poetics with its originality and charming ideas. Kuntaka comes to the 

field of literary theory after Ënandavardhana, who is considered as a 

trend setter in Sanskrit poetics with his epoch making work 

Dhvany¡loka. Similarity of the division of dhvani like var¸adhvani, 
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padadhvani etc. with the divisions of vakrat¡s like var¸aviny¡savakrat¡, 

padap£rv¡rdhavakrat¡ etc. may develop a feeling that vakrokti is a mere 

repetition of dhvani theory of Ënanadavardhana. But Kuntaka was not 

ready to follow his predecessors. He always stood aloof from them and 

established his theory of vakrokti in a unique manner. He is 

incomparable in his aesthetic sensibility. It is also interesting to note 

from his text Vakroktij¢vita that Kuntaka is not only a great rhetorician 

but also an eminent scholar in Sanskrit literature, because he has given 

numerous examples from various literary works to substantiate his 

arguments. No other rhetorician tries to evaluate a text entirely as done 

by Kuntaka. One exception to this is Ënandavardhana, who tried to 

establish the dominant sentient of R¡m¡ya¸a and Mah¡bh¡rata 

respectively as karu¸a and ¿¡nta in his text Dhvany¡loka. But 

Ënandavardhana does not try to analyse classical Sanskrit poems, 

dramas etc. Kuntaka is the lone literary critic, who tries to assess most of 

the literary genres in classical Sanskrit. He also tries to explain how an 

example is suitable for a particular context. The compositional 

figurativeness itself reveals that Kuntaka tries to evaluate the Sanskrit 

literary text very keenly and completely. Moreover he also suggests 

some possible alternation to particular contexts without considering the 

stature of its author. Most importantly, he never loses sight of the 

theoretical implications of his poetic philosophy when analyzing 

contemporary poetry. These things make Kuntaka unique in the history 

of Sanskrit poetics.     
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CHAPTER 2 

KUNTAKA’S APPRAISAL OF KËLIDËSA 

 

 K¡lid¡sa has a special place in Kuntaka’ s world of literature. 

Kuntaka has selected the maximum number of verses from K¡lid¡sa. 

Kuntaka objectively analyses the verses and works of K¡lid¡sa. 

Kuntaka’ s genius as a literary critic is clearly revealed in his analysis of 

K¡lid¡sa. Thus it is very essential to look into Kuntaka’ s observations on 

K¡lid¡sa to assess his critical acumen. 

2.1. K¡lid¡sa in Kuntaka’ s treatment 

 K¡lid¡sa occupies a unique place in the history of Sanskrit and 

world literature. He has won world wide fame as a poet and a 

playwright. There is no trustworthy information about the personal 

history of this eminent scholar. However large number of works are 

ascribed to him, depending on his ideas and style of writings, the works 

ascribed to him by some modern scholars are two mah¡k¡vyas like 

Raghuvam¿a, Kum¡rasambhava, two kha¸·ak¡vyas like Meghad£ta, 

Îtusamh¡ra and three dramas like Abhijµ¡na¿¡kuntala, Vikramorva¿¢ya 

and M¡lavik¡gnimitra. K¡lid¡sa’ s compositions reveal his all-round 

proficiency in the field of knowledge like Pur¡¸as, Epics, Prosody, 

Artha¿¡stra, Grammar, Medicine etc. Like the poems of Wordsworth, the 

compositions of K¡lid¡sa also have intense relation between man and 

nature. Another specialty of K¡lid¡sa is that he presents familiar stories 

with his own innovations. For instance in Raghuvam¿a, besides 

describing the tale of R¡ma, the poet has given detailed description of 
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kings like Dil¢pa, Raghu, Aja etc. V¡lm¢ki has already depicted the life 

of R¡ma beautifully in R¡m¡ya¸a. Moreover his brilliant and sole 

depiction of the minor story of á¡kuntala found in Mah¡bh¡rata into a 

beautiful drama is also gorgeous. There is no stop-gap for him in the 

literary world. 

 Even when Kuntaka chose to criticize him, he does not hide his 

deep sense of admiration towards the poet. Kuntaka has selected 94 

verses from K¡lid¡sa. It is notable that among the works of K¡lid¡sa, 

Kuntaka does not cite any verse from Îtusamh¡ra and 

M¡lavik¡gnimitra. The reason for the avoidance of M¡lavik¡gnimitra 

and Îtusamh¡ra is not very explicit. There are some controversies 

regarding K¡lid¡sa’ s authorship of Îtusamh¡ra. Some other scholars 

considered Îtusamh¡ra as the first and immature work of K¡lid¡sa. 

Likewise M¡lavik¡gnimitra is considered as the first drama written by 

Kalidasa. M¡lavik¡gnimitra and Îtusamh¡ra happen to be the least cited 

works of K¡lid¡sa in Sanskrit poetics. Moreover other masterpieces of 

K¡lid¡sa offer great scope for citations due to the beauty of verses and 

depth of theme. May be because of these reasons obviously Kuntaka 

followed the masterpieces of K¡lid¡sa. This shows that Kuntaka is very 

particular in choosing examples for each situations of his work. Among 

the 94 verses, 48 are from Raghuvam¿a, 20 from Kum¡rasambhava and 

12 verses from Abhijµ¡na¿¡kuntala. Kuntaka has also selected 9 verses 

from Vikramorva¿¢ya and 5 verses from Meghad£ta. 

 The poetic works like á¤´g¡raprak¡¿a, S¡hityadarpa¸a have cited 

verses from all the works of K¡lid¡sa except Îtusamh¡ra. Moreover 

Ënandavardhana and Mamma¶a also take numerous instances from the 
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master poet except from Îtusamh¡ra and M¡lavik¡gnimitra. It is seen 

that lot of instances are taken from the works of K¡lid¡sa to explain the 

sentient object as non sentient one and vice versa. One of the beautiful 

instance cited by Kuntaka from Meghad£ta is ‘ the darkness that can 

pierce through the needle’ . This is one of the beautiful instances taken by 

Kuntaka to explain metaphorical figurativeness. Kuntaka always stands 

in a high position than any other rhetorician. Unlike other poeticians who 

quote any small portion to illustrate some techniques of expressions, 

Kuntaka cites larger segments from K¡lid¡sa and goes deeper into the 

philosophy and aesthetics of K¡lid¡sa. 

  Kuntaka does not cite many instances for compositional 

figurativeness from K¡lid¡sa, through which the entire assessment of the 

work is possible. Either he may think the instances cited for contextual 

figurativeness are enough to bring forth overall beauty of the work or 

according to him there is no need to assess the works of K¡lid¡sa as a 

whole because every sensitive reader is aware of its entire beauty. 

Kuntaka suggests that choice of proper title of a work is also considered 

as one of the varieties of compositional figurativeness and cites the name 

Abhijµ¡¿¡kuntala for it. Kuntaka uses his compositional figurativeness 

once in the works of master poet to suggest the beauty of the title 

Abhijµ¡¿¡kuntala. It seems that Kuntaka would like to bring forth the 

essence of K¡lid¡sa as a poet of the use of beautiful figures of speech or 

tender style. It is well known that K¡lid¡sa is known as the poet of 

tender style. For proving this Kuntaka cites large number of verses from 

K¡lid¡sa for explaining various figures of speech and different varieties 

of tender style. 
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2.2. Meghad£ta 

 The title Meghad£ta itself reveals the theme of this poem. It is a 

gorgeous lyrical poem of K¡lid¡sa which had no similar predecessors. 

Many sande¿ak¡vyas were written in Sanskrit literature under the 

influence of Meghad£ta. A certain yakÀa, hero of this poem, was cursed 

by his master due to deviation from his duty. The yakÀa was sent away 

for a year to a distant place. Thus he gets separated from his beloved. In 

this poem, the hero wishes to deliver message to his beloved through a 

cloud.  He instructs the cloud about the way it should travel so as to 

reach his lover. K¡lid¡sa has suggested the path of the cloud from 

R¡magiri to Alaka through yakÀa’ s instruction to cloud. This poem is 

divided into two parts as p£rvamegha and uttaramegha. It contains 115 

verses composed in mand¡kr¡nta metre.  

 Most probably K¡lid¡sa got threads from the Pur¡¸as and Epics 

for writing it. In R¡m¡ya¸a, R¡ma sent Hanuman to S¢t¡ as a messenger 

by giving a signet ring as evidence. In Mah¡bh¡rata a swan acts as a 

messenger between Nala and Damayant¢. Here in both cases the 

animated objects were acted as the messengers. Unlike, K¡lid¡sa creates 

an inanimate object like cloud as a messenger. The name Meghad£ta 

itself can connect to the metaphorical figurativeness, one of the varieties 

of lexical figurativeness of Kuntaka because here K¡lid¡sa gave the 

function of a sentient one to the non sentient object like the cloud. 

 Among the works of K¡lid¡sa, Kuntaka selects least number of 

verses from Meghad£ta. He cites five verses from it. Among them few 

beautiful verses of Meghad£ta like bharturmitram…for explaining the 



                                                                       63

sah¤dayah¤day¡h½¡da of arthaÅ and gacchant¢n¡m…as an instance of 

metaphorical figurativeness etc. are given below. Though Kuntaka does 

not cite verses from Meghad£ta for explaining the principal 

figurativeness like contextual and compositional figurativeness, he is 

successful in unveiling the charm of the minute aspects of the verses of 

the poem. His choice of verses for substantiating other figurativeness 

like lexical, grammatical etc. is also really marvelous.  

2.2.1. Instance given for arthaÅ  

 In the first unmeÀa, Kuntaka gives detailed definition for ¿abdaÅ 

and arthaÅ after completing a general discussion. He says:- 

     ¿abdo vivakÀit¡rthaikav¡cako’nyeÀu satsvapi/ 

    arthaÅ sah¤day¡h½¡dak¡ri svaspandasundaraÅ//1 

Though there are countless expressions for a particular word, the poet 

uses only one and the best word for exactly conveying what he intended. 

This word is known as ‘word’ or ‘ ¿abdaÅ’ in literature. Likewise the 

poet chooses one function of an object to delight the readers, though it 

has numerous functions. It should either enrich the impressiveness or 

enrich the sentiment of a described subject. It is known as ‘arthaÅ’or 

‘ sense’. The first verse cited from Meghad£ta is for showing the 

specialty of ‘arthaÅ’.  

bharturmitram priyamavidhave viddhi m¡mambuv¡ham 

  tatsande¿¡ddh¤dayanihit¡d¡gatam tvatsam¢pam/  

     yo v¤nd¡ni tvarayati pathi ¿r¡myat¡m proÀit¡n¡m 

     mandrasnigdhairdhvanibhirabal¡ve¸imokÀotsuk¡ni//2 
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 “O you, who are not a widow, know me to be a cloud, your 

husband’ s dear friend, come to you with his messages treasured up in 

my mind-a cloud that urges on their way, by deep and pleasant sounds, 

multitudes of wearied travelers eager to unloose the braids of their 

wives.” 3 

 Here K¡lid¡sa depicts this particular verse as cloud’ s words to the 

wife of yakÀa. The cloud says that her husband is still alive and 

introduces himself as his best friend. The cloud approached her by 

bearing her husband’ s message in its heart. The duty of the cloud is to 

urge the group of travellers with grand and gentle sounds in order to 

make them eager to loosen the hair of their beloveds. This is one of the 

most beautiful verses in Meghad£ta. Kuntaka explicitly states the charm 

of this verse in his Vakroktij¢vita in order to specify ‘arthaÅ’. In this 

verse the cloud addresses the wife of yakÀa as ‘avidhave’ , which is 

really pleasing to her because it denotes that her husband is still alive. 

Kuntaka appreciates this word of address used by K¡lid¡sa. The cloud 

then introduces himself as (bharturmitram) ‘your husband’ s friend’  and 

not a mere friend but (priya) ‘ a close friend’ , by saying so the cloud 

reveals his trustworthiness. Thus grabing her attention and consoling her, 

the cloud announced the main message that he was there with the 

message from her husband. The epithet ‘h¤dayanihit¡d’ which means 

keeping in my heart, denotes the cloud’ s concern in keeping a message 

suited to a reliable friend. 

 Then Kuntaka says that there may be a doubt, as to why this duty 

of messenger was assigned to the cloud though there were lots of other 
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talented persons. The answer is that the cloud alone was apt for this 

particular job because he is a carrier of water (ambuv¡ham) by nature, 

which undoubtedly denotes the cloud’ s expertise in carrying something. 

Moreover the cloud fastens the fatigued herds of travellers separated 

from their beloveds with his harsh and sweet sounds. Here the plural in 

the word ‘herds’  denotes repetition of such favours by the cloud. The 

sound of the cloud resembles the enticing words of a brilliant envoy. The 

cloud has done such help to the travellers on (pathi) the way. Again the 

cloud is voluntarily helping even the unfamiliar persons too. Thus it is 

sure that he will never hesitate to help a dear friend. The epithet given to 

the herds are ‘abal¡ve¸imokÀotsuk¡ni’  those who are eager to knot 

down the hair of their beloveds and which denotes the traveler’ s extreme 

love towards their wives. The word ‘abal¡’ denotes the women’ s 

inability to endure the separation from their beloveds. 

 The whole verse thus intends to portray that the cloud himself had 

taken the pledge to help the grieving lovers who were parted by fate. 

This is really the fundamental soul of Meghad£ta. Thus by giving such a 

keen explanation of this verse Kuntaka reveals the unparalleled beauty of 

the verse. Kuntaka brings out the connotations of each word used by 

K¡lid¡sa in this verse. It is better to say that no other example is as 

beautiful as the one depicting the ‘ sah¤day¡h½¡da’of ‘arthaÅ’. 

2.2.2. Example given for ¡bhij¡tya 

 Kuntaka selects the second verse from the p£rvamegha as an 

example for the quality named nobility (¡bhij¡tya). The definition given 

for ¡bhij¡tya by Kuntaka is given below:- 
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  ¿rutipe¿alat¡¿¡li suspar¿amiva cetas¡/ 

   svabh¡vamas¤¸acch¡yam¡bhij¡tyam pracakÀate//4 

“That which is smooth on the ear, and capable as it were of 

intimate embrace by thought and which is a naturally sparkling shade of 

loveliness, is spoken of as having the excellence called classicality” 5 

   jyotirlekh¡valayi ga½itam yasya barham bhav¡n¢ 

putrapr¢ty¡ kuvalayada½apr¡pi kar¸e karoti/ 

                     dhaut¡p¡´gam hara¿a¿iruc¡ p¡vakestam may£ram 

                     pa¿c¡dadrigraha¸agurubhirgarjitairnartayeth¡Å//6 

 Kuntaka cites the first two lines of this verse as an example of 

¡bhij¡tya. It means that Goddess P¡rvat¢ puts the fallen plume of the 

peacock of her son Skanda, having circles of sparkle, on her ear, which 

is actually adorned by the leaf of lotus, due to her affection towards her 

son. Through this, the poet very touchingly depicts the affection of a 

mother towards his son. These stanzas really give pleasure to the mind of 

connoisseurs and also act as nectar to their ears. Thus undoubtedly it 

becomes one of the suitable examples for ¡bhij¡tya. 

2.2.3. Instance of metaphorical figurativeness 

 Kuntaka cites the third verse from Meghad£ta as an example of 

metaphorical figurativeness. The definition given by Kuntaka for it is 

given below:- 

 yatra d£r¡ntare’nyasm¡ts¡m¡nyamupacaryate/ 

 le¿en¡pi bhavet k¡µcidvaktumudriktav¤ttit¡m// 

  yanm£l¡ sarasollekh¡ r£pak¡dirala´k¤tiÅ/ 

 upac¡rapradh¡n¡sau vakrat¡ k¡ciducyate//7 
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“Wherein even when the two are far apart from each other, a 

common attribute, however slight, is metaphorically superimposed in 

order to indicate that the resemblance is very close and which forms the 

basis for various pleasing and inventive figures of speech headed by the 

name ‘beauty of metaphorical expression’.” 8  

 The example chosen for it is as follows:- 

  gacchant¢n¡m rama¸avasatim yoÀit¡m tatra naktam 

  ruddh¡loke narapatipathe s£cibhedyaistamobhiÅ/ 

            saud¡miny¡ kanakanikaÀasnigdhay¡ dar¿ayorv¢m 

             toyotsarggastanitamukharo m¡smabh£rviklav¡st¡Å//9 

These are the words of yakÀa towards the cloud. The verse means 

that the damsels are going to their lovers through the king’ s highway on 

the dark night, which can pierce through the needle. Then the yakÀa 

advices the cloud to light the way of the damsels with lightning like a 

gold stripe on the touch stone, but not frighten them with heavy shower 

or thunder because they are very timid. This verse becomes one of the 

beautiful example of metaphorical figurativeness through the use of the 

term‘ s£cibhedyaistamobhiÅ’ (the darkness that can pierce through the 

needle). It is sure that only a concrete thing can pierce through the needle 

but not an abstract one. But here the poet metaphorically depicted the 

abstract darkness as a concrete one with his poetic excellence to relish 

the connoisseur. There are numerous such examples in the works of 

great poets. Whatever it is, the beauty of this particular verse is 

appealing.  

  



                                                                       68

2.2.4. Example for grammatical figurativeness 

 Kuntaka selects yet another verse from Meghad£ta as an example 

of one of the varieties of grammatical figurativeness. The definition 

given for it by Kuntaka is given below:- 

   ¡gam¡diparispandasundaraÅ ¿abdavakrat¡m/ 

  paraÅ k¡mapi puÀ¸¡ti bandhacch¡y¡vidh¡yin¢m//10 

“Beauty of augment and so forth contributes a new charm to style 

by making for a striking originality in respect of composition.” 11  

 The example given for it is as follows:- 

  j¡ne sakhy¡stava mayi manaÅ sambh¤tasnehamasm¡- 

  ditthambh£t¡m prathamavirahe t¡maham tarkay¡mi/ 

  v¡c¡lam m¡m na khalu subhagammanyabh¡vaÅ karoti 

  pratyakÀam te nikhilamacir¡dbhr¡taruktam may¡ yat//12 

“ I know your friend’ s heart overflows with love for me. Hence, I 

fancy her plight to be so wretched. O brother, it is not my pride which 

makes me boast. Soon your own eyes will be able to verify what I 

said.”13  

 These are the words of yakÀa towards the cloud. Through the 

preceding verses of this particular verse, yakÀa sensitively explains the 

sad plights of his beloved due to his absence. Then yakÀa justifies 

through this verse that he was not merely boasting and the cloud will 

clearly see it soon after reaching there. Here the term 

‘ subhagammanyabh¡vaÅ’  signifies the speciality of grammatical 

figurativeness in this verse. According to the p¡¸in¢ya s£tra of 
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‘¡tmam¡ne kha¿ca’  (3.2.83) the affix ‘kha¿’  comes after the verb ‘man’  

means ‘ to think’ , here the sense of the affix being ‘ thinking himself as 

such’ . The word ‘¡tmam¡ne’ means ‘ thinking of one’ s own self’  and 

‘¡tm¡nam subhagam manyate iti subhagammanyaÅ’ , here the ¡gama 

‘am’  (mum) is used in the word subhaga. In mum¡di the ¡di ¿abda 

denotes the ¡gama ‘¸amul’  (am). Such grammatical peculiarities used in 

a single term create charm to the whole verse and beauty of each single 

verse contributes charm to the whole work. Kuntaka had done his job 

well by choosing an apt verse for this particular context. Moreover the 

composer of this verse also deserves appreciation for such a beautiful 

composition. Another verse cited by Kuntaka is also seen as an example 

of one of the varieties of grammatical figurativeness. ‘yena ¿y¡mam 

vapuratirat¡m k¡ntim¡patsyate te’ 14 . These are the words of yakÀa 

towards the cloud. YakÀa says that the cloud can see the fragment of the 

bow of Indra with numerous mixed gems rising before him from an ant 

hill. This will provide a charm to the blackish body of the cloud like the 

charm of cowherd’ s guised Lord K¤À¸a with peacock plume. In this 

verse the word ‘atitar¡m’ provides a unique charm to this verse. Though 

Kuntaka had selected only few verses from Meghad£ta, he succeeds in 

bringing forth the essence, grammatical peculiarities etc. of the verses to 

delight the readers. 

2.3. Mah¡k¡vyas of K¡lid¡sa 

2.3.1. Raghuvam¿a 

 Like other works of K¡lid¡sa, the R¡m¡ya¸a, Pur¡¸a etc. are the 

sources of Raghuvam¿a. It describes the story of solar dynasty and as the 
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name indicates it gave prominence to the king Raghu, the son of Dil¢pa. 

This mah¡k¡vya gives a clear picture of both the good and bad rulers. It 

is famous that K¡lid¡sa is a poet of tender style. For proving this 

Kuntaka deliberately cites four verses as examples for it. He has also 

cites few verses as an example for the qualities like pras¡da 

(perspicuity), l¡va¸ya (grace), aucitya (propriety) etc. Another notable 

fact is that Kuntaka boldly pointed out the hidden impropriety found in 

Raghuvam¿a. This is really a brave attempt from a rhetorician like 

Kuntaka. No one else had shown such boldness to criticize the master 

poet like K¡lid¡sa.  Kuntaka has selected forty eight verses from 

Raghuvam¿a to substantiate his various arguments. Kuntaka cites 

examples for his three figurativeness like lexical figurativeness, 

sentential figurativeness and contextual figurativeness from it. Though 

he had selected numerous verses from it, he had not made it an example 

for compositional figurativeness. But Kuntaka’ s selection of verses for 

contextual figurativeness is really valuable. Through contextual 

figurativeness itself Kuntaka tries to bring forth the essence of 

Raghuvam¿a in its maximum level.  

2.3.1.1. Instances of contextual figurativeness 

 Changes in particular context for making the situation more 

attractive comes under contextual figurativeness. In the first variety of 

contextual figurativeness, Kuntaka shows the technique used by poets to 

depict the energetic performance of some characters without revealing 

their importance and speciality until the middle of a work. Here the poet 

tries to keep the suspense for a long time and reveals it only at the proper 

time, such suspense helps to create some curiosity in the mind of readers 
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also. Moreover breaking of the suspense at the proper time by explaining 

the unbelievable generosity or some other good qualities of an ideal 

character will definitely delight the readers. Kautsa, a disciple of 

Varatantu approaches Raghu for seeking the fee for his teacher. But 

unfortunately at that time Raghu has donated whole of his wealth in a 

sacrifice named vi¿vajit. Knowing this Kautsa says that he will seek his 

teachers fee elsewhere. 

 et¡vatuktv¡ pratiy¡tuk¡mam ¿iÀyam   maharshern¤patirniÀidhya/    

 kim vastu vidvangurave pradeyam tvay¡ kiyadveti tamanvayu´kta//15 

  “But the king prevented the great sage’ s disciple, who after saying 

this was about to depart and said learned sir, what thing do you mean to 

give to your preceptor and how much of it” 16 

 A few verses after it are instances of this variety of contextual 

figurativeness. First of all the teacher of Kautsa denied to accept 

anything from his disciple. Then after getting irritated by the compulsion 

of Kautsa, the teacher asked fourteen crore gold coins as fee.  After 

hearing the need of Kautsa, Raghu requests him to stay till three or four 

days in his holy and renowned fire sanctuary though he is conscious of 

his empty hand. He also admitted that he would make an effort to fulfill 

the desire of Kautsa. Then he had decided to fight with Kubera, the god 

of wealth. Knowing this Kubera showered splendid gold to Raghu. 

Raghu offered all the weath he has got from Kubera without keeping a 

little in such his pathetic state. Kautsa was hesitated to take more than 

what he had requested. Thus both Raghu and Kautsa fight each other for 

proving their sincerity. The people of Ayodhy¡ had praised the behavior 

of both of them.   
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 The few lines indicating these facts of fifth canto are considered as 

the highlight of Raghuvam¿a. Through this K¡lid¡sa gradually reveals 

the generosity of Raghu in a beautiful manner. The conversation between 

Raghu and Kautsa show the greedless and truthful mind of both of them. 

That will really attract the mind of readers. K¡lid¡sa’ s poetic skill is 

explicit through the depiction of Raghu’ s ideal nature. Through this he 

keeps justice to his title. Kuntaka’ s skill in selecting few verses from 

Raghuvam¿a for showing the contextual beauty is really remarkable.  

 Sometimes the poet may be forced to explain same factors like the 

raising of the sun, moon, etc. repeatedly. In such a situation, a brilliant 

poet uses new sentiments and figures of speech for differentiating each 

one and this comes under a variety of contextual figurativeness. 

Similarly the poets were forced to explain same sentiments like pathetic 

etc. again and again in different places. So they should provide a new 

touch of creative originality. It is easy to say that Da¿aratha killed the 

son of an old and blind sage in his hunting excursion. For avoiding such 

impropriety, K¡lid¡sa starts to explain the delicate nature of Da¿aratha 

for alleviating his sin. Here a few beautiful verses cited by Kuntaka for 

substantiating his arguments are given below:- 

vy¡ghr¡nabh¢rabhimukhotpatit¡n guh¡bhyaÅ 

  phull¡san¡gravi¶ap¡niva v¡yurug¸¡n/ 

  ¿ikÀ¡vi¿eÀalaghuhastatay¡ nimeÀ¡- 

tt£¸¢cak¡ra ¿arap£ritavaktrarandhr¡n//17 

“By reason of  the activity of hand acquired by long practice the 

fearless king made the tigers, as they rushed against him out of caves, the 
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quivers (for his arrows) by filling in a moment the hallows of their 

mouth with arrows, like the fore-branches of the flowering Asana trees 

broken down by the wind.”  

 This verse makes it clear that Da¿aratha was an expert in hunting. 

It also shows the Da¿aratha’ s fearlessness and passion in hunting. The 

yet another verse cited by Kuntaka from Raghuvam¿a is as follows: 

  api turagasam¢p¡dutpatantam may£ram 

na sa rucirakal¡pam b¡¸alakÀ¢cak¡ra/ 

  sapadi gatamanaska¿chinnam¡ly¡nuk¢r¸e 

  rativiga½itabandhe ke¿ap¡¿e priy¡y¡Å//18 

“Having at that moment been put in mind of the braided hair of 

his beloved queen interspersed with variegated flowers and the knot of 

which was made loose in amatory sports, the king did not aim his arrow 

at the peacock though hopping about his horse, and wearig a beautiful 

plumage.”   

 Yet another vese says that the archer Da¿aratha, who was as 

mighty as god Indra, having seen the female deer covering the body of 

her beloved aimed by him, withdrew his arrows though it was drawn 

near to his ear. He did so because his heart was being obsessed with pity 

due to his awareness about the value of love. From these two verses it is 

clear that though Da¿aratha was passionate towards hunting, he was 

highly compassionate towards delicate creatures. Moreover his intense 

love towards his wives is also well explicit here.   
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         atha j¡tu rurorg¤h¢tavartm¡ vipine p¡r¿vacarairalakÀyam¡¸aÅ/ 

       ¿ramaphenamuc¡ tapasvig¡·h¡m tamas¡m pr¡pa nad¢m tura´game¸a//19 

 “Then once upon a time taking the path of a deer in the forest 

unobserved by his side-walkers, he got to the river Tamas¡ crowded by 

ascetics, with his horse foaming through fatigue.”  

 Da¿aratha happened to kill an ascetic boy hearing the sound of 

drinking water, mistaking it as an animal. This is really unbelievable. 

The word ‘ tapasvig¡·h¡m’  indicates the calmness and reliability of that 

particular place. So actually there is no reason to support the cruel deed 

of Da¿aratha in any way. But it is not fair to depict a king of solar 

dynasty in such a way. Depiction of this particular context is 

unavoidable too, because it leads to the curse episode which is crucial to 

the progress of the story. So the maser poet with his poetic excellence 

tries to portray Da¿aratha’ s qualities using the next verse, which is as 

follows:- 

n¤pateÅ pratiÀiddhameva tatk¤tav¡npa´ktiratho vila´ghya yat/  

apathe padamarpayanti hi ¿rutavanto’pi rajonim¢lit¡Å//20 

“What Da¿aratha did transgressing the rule was indeed strictly 

forbidden to a king; for even learned men when blinded by passion step 

into a wrong path”.   

 Thus K¡lid¡sa brilliantly explains the evil deed of Da¿aratha. 

Being annoyed by the death of their son, the old parents cursed him that 

he will also die of sorrow connected to his son. No one will consider a 

curse as a blessing. But according to Da¿aratha it felt like a shower of 

nectar. He was suffering from childlessness for a long time. So 
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undoubtedly this curse gave him an expectation of having a child, then 

he says like this:-  

  ¿¡popyad¤À¶atanay¡nanapadma¿obhe 

  s¡nugraho bhagavat¡ mayi p¡tito’yam/ 

  k¤Ày¡m dahannapi khalu kÀitimindhaneddhaÅ 

b¢japrarohajanan¢m dahanaÅ karoti//21  

 “To me who have not yet seen the loveliness of a son’ s lotus-like 

face, even the curse itself inflicted by your divine self is attended with 

blessing. Indeed fire inflamed by fuel makes the arable soil the producer 

of shoots from seed, though it burns (the soil).” 

  Only a master poet can create such a thoughtful concept. It is not 

proper for an ideal king to do such a crime in his conscious mind. So the 

poet first of all depicted his deep passion in hunting. Then he depicts the 

king’ s concern for living beings. This will help the readers to think that 

such a compassionate man will never deliberately commit such a wrong 

deed. Again the poet supports the king by saying that even sometimes 

due to bad luck good people go astray. Thus K¡lid¡sa very convincingly 

justified Da¿aratha instead of barely saying that he had mistakenly killed 

a blind ascetic boy. By the keen evaluation of the gradual development 

of these verses, it will be clear that K¡lid¡sa brilliantly paved the way for 

alleviating the sin of Da¿aratha. But his future life shows that it is 

difficult to alleviate the consequence of the sin. Citing this beautiful 

situation once again, Kuntaka succeeded in bringing forth yet another 

poetic excellence of K¡lid¡sa.  
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 In yet another variety of contextual figurativeness, Kuntaka shows 

how the incidents like rising of sun and moon, water sport etc., the 

integral parts of a mah¡k¡vya create charm to the plot. Here Kuntaka 

cites the water sport of Ku¿a from Raghuvam¿a as an example to it. 

   ath¡sya ratnagrathitottar¢yamek¡ntap¡¸·ustanalambih¡ram/ 

   ni¿v¡sah¡ryam¿ukam¡jag¡ma gharmmaÅpriy¡veÀamivopadeÀ¶um//22 

 “Then come (set in) the hot season, as it were, to give his 

beloveds instructions in point of dress in which the upper garment was 

intervowen with jewels, garlands were pendant on capable of being 

blown away even by the breath.”  

        athormmilolonm¡dar¡jahamse rodholat¡puÀpavahe sarayv¡Å/ 

       viharttumicch¡ vanit¡sakhasya tasy¡mbhasi gr¢Àmasukhe babh£va//23 

 “Once he took a fancy to sport with young women in the water of 

the Saray£, which was pleasant in the hot season, which carried with it 

flowers of the creepers on its banks and which had intoxicated swans 

anxious to swim in its waves.”  

 Before explaining the water sport, through these verses K¡lid¡sa 

denotes the arrival of summer season which naturally indicates the need 

of the water sport. Ku¿a is completely indulgent in the enjoyment of his 

water sport with beautiful damsels. So he came to know about the loss of 

his armlet only at the end of it. As Ku¿a is very fond of his armlet, he has 

made a thorough enquiry about it. From a fisherman Ku¿a came to know 

that it is taken by Kumuda, the serpent king living in the nether world.  

 Then for the protection of his life Kumuda says these words to 

Ku¿a, when he took his bow towards him with the arrow of great eagle 
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for the search of his armlet. Kumuda says that he knows that Ku¿a is the 

son image of ViÀ¸u and his birth as a human incarnation on earth is for 

fulfilling one of his duties. So Kumuda does not wish to create any 

displeasure to Ku¿a. He also adds that his younger sister Kumudvat¢ 

looking upward for the ball that she had knocked with her hand, while 

she saw an armlet falling from above like a star from the firmament and 

took it with great inquisitiveness. Kumuda says to Ku¿a that the armlet 

which has a mark of wound by the scratch of bowstring and also the bolt 

for the protection of earth will surely reunite with his hand. He further 

requests Ku¿a to accept Kumudvat¢ as a companion of him so that she 

can dedicate herself for a long time to the service of his feet. After their 

marriage they beget a child like the knowledge attaining clarity in the 

early morning. Here the gradual development of summer season, water 

sport, the union of Ku¿a and Kumudvat¢ and the birth of Atithi show 

how a small incident lead to the main theme of the plot.  

 Here all incidents selected for the variety of contextual 

figurativeness are highly significant. Depiction of genorosity of Raghu, 

the effort taken to alleviate the sin of Da¿aratha, connection of the small 

incident of water sport of Ku¿a to the main plot etc. are some of the soul 

elements of Raghuvam¿a. Thus Kuntaka had done a great job to lead 

readers attention towards the essence of Raghuvam¿a through his 

Vakroktij¢vita. At the same time it is a duty of a critic to bring forth the 

impropriety hidden in the compositions. Complete evaluation of text and 

sharp acumen helps a critic to full fill his duty sincerely. Kuntaka’ s 

unravel of appreciable and minute improprieties found in Raghuvam¿a 

are given below.   
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2.3.1.2. Kuntaka’ s criticism of Raghuvam¿a 

 Kuntaka cites the following verses to show how the impropriety 

found in a single sentence becomes irritating to the connoisseurs. 

Though other rhetoricians cite verses from K¡lid¡sa it is sure that 

nobody tries to evaluate him in such a minute way. A sensitive reader 

with sharp intellect can assess a widely acceptable master poet without 

humiliating him. Nobody can blame Kuntaka for his bold attempt, 

because Kuntaka’ s keen observation of K¡lid¡sa is really appreciable.   

  puram niÀ¡d¡dhipatestadetadyasmin may¡ maulima¸im vih¡ya/ 

           ja¶¡su baddh¡svarudat sumantraÅ kaikeyi k¡m¡Å phalit¡staveti//24 

 “Here is the town of the NiÀad¡s in which when I tied my matted 

hair having first put aside the crown, Sumatra began to weep exclaiming, 

O Kaikeyi, you desires have been completely fulfilled”.  

 Here Kuntaka says that it is not proper for an ideal king like R¡ma 

to remember such an incident. It is well known that R¡ma is considered 

as a man of forgiveness and compassion. If R¡ma recollects the cruel 

deeds of Kaikey¢ even after overcoming all the adversities, it will surely 

diminish the value of R¡ma. This reveals Kuntaka’ s keen acumen on 

literary analysis. Very few rhetoricians have attempted to criticize the 

master poet. Kuntaka definitely deserves appreciation for such bold 

attempt and beautiful observation. 

 Kuntaka again points out other faults found in K¡lid¡sa’ s works. 

Another verse cited by him also helped to show, how the 

inappropriateness found in a part will affect a work as a whole. In 
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Raghuvam¿a a king named Dil¢pa and his wife SudakÀi¸¡ were in grief 

of not having a child. Sage VasiÀ¶ha advised them to look after a cow 

named Nandin¢. He advised so because the reason of their childlessness 

was a result of the king’ s failure to give due respect to the mother of 

Nandin¢. One day Nandin¢ decided to examine the King. Soon there 

appeared a lion which started to attack the cow. For keeping his vow 

Dil¢pa offered himself instead of the cow. Then astounding Dil¢pa, the 

lion asked him in human voice:-  

      athaikadhenorapar¡dhaca¸·¡d guroÅ k¤¿¡nupratim¡d bibheÀi/ 

      ¿akyo’ sya manyurbhavat¡pinetum g¡Å ko¶i¿aÅ¿par¿ayat¡ gha¶odhn¢Å//25 

 “But if you fear to meet the great displeasure of your single-

cowed preceptor, who is the very image of fire, it is in your power to 

allay his anger by presenting him crores of cows, whose udders are as 

big as pitchers of water (i.e having ample and full udders).” 

 Here the words of lion are not astounding, because he just wants 

to tease the king. The king is even ready to bestow his own life for 

keeping his promise. The impropriety pointed out by Kuntaka is in the 

answer of the king to this question and the verse is as follows:-  

 katham nu ¿aky¡nunayo maharÀir vi¿r¡¸an¡danyapayasvin¢n¡m/ 
           im¡man£n¡m surabheravehi rudraujas¡ tu prah¤tam  tvay¡sy¡m//26 

“And again how is it possible to avert the wrath of thegreat sage 

by offering othr cows? Know that this cow is in no way inferior to 

Surabhi, and it is only through the influence of the god Rudra that you 

have been able to attack her.”  
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 According to Kuntaka, the words of Dil¢pa are highly improper. 

This verse means that the king Dil¢pa and his master are ready to give 

the life of this cow if other cows existed having same qualities. Kuntaka 

criticizes this description of K¡lid¡sa by saying that impropriety of a 

small thing will also affect a work as a whole like a cloth which becomes 

completely spoilt though burnt only at one end.  

 Such beautiful observations of Kuntaka will really inspire the 

readers to reread the texts and think about the minute impropreities of 

K¡lid¡sa. The bold and beautiful observation of Kuntaka is highly 

praiseworthy. It reveals that even the works of great personalities are 

completely free of poetic blemishes. So through his minute critical 

assessment Kuntaka reminds the poets to take utmost care in their 

compositions. Some other individual verses cited from Raghuvam¿a in 

certain situations are given below. 

2.3.1.3. Instance given for ‘arthaÅ’  

 Kuntaka cites the following veres from Raghuvam¿a to 

substantiate the importance of ‘arthaÅ’  mentioned in his definition of 

poetry. In the definition of poetry given by Kuntaka the word ‘arthaÅ’  

denotes that the things with its own refreshing beauty should delight the 

readers. 

   t¡mabhyagacchadrutit¡nus¡r¢ muniÅ ku¿edhm¡hara¸¡ya y¡taÅ/ 

    niÀ¡daviddh¡¸·ajadar¿anothaÅ ¿lokatvam¡padyata yasya ¿okaÅ//27 

“The poet who had gone out to collect Ku¿a and holey fuel, and 

whose outburst of the feeling of grief caused at the sight of a bird struck 
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by a fowler, took the form of a verse, went towards her following the 

direction of the sound of weeping.”  

 Here it is V¡lm¢ki who ultimately finds S¢t¡ in the forest. 

K¡lid¡sa depicts the affectionate heart of the sage by referring to the 

killing of a bird among two, the incident which led him to the 

composition of the verse m¡ niÀ¡da and consequents of the composition 

of R¡m¡ya¸a. In this way the poet beautifully brings forth the melting 

heart of the sage, who had seen S¢t¡ in such a pathetic plight. Thus 

instead of using a mere noun, the tenderness depicted by the poet in the 

sage will doubtlessly be relished by the readers by the endorsement of 

the sentiment of pathos. Such an attempt of the poet is really appreciable. 

2.3.1.4. Example of sentential figurativeness 

 Sentence is a group of words including avyaya, k¡raka etc. The 

assessment of an entire verse is possible at the sentential level. This is a 

step higher to phonetic and lexical figurativeness. Kuntaka includes the 

whole variety of figures of speech in it. Through this verse, poet brings 

forth the pathos of S¢t¡ in an artistic manner without expressing directly.  

    upasthit¡m p£rvamap¡sya lakÀm¢m vanam may¡ s¡rdhamasi prapannaÅ/ 

   tv¡m¡¿rayam pr¡pya tay¡ nu kop¡t so·h¡smi na tvadbhavane vasant¢//28 

“Because on a former occasion when you went to the forest with 

me, you discarded the goddess of royal glory that came over to you, 

therefore now that I have got a place in your house, she out of great 

malice does not suffer me to dwell there.”   
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 These are the messages sent by S¢t¡ to her husband with a heart 

full of sorrow, when she has been abandoned by R¡ma after attaining his 

throne back. S¢t¡ says that she cannot imagine that a man like R¡ma, 

who once decided to go to the forest along with her rejecting the goddess 

of wealth, can commit such a bad deed even in dream. Here the poet 

portrays S¢t¡ and the goddess of wealth as co-wives. So obviously as a 

revenge arising out of the natural jealousy among the co-wives, the 

goddess of wealth could not bear the presenceof S¢t¡ in R¡ma’ s home. 

Here S¢t¡ actually would like to ask R¡ma that even after keeping her 

along with him in bad times, the present rejection without due reason in 

his prosperous times is proper or not. The poetic charm hidden in this 

verse is really appreciable.  

2.3.1.5. Tender style       

 Kuntaka cites yet another verse as an example of tender style. At 

the time of defining the tender style Kuntaka says that:- 

sukum¡r¡bhidhaÅ so’yam yena satkavayo gat¡Å/ 

  m¡rge¸otphullakusumak¡naneva Àa¶pad¡Å//29 

“Such is the style called ‘ the elegant’  (tender) which master-poets 

follow like bees roving along the grove of full-blown blossoms.”  

 Through this Kuntaka means that the poets like K¡lid¡sa followed 

this style to create their masterpieces. By comparing this style to the 

forest full of bloom, he attributes the natural loveliness of flowers to this 

style. Obviously the bees must attract the lovely flowers. Through this 

Kuntaka indicates the immense desire of the poets to take out the essence 
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of the speech like the bees seeking honey from the flowers. He also says 

about the tender style that:- 

  yat kiµcan¡pi vaicitryam tatsarvam pratibhodbhavam/ 

  saukum¡ryaparispandasyandi yatra vir¡jate//30 

“Wherein every element of beauty is a result of the poet’ s 

imagination alone and succeeds in conveying flashes of gentle race.”  

 The instance taken for it is as follows:- 

prav¤ddhat¡po divaso’ tim¡tramatyarthameva kÀanad¡ ca tanv¢/ 

     ubhau virodhakriyay¡ vibhinnau j¡y¡pat¢ s¡nu¿ay¡viv¡st¡m//31 

 “The day with its heat excessively increased and the night 

excessively atenuted, both looked like husband and wife estranged by 

contray behavior consequent upon their love-quarrel and afterwards 

filled with remorse.” 

 This verse is one of the beautiful examples to point out the poet’ s 

accidental use of figures of speech like ¿leÀa (paronomasia). Here the 

words like ‘prav¤ddhat¡paÅ’and ‘ tanv¢’ directly produce only the 

meaning of the charming nature of the day and night respectively and 

nothing else. But through the poetic excellence, there is also another 

meaning within it. Those meanings should attract the connoisseurs and 

deserve the appreciation of the critics. The words like ‘virodhaÅ’ 

and‘vibhinnau’ are the words, which bring another meaning in it. Here 

the word ‘virodhaÅ’ signifies the absence of the co-existence of the day 

and the night. The word ‘vibhinnau’ indicates the different nature of the 

day and night. On the other hand, in the case of simile the jealous quarrel 
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between the husband and wife is ‘virodhaÅ’ and their staying away from 

each other due to anger denotes through the word ‘vibhinnau’ . Moreover 

the words like ‘atim¡tram’  and ‘atyartham’ denote the intensity of the 

emotions in both the cases. It is always difficult to create the charm of 

paronomasia but here K¡lid¡sa has deliberately produced the charm.  

 In general the beauty of sukum¡ra m¡rga (tender style) is due to 

the creative imagination of the poet and not any deliberate artificial 

incorporation of charms. The beauty of it will attract the mind of 

sensitive readers. The second definition given for tender style by 

Kuntaka is as follows:- 

 bh¡vasvabh¡vapr¡dh¡nyanyakk¤t¡h¡ryakau¿alaÅ/ 

  ras¡diparam¡rthajµamanaÅsamv¡dasundaraÅ//32 

“Where studious technical skill is superseded by the prominence 

given to the inner nature of things, where beauty is felt due to sympathy 

by men of taste who are experts in enjoying sentiments etc.”33 

 The examples chosen for each line of this definition are 

respectively given below:- 

  tasya stanapra¸ayibhirmuhure¸a¿¡vair- 

vy¡hanyam¡nahari¸¢gamanam purast¡t/ 

¡virbabh£vaku¿agarbhamukham m¤g¡¸¡m 

y£tham tadagrasaragarvitak¤À¸as¡ram//34 

“Before him appeared a herd of deer the motion of hinds in which 

was now and then impeded by the fawns eager to suck their udders, with 
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mouths having Ku¿a-grass in them, and at the head of which was a proud 

black-antelope.” 

 In this verse K¡lid¡sa has depicted the natural traits of the herds of 

deer. The verse represents a life-like picture before the readers. For 

retaining the natural charm of this verse the poet has deliberately avoided 

the incorporation of figure of speech and other artificial adornments. Yet 

another verse is as follows:- 

          p£rv¡nubh£tam smarat¡ ca r¡trau kampottaram bh¢ru tavopag£·ham/ 

          guh¡vis¡r¢¸yativ¡hit¡ni may¡ kathaµcid ghanagarjit¡ni//35 

“And where, O timid lady, remembering your embraces 

accompanied by with tremor (i.e remembering how you rushed in my 

arms being terrified by the thundering), which I had enjoyed before, with 

great difficulty did I pass (with complacency) the roar of clouds that 

rolled in the caves of the mountain.” 

 These are the words of R¡ma towards S¢t¡. Through the second 

line of the definition of tender style, Kuntaka means that the tender style 

should delight the minds of those who are proficient in enjoying the 

sentiments etc. Kuntaka includes the erotic too among the sentiments. 

The readers, who knew the highest secret of erotic sentiment, relish the 

aesthetic beauty of the verses taking it as their own experiences. Here 

Kuntaka also points out that all the verses representing the conversation 

of R¡ma to S¢t¡ at the time of their return after killing R¡va¸a can be 

cited as the examples of tender style, as the verses depict have the deep 

sufferings of R¡ma, which he had experienced before during the 

separation from S¢t¡. 
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2.3.1.6. Examples for Qualities 

 Kuntaka cites yet another verse as an example for the quality 

named perspicuity (pras¡da) of the tender style. The definition given for 

it and the example cited are respectively given below:- 

           akle¿avyaµjit¡k£tam jhagityarthasamarpa¸am/ 

rasavakroktiviÀayam yatpras¡daÅ sa kathyate//36 

 “The excellence called ‘perspicuity’ is that which brings out the 

poet’ s intent without any effort on the reader’ s part, which conveys the 

meaning in an instant as it were, and which is concerned with sentiments 

and artful speech.”37 

  Here Kuntaka means that there should be no difficulty to 

understand the meaning of a verse by its first reading. Especially there 

should be no strain in the case of sentiments like love etc. and also in 

figures of speech. In general, in pras¡da, the words should be 

uncompounded which would give meanings directly. If there is any 

compound word in it, that should be easily intelligible too. Here the 

word ‘¡k£tam’ means beauty.   

anena s¡rdham vihar¡mbur¡¿est¢reÀu  t¡·¢vanamarmareÀu/ 

dv¢p¡ntar¡n¢talava´gapuÀpairap¡k¤tasvedalav¡ marudbhiÅ//38 

Sunand¡ tells these words to Indumat¢ during her svayamvara. 

‘Get pleasure with him on the seashore, where the palm groves whisper 

and also where the drops of sweat are wiped out by the breeze that brings 

the scent of clove flowers from the far off islands.’ Kuntaka presents the 

above verse as one of the best examples for perspicuity of the tender 
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style. It is also clear from this verse that the inexplicable beauty of her 

face due to various painted designs increases by the pearl like sweats 

drops of her. There is some confusion regarding the poetic qualities 

mentioned by Kuntaka. Some of the traits found in one quality is said to 

be found in another quality too. Thus the line of demarcation of qualities 

is seen to overlap over each other. For instance, the use of 

uncompounded words is a feature of both perspicuity and sweetness in 

the tender style. Whatever it is, the beauty of the selected verse is really 

marvelous. 

 Kuntaka takes another verse from Raghuvam¿a to illustrate the 

quality named grace (l¡va¸ya) of tender style. He defines grace of tender 

style as:- 

var¸aviny¡savicchittipadasandh¡nasampad¡/ 

     svalpay¡ bandhasaundaryam l¡va¸yamabhidh¢yate//39 

“When even a little beauty in respect of alliterative syllables and 

in the choice of diction results in the charm of syntax and contributes to 

the strikingness of style, we have the excellence called grace”.40  

 The significance of l¡va¸ya is the beauty of the construction of 

sentence, which is denoted through the word ‘bandha’ in the definition. 

It means that there should be beautiful arrangements of syllables and 

words of both nouns and verbs. Their arrangements should seem to be 

natural and not a deliberate or forceful creation of the poet. In general, 

l¡va¸ya represents excellent sentence construction with the tenderness of 

sound and sense. Kuntaka cites the following verse as its example:- 
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sn¡n¡rdramukteÀvanudh£pav¡sam vinyastas¡yantanamallikeÀu/ 

 k¡mo vasant¡tyayamandav¢ryaÅ ke¿eÀu lebhe balama´gan¡n¡m//41 

“The God of love whose strength was diminished owing to the 

departure of Vasanta (the spring) again acquired it in the hair of young 

ladies, which were unbraided on account of their being wet by bathing 

and in which evening-jasmine-flowers were woven after making them 

(i.e hair) perfumed.” 

 This verse does not have any complex word or meaning. 

Undoubtedly this verse creates the impression of tenderness to the ears 

of the listeners without any complexity. The meaning of the verse is 

really attractive. It is clear that the Cupid becomes active in spring 

season and later he becomes inactive. So the poet beautifully says that 

after the spring season the Cupid has got strength in the hairs of damsels 

decorated with jasmine and so on. Here the poet means that the 

decorated hairs of damsels are as beautiful as the spring season.  

 Kuntaka cites yet another verse from Raghuvam¿a also as an 

example of l¡va¸ya of the tender style. These are the words of Sunand¡ 

towards Indumat¢ about king Aja at the time of Indumati’ s marriage 

ceremony. 

 mahendram¡sth¡ya mahokÀar£pam yaÅ samyati pr¡ptapin¡kil¢laÅ/ 

           cak¡ra b¡¸airasur¡´gan¡n¡m ga¸·asthal¢Å proÀitapatralekh¡Å//42 

“Playing the Pin¡kin in battle by mounting upon the great Indra in 

the form of a great bull, he by means of his arrows rendered the cheeks 

of the Asura females, devoid of amorous paintings.”  
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 Here Kuntaka cites only the second line of this verse as an 

example to it. The beautiful arrangements of syllables and words and the 

accidental composition of the poet etc. make this verse an apt example 

for l¡va¸ya.  

 After citing few examples for l¡va¸ya of the tender style, Kuntaka 

quotes another verse from Raghuvam¿a as an example of the quality 

named propriety (aucitya). One of the definitions given for propriety is 

that wherein the primary meaning is concealed by the excessive 

charming nature of the speaker or the listener. This verse is an example 

for the concealment of primary meaning by the speaker.    

   ¿ar¢ram¡tre¸a narendra tiÀ¶hann¡bh¡si t¢rthapratip¡ditarddhiÅ/ 

 ¡ra¸yakop¡ttaphalapras£tiÅ stambhena n¢v¡ra iv¡va¿iÀ¶aÅ//43 

“Standing in body only, with your wealth given away to worthy 

recepients, you shine forth, Oh lord of people, like a n¢v¡ra plant, its 

produce of crops appropriated by foresters, left within its stem.”  

 These are the words of Kautsa, a disciple of a sage named 

Varatantu after knowing Raghu’ s gift of his entire wealth in a sacrifice 

named Vi¿vajit. Here Kautsa compares the king with n¢v¡ra plant. This 

strengthens the appropriateness of the situation. The generosity of the 

king is the primary meaning of this verse which is clouded by the beauty 

of the simile. Thus by concealing the primary meaning by extremely 

beautiful temperament of the speaker, it becomes an apt example of 

propriety. The qualities like propriety and spendour mentioned by 

Kuntaka are common to the three styles. Both of them are highly infused 

in the word, sentence, and the work as a whole.  
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2.3.1.7. Examples cited for lexical figurativeness 

 Then Kuntaka cites two verses as an example of the first variety of 

lexical figurativeness named ‘art in beautifying conventional sense’  

(r£·hi). This variety says that “When common denotation of words is 

seen to expand to include connotation of even impossible attributes 

imagined by the poet, or to include a hyperbolic excess of even an 

existing attribute as result of the poet’ s intent to shower extraordinary 

belittlement or extraordinary glorification of the theme, we get what is 

called ‘ art in beautifying conventional sense’. Kuntaka says that it is of 

various kinds due to the diversity of suggested attributes and cites the 

below mentioned verse as one of the example to it.   

        gurvartthamartth¢ ¿rutap¡rad¤¿v¡ rakhoÅ sak¡¿¡danav¡pya k¡mam/ 

       gato vad¡ny¡ntaramityayam me m¡ bh£t par¢v¡danav¡vat¡raÅ//44 

 “Asking wealth for his preceptor, a certain suitor who had sen the 

other ends of learning went to another doner not obtaining his object of 

wish from Raghu. Let there not be this new (first) rise of a reproach 

about me.” 

 These are the words of Raghu, who gifted his whole wealth in his 

sacrifice named vi¿vajit, for the disciple of Varatantu named Kautsa. He 

says that here the word ‘Raghu’  denotes the generosity and virtues of 

valour in its extreme level in the three worlds. It is not to think that the 

words denoting the name have only some specific meanings. It can 

convey various special and significant meaning as intended by the poet 

like the analogy of melody and note in music. After discussing ‘ art in 

beautifying conventional sense’ Kuntaka cites two verses as an example 
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of the second variety of lexical figurativeness named figurativeness 

related to synonym. One of it is as follows:- 

bh£t¡nukamp¡ tava cediyam gaurek¡ bhavet svastimat¢ tvadante/ 

 j¢van punaÅ ¿a¿vadupaplavebhyaÅ praj¡Å praj¡n¡tha piteva p¡si//45 

  “ If your compassion for living beings should prevail, only this 

single cow would live happily after you die. If, on the other hand, you 

should live, O Lord of people, you wold ever rescue the people like a 

father from their distresses.”   

 Lion tells these words to king Dil¢pa, who requests to accept 

himself instead of the cow named Nandin¢. Giving up of life due to the 

compassion of this single cow is improper. The people may consider 

Dil¢pa as a ridiculous one. But if he is alive, he can protect all the people 

of this universe from danger at any time. The word ‘piteva’  strengthens 

the pitiable position of the king if he had committed self sacrifice. Apart 

from this primary meaning, there is also a suggestive sense. It is 

indispensable that the lord of the people should never deviate from his 

duties.Here the poet uses the word ‘praj¡n¡tha’ to denote that the king 

was being reluctant from his duties. The intended suggestive sense 

mentioned here is that it is sure that if Dil¢pa is reluctant to protect the 

single cow from a weaponless lion then he cannot protect the people of 

this earth.  

 In this verse the synonym used by the poet likes‘praj¡n¡tha’ and 

the simile ‘piteva’  convey some meanings, which is impossible to be 

explained through any other words. According to this variety of 

‘ figurativeness related to synonym’  (pary¡yavakrat¡) the meaning has 
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an unexplainable element in it. In this verse, Kuntaka beautifully depicts 

the suggested meaning hidden in it. These synonyms indicate the 

responsibility of Dil¢pa towards his people, both as a strict ruler and 

affectionate father. This verse reminds that the duty of a king is to 

protect the whole people of his country, not to die by protecting a single 

creature. Kuntaka’ s keen acumen makes him stand a step ahead of the 

other rhetoricians.   

 Two other verses are also cited to discuss the figurativeness 

related to gender (li´gavakrat¡). According to this variety the poet 

selects one particular gender on the basis of the idea that is to be 

conveyed for enhancing its beauty. Through these verses R¡ma 

expresses his grief that he had faced when S¢t¡ had been taken away by 

the demon R¡va¸a. 

 tvam rakÀas¡ bh¢ru yato’pan¢t¡ tam m¡rgamet¡Å k¤pay¡ lat¡ me/ 

 adar¿ayan vaktuma¿aknuvantyaÅ ¿¡kh¡bhir¡varjitapallav¡bhiÅ//46 

“O timid one, when you were kidnapped by the demon (and I was 

looking for you), the way (by which you were taken away) was kindly 

pointed to me by these creepers here; though unable to speak, they 

stretched out their branches with the leaves bent down significantly.”  

 Here the poet means that though the plants are unable to talk as 

they pointed out the way by stretching down the branches with their 

tender leaves. The direct meaning of the first verse is that the creepers 

were crushed down due to the hurried steps of  R¡va¸a at the time of 

forcible abduction of S¢t¡, which helps to the guess the way where 

R¡va¸a has taken her. But the excellence of the poet makes a verse more 
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attractive. Here K¡lid¡sa says that it seems that due to their special 

consideration towards females, the creepers were showing the way by 

stretching down their branches. The poet expressed so because the 

creepers cannot speak anything due to their inanimate nature. So they did 

it in the way the dump people show something by raising their tender 

hands. The main attraction here is the poet’ s deliberate use of the 

feminine word ‘ lat¡’ to catch the attention of connoisseur. 

  m¤gya¿ca darbh¡´kuranirvyapekÀ¡stav¡gatijµam samabhodayanm¡m/ 

 vy¡p¡rayantyo di¿i dakÀi¸asy¡mutpakÀmar¡jin¢ vilocan¡ni//47 

“The female deer also, givng up their interest for the blades of 

wild grass, directed me better as I was still not sure of he way you had 

gone. They turned their eyes, with upraised eyelashes, towards the 

south.”  

 Through this verse the master poet proved his poetic skill by 

taking a step further. There he says about the glance of female deers as it 

is showing the way of R¡va¸a. Kuntaka cites both these verses for the 

same instance, among them second one is more reliable. Here an 

animated deer is showing the way which was not perfectly mentioned by 

inanimate creepers because they have more consciousness than the 

creepers. The deers had shown the way by giving up their interest in the 

food of wild grassand also by looking towards the northern direction. 

The poet again deliberately used the feminine gender ‘m¤gya¿ca’  to 

strengthen the poetic charm and to delight the readers. Here poet 

expresses these ideas charmingly with the help of the indirect poetic 

fancy. The use of feminine gender in both cases is highly aesthetic 
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though the words related to trees and animals can use in any gender. 

From these it is clear that Kuntaka has cited large number of verses from 

Raghuvam¿a among the works he has chosen. His attempt to assess this 

text is admirable. 

 Thus it is clear that not only contextual figuraiveness, through 

which evaluation of entire work is possible but also the explanation of 

single verses cited from Raghuvam¿a is stunning. Critics can never point 

out all the beauty and drawbacks of the compositions. They indicate 

some of the beautiful instances and the rest should be delineated by the 

readers themselves. One of the beautiful innovations made by K¡lid¡sa 

from R¡m¡ya¸a is in the thirteenth canto of Raghuvam¿a. On the way 

back to Ayodhy¡ after rescuing S¢t¡ from La´k¡, R¡ma explains to her 

about some events and the places they had spent at the time of their 

exile. Kuntaka cites one verse fro there puram niÀ¡d¡dhipate this as one 

of the variety of contextual figuativeness. According to Kuntaka 

modification or innovations from the original source come under the 

variety of contextual figurativeness.   

2.3.2. Kum¡rasambhava 

 As the name ndicates Kum¡rasambhava discusses about the story 

of the birth of kum¡ra, the son of Lord áiva and P¡rvat¢. The penance of 

P¡rvat¢ in Kum¡rasambhava is a message to the mankind. Because 

P¡rvat¢ is unable to attain the mind of lord áiva though she is blessed 

with wealth, power, prestige, extreme beauty etc. At last she attains lord 

áiva only through her great penance. This reveals the triviality of more 

pleasure and the hardship and purity of asceticism. The works of 
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K¡lid¡sa is not only a mere entertaining one but also have numerous 

moral messages to the mankind.  

 It is notable that Kuntaka selects twenty verses from 

Kum¡rasambhava for explaining his contextual figurativeness, tender 

style and various figures of speeches. Moreover Kuntaka criticize 

K¡lid¡sa by pointing out the improper word showered by Cupid towards 

Indra. Kuntaka’ s observation of Kum¡rasambhava is also praiseworthy. 

Kuntaka’ s assessment of Kum¡rasambhava is discussed below in detail.  

2.3.2.1. Contextual Figurativeness 

 The proper and gradual development of the story of 

Kum¡rasambhava is selected as an example of one of the varieties of 

contextual figurativeness by Kuntaka. He defines one of the varieties of 

contextual figurativeness as:-  

 “The art of the dramatic plot should be pleasing by the 

construction of delightful ‘ junctures’ (sandhis); each part should be 

organically related to each other, the succeeding one following the 

preceding one. It should not be vitiated by any excessive craze for 

observing rules even when they are inopportune. Only in such cases, the 

episode will reveal a unique charm of originality.” 48 

 The first canto describes the childhood, budding youth of P¡rvat¢ 

and also her worshipful homage to áiva by command of her father. In the 

second canto the gods approaches Brahman for a solution to kill the 

demon T¡rak¡sura. Brahman says to them that the son of áiva can only 

kill that demon. The proper mate of áiva is P¡rvat¢, so the solution for 
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this problem is the marriage of áiva and P¡rvat¢. The third canto 

describes the burning of Cupid and fourth the lamentation of Rat¢. The 

great penance of P¡rvat¢ after wounded by the rejection of áiva and the 

experiment and conversation of disguised áiva are the subject matter 

discussed in the fifth canto. Then in the sixth canto by the request of 

P¡rvat¢, áiva deputes the seven sages to ask P¡rvat¢ from her father 

Him¡laya. The marriage of áiva with P¡rvat¢ is depicted in the seventh 

canto. Thus gradual progress of the themes and junctures make it an apt 

example for this particular variety of Kuntaka’ s contextual 

figurativeness. Through this variety, Kuntaka brilliantly assess the 

overall charm of the text.  

2.3.2.2. Lexical figurativeness  

 Kuntaka cites two verses from Kum¡rasmbhava as an example of 

the figurativeness related to concealment (samv¤tivakrat¡), one of the 

varieties of lexical figurativeness (padap£rv¡rdhavakrat¡). In this 

figurativeness sometimes the matter conceals through pronouns. 

Sometimes the poet feel that the beauty of something may lost due to 

their direct explanation and conceals it brilliantly for creating extreme 

charm. For instance:- 

 darpa¸e ca paribhogadar¿in¢ p¤À¶ha¶aÅ pra¸ayino niÀeduÀaÅ/ 

v¢kÀya bimbamanubimbam¡tmanaÅ k¡ni k¡ni na cak¡ra lajjay¡//49  

“And while observing in a mirror (the marks of) enjoyment when 

she saw immediately behind her own reflection that of her lover seated at 

the back,-what was it that she did not do in shame.”50  
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 Here instead of saying what she had done in shame, the poet just 

brilliantly said what she did not do with shame. Undoubtedly this 

method is really beautiful in expressing certain things where words are 

not enough to tell something. Only a brilliant poet can handle it properly. 

Such concealment of words creates unexplainable charm to this verse 

otherwise it will never be as much attractive as this. In figurativeness 

related to concealment sometime poet conceals something naturally or 

deliberately thinking that it is highly improper to say something directly. 

For instance:-     

      niv¡ryat¡m¡li kimapyam va¶uÅ punarvivakÀuÅ sphuritottar¡dharaÅ/ 

     na kevalam yo mahato’pabh¡Àate ¿¤¸oti tasm¡dapi yaÅ sa p¡pabh¡k//51 

“O friend, stop this boy who seems desirous of saying something, 

as his upper lip is quivering. Not only he who talks ill of the mighty, but 

also he who listens to him, is a sinner.”52 

 These are the words of P¡rvat¢ towards her companion. Here áiva, 

disguised as an ascetic showers harsh words about lord áiva for testing 

P¡rvat¢. Getting irritated by his speech P¡rvat¢ order her friend to stop 

him. Humiliation of the lord of this universe is considered as a great sin. 

So the poet conceals it through such intelligent words of P¡rvat¢. Thus 

the both verses taken for explaining the figurativeness related to 

concealment from this mah¡k¡vya is noteworthy. There are numerous 

such verses in the works of great poets. This is one of the beautiful 

techniques used by great poets to bring forth charm of a verse in its 

maximum level. Kuntaka’ s incoration of such beautiful concept like 
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figurativeness related to concealment in his varieties of figurativeness 

and his hunt for apt instances for it is marvelous.  

2.3.2.3. Kuntaka’ s Criticism of Kum¡rasambhava 

 Kuntaka criticizes K¡lid¡sa by taking two verses from 

Raghuvam¿a and one from Kum¡rasambhava. Here Kuntaka points out 

the impropriety of K¡lid¡sa through this verse.  

 k¡mekapatn¢m vratadukha¿¢l¡m lolam mana¿c¡rutay¡ praviÀ¶¡m/ 

 nitambin¢micchasi muktalajj¡m ka¸¶he svayamgr¡haniÀaktab¡hum//53 

“What lady (having full buttocks), austerely stickinh to (or, 

paining you by her keeping) the vow of chastity, who has made a niche 

in your unsteady (lustful) mind by her beauty, do you wish to twine her 

arms round your neck, of her own accord, abandoning all (sense of ) 

shame?”54 

 These are the words of Cupid towards Indra. There is a story that 

once Indra was fascinated by the charm of Ahaly¡ and he approached her 

disguising as her husband. Cupid said the above verse by keeping this 

incident in his mind. According to Kuntaka it is improper to humiliate 

lord of heaven in such a manner.  There may have numerous improper 

situations in the works of minor poets. But it is very rare in the works of 

master poets like K¡lid¡sa. A person with sharp acumen can only find it 

out from the great poets. The disgrace from Cupid towards Indra in a 

council of Indra is really improper because Indra is the lord of heaven. 

The impropriety brought forth by Kuntaka is really remarkable. 
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2.3.2.4. Kuntaka’ s praiseworthy observations on 

Kum¡rasambhava 

 One of the commendable observations of Kuntaka on a single 

verse of Kum¡rasambhava is given below. Kuntaka says that both ¿abda 

and artha can make poetry. According to him, ¿abda means the most 

suitable word which alone can convey the exact intented meaning of a 

poet though there may be numerous substitute words for it.  

dvayam gatam samprati ¿ocan¢yat¡m sam¡gamapr¡tthanay¡ kap¡linaÅ/ 

kal¡ ca s¡ k¡ntimat¢ kal¡vatastvamasya lokasya ca netrakaumud¢//55 

 “By their earnest (desire) for union with áiva, two things have 

now become objects of commiseration: that bright digit of the moon, and 

thyself who art the moonlight of the eyes of this world.”56 

 These are the words of disguised áiva to P¡rvat¢ for testing the 

intensity of her love towards him. Here it is notable that for denoting 

áiva, K¡lid¡sa uses the word Kap¡linaÅ. Though there are numerous 

words to denote áiva like Hara, Pin¡kinaÅ and so on. Pin¡kinaÅ means 

of the one who holds bow called Pin¡ka. This is a casual word for 

denoting áiva and is not creating any appeal to the readers. For irritating 

P¡rvat¢ the utmost disgustful word for denoting áiva is pertinent. The 

word Kap¡linaÅ, means of the one who has human skull (as the begging 

vessel), which only can create extreme revulsion towards áiva. 

K¡lid¡sa’ s such praiseworthy use of synonym is pointed out and 

appreciated by Kuntaka. Moreover here ‘dvayam gatam samprati 

¿ocan¢yat¡m’ also offer appeal to the readers. This means that before, 

only the moon is longing for the union of áiva but now P¡rvat¢ is also 
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wishing the same. The word pr¡rtthana is also significant. Because if the 

union between áiva and P¡rvat¢ is accidental it is acceptable but her 

obsession for the union is ridiculous. The matup pratyayas like kal¡vat 

and k¡ntimat create unexplainable beauty. The words like ‘you’  and the 

‘digit’ is also beautiful because they denote the beauty competition 

between them. The each words of this verse are ear nectar to the hearers. 

Any other synonyms of these words never can create as charm as these 

words. Thus Kuntaka’ s selection of this verse to point out the speciality 

of ‘ ¿abda’ is significant. Such minute but noteworthy observations of 

Kuntaka makes him unique one in Sanskrit literary history. 

2.3.2.5. Tender style 

 Kuntaka cites three verses from Kum¡rasambhava as an example 

of tender (sukum¡ra) style. Among them two beautiful instances are 

discussed here. One of the definitions of tender style and the instance 

given for it is as follows:-  

  aml¡napratibhodbhinnanava¿abd¡rthabandhuraÅ/ 

  ayatnavihitasvalpamanoh¡rivibh£Àa¸aÅ//57 

“That charming style where fresh words and meanings both 

blossom forth by virtue of poet’ s undimmed imagination, where 

ornaments are few and yet lovely as they come in without effort.”  58 

  b¡lenduvakr¡¸yavik¡sabh¡v¡d babhuÅ pal¡¿¡nyatilohit¡ni/ 

 sadyo vasantena sam¡gat¡n¡m nakhakÀat¡n¢va vanasthal¢n¡m//59 
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“The pal¡¿a buds, extremely red and curved like the young moon, 

not being blossomed, soon shone like red marks of nails on (the persons 

of) the forest-sites united with the vernal season (their lover).”60 

 Here the poet compares the spring with a man and woodland with 

a maiden. Kuntaka selects this as an example of tender style because the 

words like b¡lenduvakr¡¸i, atilohit¡ni, sadyo vasantena sam¡gat¡n¡m 

are used only for the description of nature but they combine smoothly 

with the figure of speech nakhakÀat¡n¢va. Here the poetic excellence 

purely reflectsthe words of the poet. They are not deliberately 

incorporated but feel as if the sprouts of a plant and should delight the 

readers. The normal arrangement of sound, sense and the absence of 

complex figure of speech make it an apt example for tender style. 

Kuntaka cites yet another verse as an instance of perspicuity of tender 

style. The definition given for it and the example are respectively given 

below. 

  akle¿avyaµjit¡k£tam jhagityarthasamarppa¸am/ 

  rasavakroktiviÀayam yatpras¡daÅ sa kathyate//61 

“The excellence called ‘perspicuity’ is that which brings out the 

poet’ s intent without any effort on the reader’ s part, which conveys the 

meaning in an instant as it were, and which is concerned with sentiments 

and artful speech.”62 

 himavyap¡y¡dvi¿ad¡dhar¡¸¡m¡p¡¸·ur¢bh£tamukhacchav¢n¡m/ 

 svedodgamaÅ kimpuruÀ¡´gan¡n¡m cakre padam patravi¿eÀakeÀu//63 

“Perspiration made its appearance on the ornamental paintings (on 

the persons) of the Kinnara ladies, the complexion of whose faces was 
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slightly yellow and whose lips looked bright (not being smeared with 

wax), owing to the passing away of the wintry season.”64 

 The easy accessibility of the meaning of this verse and the 

uncompounded words etc. make this verse a perfect example for 

perspicuity of tender style. Thus Kuntaka cites few beautiful verses as 

instances of tender style from both Raghuvam¿a and Kum¡rasmbhava. 

Kuntaka’ s such apt citations also help to prove K¡lid¡sa as a poet of 

tender style.  

2.3.2.6. Rejection of svabh¡vokti 

  Some ancient rhetoricians accepted svabh¡vokti as a figure of 

speech. According to them natural traits of a thing is adorned and beauty 

added to it is adornment. Kuntaka did not accept svabh¡vokti as 

adornment. Then he says as an answer to those whom accepts 

svabh¡vokti as an adornment that writing poetry is not a job of wasting 

time. It should always delight the connoisseur. He also opines that the 

description of a subject should have its own peculiarities. Otherwise the 

addition of any figure of speech to it will feel as if the painting on an 

improper canvas. Kuntaka says at the time of describing the natural 

charm of an object that it should better to avoid the figure of speeches. 

He says so because improper addition of figures of speech will definitely 

spoil the actual beauty of an object. So the adorned object can be 

compared with a beautiful damsel. A damsel never wears excessive 

ornaments at the time of taking bath, leading ascetic life during the 

separation from her husband and also at the end of the amorous sports. In 

these situations natural beauty of the damsel is attractive. Likewise at the 
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time of describing natural traits of things, there is no need of deliberate 

incorporation of figure of speeches. For instance:-   

 t¡m pr¡´mukh¢m tatra nive¿ya tanv¢m kÀa¸am vyalambanta puro niÀa¸¸¡Å/ 
 bh£t¡rtha¿obh¡hriyam¡¸anetr¡Å pras¡dhane sannihite’pi n¡ryaÅ//65 

 “Having seated that girl of a slender frame upon it, so that she 

faced the east, the ladies sitting before her, having their eyes attracted by 

real (i.e unartificial) beauty, delayed for some time, though the articles of 

decoration were at hand.” 66  

 This verse is in the seventh canto of Kum¡rasambhava while the 

companions of the goddess P¡rvat¢ adorning her for her marriage. 

Through this verse K¡lid¡sa would like to bring forth the natural beauty 

of goddesses P¡rvat¢. So he here fancies that may the adornments will 

diminish the beauty of P¡rvat¢. Kuntaka wants to prove that svabh¡vokti 

can not be an adornment by indicating the insignificance of figure of 

speech while describing the natural traits of things. Kuntaka’ s boldness 

in objecting the early rhetoricians’  view without following them blindly 

is also a reason for the uniqueness of Kuntaka in the realm of Sanskrit 

literature. 

 It is notable that Kuntaka does not cite instances from 

Kum¡rasambhava for explaining his figurativeness like phonetic, 

grammatical and compositional. But it is admirable that Kuntaka 

unraveled the overall beauty of this mah¡k¡vya through his contextual 

figurativeness, sentential fgurativeness etc. So absence of the 

compositional figurativeness never lessens the charm of this mah¡k¡vya. 

Kuntaka also cites few other verses from K¡lid¡sa to reject some figures 

of speech like preyas, pariv¤tti, vibh¡van¡. As in the case of 
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Raghuvam¿a here also Kuntaka cites lot of verses for explaining tender 

style and some figure of speeches. Kuntaka’ s bold attempt of criticism 

and his plausible changes in certain words are some notable things in 

Kum¡rasambhava. Moreover the instances taken for explaining 

figurativeness related to concealment, one of the varieties of lexical 

figurativeness is really noteworthy. Kuntaka also cites excellent 

instances from the dramas of K¡lid¡sa like Abhijµ¡na¿¡kuntala and 

Vikramorva¿¢ya. They are being discussed below.  

2.4. Kuntaka and Dramas of K¡lid¡sa 

2.4.1. Abhijµ¡na¿¡kuntala 

 Abhijµ¡na¿¡kuntala, the master piece of K¡lid¡sa has the quality 

of both poetry and drama. The thread of the drama is taken from 

Mah¡bh¡rata, but the innovative techniques of K¡lid¡sa took its fame all 

over the world. The episode of curse and the introduction of the 

characters like Anas£y¡, Priyamvad¡, á¡r´garava, á¡radvata, S¡numat¢ 

etc. emerged from the poetic imagination of K¡lid¡sa. The charm of this 

drama from its original source is like the new sprouts and blossoms of 

dried tree after rain. Kuntaka cites twelve verses from á¡kuntala. As in 

the case of mah¡k¡vya’ s, Kuntaka cites verses from á¡kuntala also for 

depicting contextual figuratveness and some figure of speeches etc.  

2.4.1.1. Compositional figurativeness 

 According to Kuntaka, selection of proper title of the work also 

comes under the variety of compositional figurativeness. Straight 

forward titles of a composition like ái¿up¡lavadha, R¡macarita are not 
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appealing. According to him, such titles will never produce any charm to 

the work. Title of every composition should signify the soul of the 

theme. For signifying the beauty of a title he suggests the names like 

Abhijµ¡na¿¡kuntala, Mudr¡r¡kÀasa etc. Kuntaka’ s observation is 

valuable because some time people choose an unfamiliar novel, films 

etc. only being fascinated by its title. Kuntaka has selected numerous 

instances from the works of K¡lid¡sa for substantiating his five varieties 

of figurativeness except phonetic figurativeness. One and only work 

taken for discussing compositional figurativeness of K¡lid¡sa is 

Abhijµ¡na¿¡kuntala. In this drama the ring play an important role for the 

smooth development of the theme. So the title given to this drama will 

definitely fascinate the readers while reading this masterpiece.  

2.4.1.2. Contextual figurativeness 

 According to Kuntaka a beautiful context is enough to contribute 

extreme charm to a whole work. This is what he called as contextual 

figurativeness. Through one of the variety of it he says that:-  

 “When a poet is constructing a plot of his own, based though it 

might be on a well-known source, if he succeeds in infusing even a small 

streak of originality, the beauty gained thereby will be singular. Even an 

episode too can shine forth as the vital essence of the work as a whole, 

brimful of sentiments reaching their utmost limit.” 67  

 For substantiating his argument Kuntaka cites a context from 

á¡kuntala. The original story of á¡kuntala in Mah¡bh¡rata is really a 

small and bare story. In the original source, DuÀyanta forgets áakuntala 

without any strong reason. It is the duty of a poet to depict a literary 
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piece with an ideal hero. Otherwise it will adversely affect the society. 

So for avoiding such impropriety K¡lid¡sa brilliantly depicts a curse 

episode and thus provided a strong reason for DuÀyanta’ s forgetfulness. 

The curse is as follows:-    

 vicintayant¢ yamananyam¡nas¡ taponithim vetsi na m¡mupastitham/ 

 smariÀyati tv¡m na sa bodhito’pi san kath¡m pramattaÅ pratham k¤t¡miva//68 

 “That person, thinking of whom, with a mind regardless of 

anything else, you notice not me, atreasure of penance, come here-he 

will not remember you though reminded (by you), just as an intoxicated 

man does not (remember) the talk made before (while drunk).”69 

 These words are the curse of the great sage named Durv¡sa 

towards áakuntal¡ because she had not noticed the sage’ s arrival and 

does not receive him properly as she is immersed in the thoughts of her 

beloved. This curse episode is one of the noticeable innovations made by 

K¡lid¡sa in á¡kuntala. By the request of her friends, the sage somehow 

modified the curse that it will last till the king happens to see the signet 

ring given to her. Unfortunately on the way back to the king she lost her 

ring in a river while taking bath. Then there aroused some dramatic 

incidents that a fish swallows the ring being attracted by the red stone in 

it thinking it as a flesh. Then a fisherman caught the fish and happened to 

saw the ring and at last bestows it to DuÀyanta. Thus K¡lid¡sa succeeds 

in depicting an extremely beautiful plot filled with sentiments to delight 

the readers. Such incidents really help to increase the beauty of the entire 

play. Through this curse episode K¡lid¡sa depicts DuÀyanta as an ideal 

hero. Another notable incident of this play is that a beautiful song sung 
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by Hamsapadik¡ at the proper time helped to arouse a complete nostalgic 

mood in the mind of readers.    

   ramy¡¸i  v¢kÀya madhur¡m¿ca ni¿amya ¿abd¡n 

   paryutsuk¢ bhavati yatsukhitopi jantuÅ/ 

  taccetas¡ smarati n£namabodhap£rvam 

  bh¡vasthir¡¸i janan¡ntarasauh¤d¡ni//70 

“When a being, although in enjoyment or happiness, becomes 

perturbed on seeing charming objects or on hearing agreeable sounds, 

then, indeed, he mentally remembers, without being conscious (of the 

fact), the associations (friendships) of past lives remaining permanently 

impressed (on the mind).”71 

 Even DuÀyanta does not have the memories of áakuntal¡, he has 

some great unexplainable feeling in him. Moreover the incidents like the 

agony of áakuntal¡ while she has been rejected by DuÀyanta, his 

inability to recognize áakuntal¡ even after the removal of her veil, 

áakuntal¡’ s attempt to reminds the king by saying some of their former 

amorous secrets, and at last the repentance of DuÀyanta with 

considerable moderation after getting the ring etc. will really delight the 

readers. The depiction of pathetic condition of DuÀyanta through the 

words of kaµcuk¢ is noteworthy. DuÀyanta discards all his special 

decorations but woreonly a golden armlet in his left forearm, his lover lip 

became reddish due to his heaving sighs, his eyes became very tired by 

sleeplessness due to the anxious thought of his beloved, his slimness 

remain unnoticed due to his natural grace like a polished gem. 
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 DuÀyanta says these words by looking the picture of áakuntal¡ 

drawn by him. ‘Oh! Bee if you touch the bimba fruit like lip of my 

beloved, which is softer than the tender leaf of a younger plant and is 

even very gently drunk by me in amorous sports, I will imprison you in 

the interior portion of a lotus.’ There are also some other verses in the 

text to delineate the pathetic plight of DuÀyanta. Such verses will create 

an intense feeling in the mind of whole readers. The modifications to the 

original story consisting of the curse episode and repentance of DuÀyanta 

after getting the ring helps K¡lid¡sa to depict DuÀyanta as an ideal hero. 

This drama has been subjected to the study and analysis by various 

scholars in later years. Kuntaka’ s analysis of this drama can be seen as a 

first attempt to analyse the beauty of the drama as a whole. 

 Kuntaka cites only the curse episode as the variety of contextual 

figurativeness. There are some other incidents like introduction of the 

characters like Anas£y¡, Priyamvad¡, á¡r´garava, á¡radvata, the 

episode of S¡numat¢ and the fisherman are also beautiful modifications 

made by the master poet. Kuntaka would like to point out the most 

fascinating instance to get the attention of the readers. Through this all 

other small incidents can envisage the readers themselves.   

2.4.1.3. Sentential figurativeness 

 In the third unmeÀa Kuntaka has given a detailed description about 

sentential figurativeness. Before discussing it in detail he has briefly 

mentioned about the figurativeness find in the words of a sentence. 

Kuntaka defines it as follows:- 
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ras¡didyotanam yasy¡mupasarganip¡tayoÅ/ 

v¡kyaikaj¢vitatvena s¡par¡ padavakrat¡// 72 

 “ In a poem where the prepositions and indeclinables (upasargas 

and nip¡tas) are employed only to suggest rasas as the sole essence of a 

poem as a whole, we have what may be called another type of ‘word-

beauty’ .”73  

 Kuntaka cites yet another verse from á¡kuntala as an instance to 

this. The verse is as follows:-   

muhura´gulisamv¤t¡dharoÀ¶ham  
                 pratiÀedh¡kÀaravik½av¡bhir¡mam/ 
                mukhamamsavivartti pakÀma½¡kÀy¡Å  
                kathamapyunnamitam na cumbitam tu//74 

 In this verse K¡lid¡sa beautifully depicts DuÀyanta’ s intense 

passion towards áakuntal¡ after seeing her in a hermitage at first time.  

DuÀyanta is deeply fascinated by the beauty of áakuntal¡ and regrets to 

miss his first chance to kiss the beautiful maiden. In this verse ‘ tu’ 

strengthen the repentance of DuÀyanta and also provide extreme charm 

to this particular verse.  Thus though the word ‘ tu’ situated in a 

particular place of this verse it contributes beauty to the whole verse.  

 In the third unmeÀa after discussing the three entities associated 

with poetry like word, content and process of communication (¿abda, 

artha and uktivaicitrya), Kuntaka then categorize the things described. 

He defines it as follows:- 

 bh¡v¡n¡maparim½¡nasvabh¡vaucityasundaram/ 

 cetan¡n¡m ja·¡n¡m ca svar£pam dvividham sm¤tam// 
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        tatra p£rvam prak¡r¡bhy¡m dv¡bhy¡meva vibhidyate/ 

        sur¡disimhaprabh¤tipr¡dh¡nyetarayogataÅ//75 

“Subject of poetry described in all their undimmed propriety and 

beauty of nature come to be classed under two heads, namely, the 

sentient and non-sentient. Of these the first class can be subdivided again 

under two heads-god’ s etc. and lions etc. These may be either primary or 

subsidiary in the poet’ s treatment.”76 

 The first i.e., the primary kind is made beautiful by a spontaneous 

presentation of emotions like love. The second is rendered lovely by a 

description of the animals etc. in a way natural to their species. 

mukhyamakliÀ¶araty¡diparipoÀamanoharam/ 

  svaj¡tyujitahev¡kasamullekhojvalam param//77 

“The first i.e., the primary kind is made beautiful by a 

spontaneous presentation of emotions like love. The second is rendered 

lovely by a description of the animals etc. in a way natural to their 

species.”78 

 Kuntaka cites the next verse of á¡kuntala as an example to the 

second variety mentioned above. In this variety the poets beautifully 

describes the individual character of each species appropriate to their 

genus, very naturally and aesthetically for appealing the readers. 

Theverse mentioned below reveals K¡lid¡sa’ s excellence in explaining 

the natural traits of a deer. The verse gr¢v¡bha´g¡bhir¡mam…79 will 

really bring forth the clear picture of a deer while reading it.  
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 “Flinging a glance ever and anon at the pursuing chariot in a way 

graceful on account of the bending of his neck, having with the major 

portion of his hinder part entered the fore part of his body through the 

fear of the descent of an arrow, and strewing his path with half-chewed 

darbha grass dropping from his mouth gaping through exhaustion, 

behold how he, on account of his lofty boundings, traverse more through 

the sky, and less on the ground.”80 

 These makes clear that Kuntaka was very careful in taking verses 

for every minute explanation. He had selected few verses for explaining 

certain figures of speeches like d¤À¶¡ntaÅ, corroboration 

(arth¡ntarany¡sa) and apahnuti. The instance for explaining 

figurativeness named poetic concealment or apahnuti is given below. 

According to this figurativeness as its name indicates, the natural quality 

of the described subject is concealed for endowing some unique nature to 

it.  

  tava kusuma¿aratvam ¿¢tara¿mitvamindor- 

dvayamidamayath¡rtham d¤¿yate madvidheÀu/ 

vis¤jati himagarbhairagnimindurmay£khais- 

tvamapi kusumabh¡¸¡n vajras¡r¢karoÀi//81 

 “Your having flowery arrows, and the moon’ s cool rays: both 

these things appear to be untrue in the case of persons like me; (for) the 

moon showers fire with rays having cold in the interior; and you, too, 

make your flower-arrows have the hardness of adamant.”82  

 These are the words of DuÀyanta after having deep love towards 

áakuntal¡. In this verse the poet brilliantly depicts the poetic 
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concealment through suggestive way but not directly. Here the poet 

applies hardness and cruel nature to the already delicate natured objects 

like flower-arrows of cupid and moon rays. Kuntaka’ s appraisal of this 

drama is explicit by his citation for both minute observations and 

contextual analysis. Through the contextual analysis, Kuntaka leads the 

attention of the readers in to the soul of this drama. 

2.4.1.4. Grammatical figurativeness  

 The first verse cites from á¡kuntala by Kuntaka is an example of 

figurativeness related to number (sa´khy¡vakrat¡), one of the varieties 

of grammatical figurativeness. When the poet deliberately interchanges 

the numbers for creating vaicitrya is known as sa´khy¡vakrat¡. Here the 

poet uses singular or dual number in the place, where actually other 

number is essential. He may use two different numbers in a same 

sentence for creating this type of vakrat¡. As an example to this, Kuntaka 

quotes the last line from one of the famous verses from 

Abhijµ¡na¿¡kuntala of K¡lid¡sa, which is:- 

vayam tattv¡nveÀ¡nmadhukara hat¡stvam khalu k¤t¢//83 

 These are the words of DuÀyanta to the bee when he sees the bee 

moving around the face of a beautiful girl, who attracted DuÀyanta at the 

first sight in a hermitage. He says that we are discontented by the search 

of the truth about this girl but the bee indeed is blessed. Because the bee 

repeatedly touches the tremulous eye of that girl with its corner moving 

playfully, humming smoothly in her ear feeling as if it is whispering a 

secret to her. Though she is waving her hand the bee is drinking her 

lower lip, the sole treasure of pleasure. Here the poet uses the word 
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vayam instead of saying aham, which means the poet uses the plural 

‘we’  instead of the singular ‘ I’  for indicating that DuÀyanta is really a 

stranger to áakuntal¡ and also shows that there is no any deep relation 

between them at that moment. Such interchange of number will create an 

inexplicable beauty to the verse and surely entertain the readers. 

2.4.2. Vikramorva¿¢ya 

 The primary source of the story of Urva¿¢ and Pur£ravas is 

Îgveda. The different versions of the story is found in the 

áatapatabr¡hma¸a, Bh¡gavatapur¡¸a, Matsyapur¡¸a, B¤haddevat¡, 

Kath¡sarits¡gara etc. It is only K¡lid¡sa who had moulded this famous 

story as a beautiful dramatic piece. Kuntaka cites nine verses from 

Vikramorva¿¢ya for substantiating contextual figurativeness and few 

figures of speech. Some importants among them are given below. 

2.4.2.1. Contextual figurativeness 

 Through one of the varieties of contextual figurativeness Kuntaka 

says that in one particular act or in canto the poet reveals the main 

sentiment of that particular composition. The splendor of that particular 

composition is completely unique from its preceding or following act or 

cantos. This canto must be considered as the essence of that composition. 

Moreover this canto will help to understand the overall spirit of the main 

sentiment of the composition and should contribute unique creativity to 

the whole work. For demonstrating this particular variety, Kuntaka cites 

two beautiful contexts. One of them is the arm fight between áiva and 

Arjuna from Kir¡t¡rjun¢ya. That is really a beautiful context. Yet 

another context choosed by Kuntaka for this variety is from this drama. 
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The beautiful context selected by Kuntaka for revealing the essence of 

Vikramorva¿¢ya is given below. Pur£rava in raving mad due to the 

separation of Urva¿¢ and mistaken the cloud as a demon and says:- 

 “King-Hold, you wicked fiend, hold where are you going, taking 

my beloved? Ha, from the mountain peak up-flying he rains showers of 

arrows on me. (Looking closely)’. This is a fresh cloud ready to shower, 

and not a haughty fiend girt in armour. This here is the heavens rainbow 

striding a vast length and not a (warrior’ s) bow stretched out; and this a 

pelting shower of rain that is so sharp and not a volley of arrows; while 

this is only a flash of lightning gleaming like a streak of gold on the 

touch-stone, and not my beloved Urva¿¢.”84 

  Thus the beginning of the fourth act reveals the mad emotion of 

the kingdue to his deep love towards Urva¿¢. Kuntaka’ s appropriate 

interpretation of the above mentioned verse is remarkable. He says that 

the king feels that the attack of the new cloud is highly dangerous than 

the attack of a demon with arrows. The arrows will not pierce in to his 

heart with so difficulty as the new raindrops. Again, the king feels that 

even the lightning can be seen at least a moment in the sky but in the 

case of his beloved even such momentary stability is also unimaginable. 

Moreover some other verses found in the fourth act that is given below 

will help to strengthen the beauty of this contextual figurativeness. 

 In Vikramaorva¿¢ya once Pur£ravas along with Urva¿¢ went to 

Gandam¡dana groves for pleasure. There Pur£ravas looked intently on a 

vidy¡dhara damsel named Udayavat¢. She was playing with the sand of 

the shore of Mandakin¢. Being irritated by this, Urva¿¢ entered the 
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Kum¡ra grove, which was forbidden to women and changed as a 

creeper. Then onwards Pur£ravas starts to finds out her by asking every 

sentient and non sentient beings.  

  tiÀ¶het kopava¿¡t prabh¡vapihit¡ d¢rghamna s¡ kupyati 

svarg¡yotpatit¡ bhavenmayi punarbh¡v¡rdramasy¡ manaÅ/ 

t¡m harttum vibudhadviÀo’pi na ca me ¿akt¡Å purovarttin¢m 

s¡ c¡tyantamagocaram nayanayory¡teti ko’yam vidhiÅ//85 

‘May be she is invisible with her supernatural power due to anger, 

but her anger does not remains too long. Or she may have flown to 

heaven, but her heart is so passionate towards me. Even the demons do 

not have the courage to abduct her in my presence. Even though she is 

still invisible to my eyes, what a destiny is this!’  

 Here without knowing the exact reason of her absence he is 

fancying certain facts suitable to her nature. Then thinking logically he 

will deny the reason and again fancies another one. Through such 

delineation of pathetic plight of Pur£ravas, the sentiment of love in 

separation reaches its maximum extend. The depiction of mad state of 

Pur£ravas in the fourth act using the sentiment love in separation helps 

to consider this act as soul of this drama by comparing other acts. So 

undoubtedly this is one of the apt instance selected by Kuntaka from 

Vikramorva¿¢ya. 

2.4.2.2. Sentential figurativeness 

 In the third unmeÀa Kuntaka says that:- 
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 “There is also another kind of artistic beauty. It glows with the 

natural as well as the acquired skills of the poet. It results in the 

imaginative original creations which are extra ordinary.”86  

 Sometime the poet would like to depict the general nature of 

object without adding any embellishment to it. Sometimes they prefer to 

add some adornments through their poetic skill to enrich the charm of 

the objects described. Here Kuntaka selects a beautiful verse of K¡lid¡sa 

to show how both the natural as well as the learned knowledge of a poet 

add charm to a verse.These are the words of Pur£ravas to himself at the 

first sight of Urva¿¢. 

asy¡Å sargavidhau praj¡patirabh£ccandro nu k¡ntadyutiÅ 
 ¿¤´g¡raikarasaÅ svayam nu madano m¡so nu puÀp¡karaÅ/ 

 ved¡bhy¡saja·aÅ katham nu viÀayavy¡v¤ttakaut£halo 

 nirm¡tum prabhavenmanoharamidam r£pam pur¡¸o muniÅ//87 

‘ In the formation of such beautiful damsel, was the bright rayed 

moon become the forger or the cupid, who himself enjoys only in love or 

the spring season. How can an old sage, who had become dull through 

the chanting of Vedas and who had also detached from worldly pleasures 

can succeed in creating such a charming form.’  

 Through this verse the poet bring forth the extreme beauty of the 

heavenly nymph Urva¿¢. Here the poet suspects about the creator of 

Urva¿¢ and fancies her beauty as a new creation. The lovely radiance and 

the good nature of moon make to suspect the moon as the creator. Then 

the poet suspects the creator of the damsel as Cupid, the god of love and 

spring, the abode of numerous flowers. The other three but not Brahman 

are able to create such a beautiful damsel. Brahman is dull with chanting 
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mantras so it is impossible for him to create such a radiant being. He is 

also completely reluctant from sensual desires and so cannot create such 

a lovely woman. Moreover his old age makes him averse to makes such 

a delicate one. Here the figure of speech named poetic fancy along with 

poetic doubt enriches the natural beauty of a damsel. Thus Kuntaka 

makes it clear how a verse having natural as well as the acquired skills of 

the poet should delight the readers. 

 It is already discussed that the subject matter of the poets is either 

sentient or non sentient beings. In sentient beings the primary section 

have the description of gods etc. and the secondary section include the 

description of animals, birds etc. Kuntaka also opines that the non 

sentient objects like water, spring etc. contribute their own for the rise of 

sentiments. Here Kuntaka opines that the primary one should beautify 

with the spontaneous arrangement of the emotions like love. Trough the 

verse tiÀ¶het kopava¿¡t…Kuntaka proves how the sentiments like love in 

separation of the heavenly beings entertain the readers. Then through the 

verse mentioned below poet depicts how the non sentient spring season 

strengthen sentiment of love in its utmost position. 

  idamasulabhavastupr¡rthan¡durniv¡ram 

prathamamapi mano me paµcab¡¸aÅkÀi¸oti/ 

kimuta malayav¡tonm£lit¡p¡¸·upatrai- 

rupavanasahak¡rairdar¿iteÀva´kureÀu//88 

 These are the words of king Pur£ravas while suffering the love 

sick. He says that ‘ the cupid had already pierced his mind, which was 

difficult to withdraw from its deep desire for unattainable object. Then 

what would be his state by seeing the new sprouts of the mango tree of 
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the garden, the pallid leaves of which was blown away by the northern 

breeze.’  In the second canto after the meeting of the heavenly nymph 

Urva¿¢, Pur£ravas was being highly disturbed by the Cupid. As a solace 

to this love sick he prefers to sit in solitude. So he would like to go to the 

Pramadavana. But he realizes that the signs of the spring season will 

fortify his sorrow.  

 Kuntaka cites yet another verse as an example of concurrent 

occurrence (sahokti). Description of two different subjects 

simultaneously through single sentence is known as concurrent 

occurrence. 

  sarvakÀitibh¤t¡m n¡tha d¤À¶¡ sarv¡´gasundar¢/ 

r¡m¡ ramy¡ vanodde¿e may¡ virahit¡ tvay¡// 89 

 “O lord of mountains, have you seen that lovely woman, beautiful 

in all limbs, in this charming forest, severed from me?”90 

 This is a question of the king Pur£ravas towards the mountains. 

The same verse also interprets as an answer of mountains to the king that 

they had seen the lovely women separated from him. Here two meanings 

are incorporated together with a single sentence to enrich the beauty of 

the sentiments like love in separation. Here Kuntaka says that there is no 

need to doubt it with paronomasia (¿leÀa) because of having two 

meanings attached to it. In paronomasia either a single meaning or both 

have supremacy. But in concurrent occurrence (sahokti) two or more 

meaning are subordinate to a dominant meaning. Moreover like a light in 

a lamp paronomasia simultaneously express two meaning through a 

single word but not in concurrent occurrence. Concurrent occurrence 
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gives the second meaning through the repetition of the same sentence. 

These factors make the distinction between concurrent occurrence and 

paronomasia clear. Thus it can be considered as one of the best examples 

of concurrent occurrence. In this verse an emendation is seen in the third 

word of the second line as van¡nte’ smin instead of vanodde¿e. 

2.4.2.3. Grammatical figurativeness 

 While discussing grammatical figurativeness Kuntaka says that 

sometimes the propositions and indeclinables employed in a poem 

suggest the sentiments. According to him it is also a type of word beauty. 

For instance:-   

 ayamekapade tay¡ viyogaÅ priyay¡ copanataÅ suduÅsaho me/ 

          navav¡ridharoday¡dahobhirbhavitavyam ca nir¡tapatvaramyaiÅ//91 

‘All of a sudden he has suffered the intolerable painful separation 

from his beloved and also it appeared to be a pleasant day by the 

presence of the new rain cloud extenuating the intense heat.’  

 Here the poet describes the separation from the beloved and the 

advent of the rainy season as converging at the same time using the 

proposition ‘ca’. It delineates an unexplainable beauty like the fire and 

the southern wind, which has the capacity to burst the fire. Thus in this 

verse the twice used proposition ‘ ca’  creates unexplainable charm to it. 

 Among the cited works of K¡lid¡sa the dramas like á¡kuntala and 

Vikramorva¿¢ya also have considerable merit. There are some 

resemblances in choosing verses from the dramas. Kuntaka uses the 

verses from both the dramas to illustrate few similar instances like 
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contextual figurativeness, grammatical figurativeness, sentential 

figurativeness etc. Through the description of contextual figurativeness, 

Kuntaka tries to bring forth the essence of these dramas in its maximum 

level. Such beautiful composition of K¡lid¡sa is highly remarkable. This 

indicates the reason why K¡lidasa always reign supreme among Sanskrit 

poets. Unlike Kuntaka no one else tries to evaluate K¡lid¡sa as 

beautifully as this. As a critic Kuntaka completely keep justice to 

evaluate K¡lid¡sa. 

 The themes of K¡lid¡sa show that he was being highly influenced 

by the great epics and Pur¡¸as for writing all of his masterpieces. But it 

is also believed that some pur¡¸as were written after him. So there is 

also a possibility of his influence on some Pur¡¸as. Whatever it is his 

unique depiction and characterisation gave him the title kavikulaguru. In 

all his works a curse plays an important role to the innovative 

development of the theme from its original sources. Moreover the calm 

and pleasant atmosphere of heritages and the life of ascetics are also 

unavoidable object in his composition. 

2.5. Conclusion 

 The foregoing discussion makes it clear that Kuntaka holds 

K¡lid¡sa in high steem, even though he is not a blind admirer of him. As 

a practical literary critic, Kuntaka does not hesitate to indicate the 

defects in the works of the master poet. Kuntaka’ s appreciation and 

criticism of K¡lid¡sa are genuine and admirable. He cites large number 

of verses from the works of K¡lid¡sa to illustrate tender style and 

sentential figurativeness. It is notable that Kuntaka uses his five vakratas 

except phonetic figurativeness for evaluating the works of K¡lid¡sa. 
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These are the common factors discussed in the selected works of 

K¡lid¡sa. The explanation of sentient and non sentient objects, the 

subject matter of the poet and contextual figurativeness are the other 

common factor discussed in the works of K¡lid¡sa except Meghad£ta. 

For evaluating K¡lid¡sa, Kuntaka uses compositional figurativeness only 

once for indicating the beauty of the title Abhijµ¡na¿¡kuntala. Kuntaka’ s 

all other observations on K¡lid¡sa are found in contextual figurativeness. 

Contextual figurativeness helps to evaluate the works of K¡lid¡sa at a 

comprehensive level. 

   The proper assessment of a great poet like K¡lid¡sa is not an easy 

task. But from the above instances it is clear that Kuntaka had done 

justice in evaluating him properly. The unique attempt made by a 

rhetorician like Kuntaka to point out some notable verses will help to 

bring forth the greatness and also at the same time some small draw 

backs of the master poet. From the keen evaluation of Kuntaka’ s 

judgement of K¡lid¡sa, it is clear that the uniqueness of Kuntaka is 

mainly due to three reasons. One of them is his boldness in criticizing 

the master poets. Another one is his boldness in breaking the theory of 

early rhetoricians with apt explanation and the suggestion of new one in 

its place by replacing the old one. Yet another reason is his propriety in 

making plausible innovative changes in certain situations. 

 One of his innovative changes is found in Raghuvam¿a. For 

explaining the beauty of tender style, Kuntaka cites a verse beginning 

with jy¡bandhaniÀpandabhujena yasya etc. from Raghuvam¿a. Here 

Kuntaka has used the word ‘da¿¡nanena’ , while Mallin¡tha and other 

commentators have used ‘ la´ke¿vare¸a’ in this verse. Here the two 
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epithets used for R¡va¸a are nirjitav¡sava and da¿¡nana. The miserable 

plight of R¡va¸a is mentioned through two compound words. They are 

‘ jy¡bandhaniÀpandabhujena’  and ‘viniÅ¿vasadvaktraparampare¸a.’ 

Shanbag in one of his articles 92  opines that by comparing the two 

epithets respectively with these two compound words, it is clear that 

‘da¿¡nana’  is far better than ‘ la´ke¿vare¸a’. Moreover in a single verse 

of Vikramorva¿¢ya a word van¡nte’ smin is changed by vanodde¿e. Like 

wise in the verse darpa¸e ca parihogadar¿in¢…of Kum¡rasambhava, the 

word v¢kÀya was used instead of prekÀya without hampering the 

meaning. This reveals that there are some minute variant readings in the 

verses of the master poets like K¡lid¡sa in the poetic works. May be the 

variant readings are the innovation made by either the editor or the 

author of that particular text. Here it is better to think that Kuntaka has 

changed the synonym of a word without deviating the meaning of the 

verse to increase the charm of it.  

 Kuntaka brings forth yet another poetic excellence of K¡lid¡sa 

through the depiction of the hunting episode of Da¿ratha. Actually there 

is no reason to support the cruel deed of Da¿aratha in his hunting 

episode. But according to K¡lid¡sa, it is unfair to depict a king of solar 

dynasty in a wrong way. Description of this hunting episode is essential, 

because it leads to the curse episode which is fundamental to the 

progress of the story. So K¡lid¡sa with his poetic excellence tries to 

portray Da¿aratha’ s qualities using few verses. First of all K¡lid¡sa 

depicts Da¿aratha’ s profound excitement in hunting. Then he depicts 

king’ s concern of living beings like peocock, deer etc. This will help the 

connoisseurs to think that such a kindhearted man will never deliberately 
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commit such a sin. Then for protecting Da¿aratha, the master poet opines 

that even sometimes due to bad luck good people also go in a wrong 

way. Thus K¡lid¡sa very convincingly save the fame of Da¿aratha 

instead of saying that he mistakenly killed a young blind ascetic boy. 

These make clear that K¡lid¡sa brilliantly absolves Da¿aratha of his sin. 

Moreover in Raghuvam¿a Da¿aratha says that the curse fallen on him is 

like a blessing because of his childlessness. This is also one of the 

beautiful incidents cited by Kuntaka to reveals the poetic excellence of 

K¡lid¡sa. 

 Another notable nature of Kuntaka is that most probably he is the 

only rhetorician who had shown the boldness to criticize K¡id¡sa. 

Kuntaka points out the impropriety of K¡lid¡sa by citing two incidents 

from Raghuvam¿a and one from Kum¡rasambhava. In Raghuvam¿a 

Kuntaka criticizes K¡lid¡sa because of the depiction of R¡ma’ s 

remembrance of the bad deed of Kaikey¢ even after his victory. Another 

one is Dil¢pa’ s answer to the lion. In Kum¡rasambhava, Kuntaka points 

out the impropriety in the harsh words showered by Cupid towards 

Indra. These incidents are discussed above. Suppose here K¡lid¡sa may 

want to show that sometimes even great personalities have such 

weakness. But according to Kuntaka a great poet should always be 

conscious in the depiction of ideal characters. Kuntaka does not tolerate 

minute faults of the ideal heroes because it will adversely influence the 

readers. A poet can easily influence the people of a society. A sincere 

critic should be a good judge. These observations of Kuntaka prove that 

as a critic he always would like to uphold moral values. At the same time 

it is clear that the aim of Kuntaka was not to humiliate the master poet 
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through his criticism. The selection of large number of verses from 

K¡lid¡sa shows Kuntaka’ s acceptance of K¡lid¡sa. Kuntaka just fulfills 

his duty as a sincere critic without considering the stature of the poets.  
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CHAPTER 3 

    KUNTAKA’S ESTIMATION OF MAHËKËVYAS  

OF OTHER POETS 

 

 The mahak¡vyas indicate the genre of Indian epic court poetry in 

Sanskrit literature. It consists of ornate and lengthy descriptions of battle, 

love, description of nature etc. Though there are many definitions given 

for mahak¡vyas by different rhetoricians, the most famous one in 

Sanskrit is given by Da¸·in. He is the author of a famous poetic work 

named K¡vy¡dar¿a written in 7th century C.E. The definition starts 

as ‘ sargabandho mah¡k¡vyamucyate tasya lakÀa¸am’  etc.1 It says that 

a mah¡k¡vya should begin with a benediction, homage or indication of 

subject matter. The plot should be based either upon a well-known 

legend or some historical fact. It should contain the descriptions of the 

town, the mountain, the season, rising of moon and sun, love scenes, war 

expeditions, battle and victory of hero etc. He also indicates that absence 

of any one or two of these elements in the definition will not spoil the 

essence of the mah¡k¡vya. 

 Some of the scholars opine that the name mah¡k¡vya first 

appeared in the colophons of Buddhacarita, Saundar¡nanda, Setubandha, 

Kum¡rasambhava, Raghuvam¿a etc.2 It is said that the 

word mah¡k¡vya is synonymous with sargabandha as the Sanskrit 

rhetoricians commence the definitions of mah¡k¡vya with the term 

sargabandha. R¡m¡ya¸a is the first poem which is seen to be divided 
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into sargas. This might have been the source of inspiration for coining of 

the word sargabandha. Mah¡k¡vyas have been composed in Sanskrit, 

Prakrit, P¡li and Apabhram¿a.  

 Many mah¡k¡vyas like A¿vaghoÀa’ s Buddhacarita and K¡lid¡sa’ s 

Raghuvam¿a, Kum¡rasambhava were composed before the age of 

Da¸·in. Da¸·in would have formulated the definition 

of mah¡k¡vya being influenced by the beautiful compositions of these 

poets. The definitions formulated by rhetoricians like Da¸·in set 

frameworks for the future poets. The main emotion or rasa plays an 

important role in mah¡k¡vya. Though all the emotions have a possibility, 

most of the rhetoricians opine that love or heroic should preferably be 

the main sentiment. Vi¿van¡tha suggests that tranquility (á¡nta) can also 

be made the principle emotion.  

 Kuntaka has chosen verses from various Sanskrit mah¡k¡vyas like 

Kir¡t¡rjun¢ya, ái¿up¡lavadha, Raghuvam¿a and Kum¡rasambhava for 

substantiating the various aspects of figurative speech as epitomizes by 

vakrokti. Moreover while discussing two different varieties of 

compositional figurativeness, Kuntaka mentions the name of the 

two mah¡k¡vyas, R¡macarita and Hayagr¢vavadha.  He has also chosen 

a few verses from two Prakrit mah¡k¡vyas named Harivijaya of 

Sarvasena and Gau·avaho of V¡kpatir¡ja. This chapter discusses 

Kuntaka’ s criticism of the mah¡k¡vyas as a whole as well as the verses 

chosen from them. Kuntaka’ s evaluation of the compositions of K¡lid¡sa 

had already discussed, so that is not included in this chapter. 
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3.1. Kir¡t¡rjun¢ya 

 Among the mah¡k¡vyas chosen by Kuntaka for 

criticism, Kir¡t¡rjun¢ya of Bh¡ravi has an important position. Kuntaka 

has selected fourteen verses from Kir¡t¡rjun¢ya to substantiate his 

different arguments. Besides evaluating these individual verses, Kuntaka 

has tried to evaluate the text on a bigger canvas. He sheds his attention 

on the choice of the hero, incorporation of the main sentiment, beauty of 

various episodes, the selection of the plot and the additions as well as the 

omissions made by the poet in the plot etc. This clearly reveals 

Kuntaka’ s attempt to unravel the beauty of the Kir¡t¡rjun¢ya as a whole. 

 There are different opinions about the date of Bh¡ravi. It is mostly 

accepted as the 5th or 6th century C.E. Kir¡t¡rjun¢ya is the only available 

work of Bh¡ravi. It has eighteen cantos and the story is taken from the 

Mah¡bh¡rata. Bh¡ravi beautifies it with his own poetic skill in a distinct 

manner. Among the eighteen cantos the smallest one is the fourth one 

and has 38 verses. The eleventh one is the biggest canto which comprises 

81verses. V¢ra or heroic is the main sentiment of this mah¡k¡vya 

and ¿¤´g¡ra, raudra etc. are the subordinate sentiments. The fight 

between kir¡ta and Arjuna is the core theme of the poem. This justifies 

the title Kir¡t¡rjun¢ya. 

 The story of this mah¡k¡vya starts at the time of exile 

of p¡¸·avas for fourteen years after the KurukÀetra war. It opens with 

the message of one of the spies of YudhiÀ¶hira about the righteous rules 

of Duryodhana. In the latter half of the first chapter, Draupad¢ provokes 

YudhiÀ¶hira to fight against his enemies. The second canto is a dialogue 
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between YudhiÀ¶hira and Bh¢ma. In the third canto, sage Vy¡sa advises 

Arjuna to acquire supreme powers and weapons from lord áiva through 

penance. The chapters from four to ten deal with different topics like 

description of autumn season, the mount Himalaya, features and attempts 

of heavenly beauties to disturb the penance of Arjuna, the sun set etc. 

The proper incorporation of subordinate sentiments without disturbing 

the flow of the main sentiment is essential for a composition. 

Ënandhavardhana says it in Dhvany¡loka:- 

udd¢panapra¿amane yath¡vasaramantar¡/ 

                     rasasy¡rabdhavi¿r¡nteranusandh¡nama´ginaÅ//3 

             “This brings about both the high tide of sentiment and its low 

ebb appropriately in the work; preserving the unity of the principal 

sentiment from beginning to end.”4  

 The descriptions of nature, seasons etc. found in the middle cantos 

of the poem have been moulded into the text in such a manner that they 

do not hamper the gradual development of the main sentiment. 

            In the eleventh canto, Indra, having heard about the victory of 

Arjuna from the heavenly nymphs, disguised as a sage, advises Arjuna to 

pray to lord áiva for his success. The twelfth canto describes Arjuna’ s 

severe penance for winning the favour of áiva. The thirteenth and 

fourteenth cantos are conversations between vanecara, one of the 

subordinates of disguised áiva (kir¡ta) and Arjuna about the arrow that 

was shot on the wild beast (var¡ha).  In the fifteenth canto Bh¡ravi 

depicts the battle between lord áiva and Arjuna. The sixteenth canto 

depicts the dilemma of Arjuna by seeing the excellent fighting skill and 
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dexterity of áiva. The last two cantos are devoted to the description of 

the great battle between áiva and Arjuna. In the last canto, áiva reveals 

his original form and offers p¡¿upat¡stra and dhanurveda to Arjuna. At 

last Arjuna goes to his own place after attaining the other bows from the 

gods like Indra. In this way it was but natural that Bh¡ravi would achieve 

great success through this composition on account of including 

ingredients that are essential for a mah¡k¡vya in a judicious manner. 

 Bh¡ravi has brilliantly discussed about various aspects of polity in 

the first three cantos as well as in the thirteenth and fourteenth cantos. 

The notable feature of this mah¡k¡vya is that Bh¡ravi developed a small 

theme from Mah¡bh¡rata into an epic poem. Selection of episodes, 

gradual development of rasa and portrayal of Duryodhana as a good ruler 

are some of the innovations brought by Bh¡ravi. Such innovations make 

Bh¡ravi adorn a unique position in Sanskrit literature. 

 The Mah¡bh¡rata has numerous heroes like K¤À¸a, YudhiÀ¶hira, 

Kar¸a, Bh¢ma etc. Avoiding such great heroes Bh¡ravi shows the 

boldness to highlight Arjuna in his Kir¡t¡rjun¢ya and developed it in an 

interesting manner by avoiding all unpleasant things explained in the 

original source to avoid a negative impression on the ideal character. In 

Kir¡t¡rjun¢ya, the depiction of Arjuna is seen to be different from the 

original epic. No other critic in Sanskrit criticism appreciated Bh¡ravi 

for considering Arjuna as the hero of his Kir¡t¡rjun¢ya as done by 

Kuntaka. Ënandavardhana establishes the main sentiments of 

R¡m¡ya¸a and Mah¡bh¡rata respectively as karu¸a and ¿¡nta. But he 

does not discuss any other literary piece like Kir¡t¡rjun¢ya. No other 

rhetorician has tried to evaluate a work completely and properly as 
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Kuntaka did, taking cue from Ënandavardhana. Kuntaka comments on 

Bh¡ravi’ s skill in the incorporation of suitable elements that nourish the 

sentiment of valour at appropriate places. The context of arm-fight 

between Arjuna and áiva is quoted as an illustration by Kuntaka. 

Bh¡ravi’ s boldness and cleverness in depicting a mah¡k¡vya with heroic 

as the main sentiment is also highly appreciable. The dramas 

like Ve¸¢samh¡ra of Bha¶¶an¡r¡ya¸a, Mah¡v¢racarita of Bhavabh£ti, 

D£tagha¶otkaca, Írubha´ga etc. of Bh¡sa have heroic as the main 

sentiment. Kuntaka’ s discussion about the compositional figurativeness 

and the contextual figurativeness of Kir¡t¡rjun¢ya is strikingly original. 

These two are adequate to make an overall assessment of a particular 

text. 

3.1.1. Compositional figurativeness 

 The final variety of figurativeness named compositional 

figurativeness (prabandhavakrat¡) is the exact realm for discussing the 

complete evaluation of a text. Kuntaka cites single lines from three 

verses to ascertain one of the varieties of compositional 

figurativeness. The definition given for this variety is as follows:- 

 trailoky¡bhinavollekhan¡yakotkarÀapoÀi¸¡/ 

 itih¡saikade¿ena prabandhasya sam¡panam// 

           taduttarakath¡varttivirasatvajih¡say¡/ 

           kurv¢ta yatra sukaviÅ s¡ vicitr¡sya vakrat¡//5 

A poet can start his work by explaining the whole story of the 

main source but he should conclude his work only by explaining the 

overall victory and prosperity of the hero, because the poetic purpose is 
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to depict the hero as an ideal man and highlight his achievements in an 

interesting manner by avoiding other repulsive things to delight the 

readers. This is one of the varieties of compositional figurativeness. This 

view expressed by Kuntaka corresponds to Ënandavardhana’ s opinions 

in  Dhvany¡loka:-        

                       itiv¤ttava¿¡y¡t¡m tyaktv¡nanugu¸¡ sthitim/ 

utprekÀy¡pyantar¡bh¢À¶arasocitakathonnayaÅ//6 

  “ If, in a theme, adapted from a traditional source, the poet is faced 

with situations conflicting with the intended sentiment, his readiness to 

leave out such incidents and inventing in their place even imaginary 

incidents with a view to delineating the intended sentiment.”7  

 For instance, the following passages in Kir¡t¡rjun¢ya can be cited. 

Here Kuntaka just cites the single stanzas of these verses. So only the 

translations of the stanzas cited by Kuntaka are given below.   

       dviÀ¡m vigh¡t¡ya vidh¡tumicchato rahasyanujµ¡madhigamya bh£bh¤taÅ/ 

      sa sauÀ¶havaud¡ryavi¿eÀa¿¡lin¢m vini¿cit¡rth¡miti v¡cam¡dade// 8 

“For equipping himself to destroy the enemies, Arjuna took the 

king’ s permission in secret.”9 

                     vidhisamayaniyog¡dd¢ptisamh¡rajihvam 

                     ¿ithilavasumag¡dhe magnam¡patpayodhau/ 

riputimiramudasyod¢yam¡nam din¡dau 

dinak¤tamiva lakÀm¢stv¡m samabhyetu bh£yaÅ//10 

“Like the sun rising at the morning, overthrowing his darkness-

foe, let glory attend on the same mission.”11 
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             yay¡ sam¡s¡ditas¡dhanena sudu¿car¡m¡carat¡ tapasy¡m/ 

 ete dur¡pam samav¡pya v¢ryamunm£lit¡raÅ kapiketanena//12 

  “All the said warriors mighty will be destroyed root and branch by 

Arjuna when he obtains the most difficult divine missile” 13 

            The meaning of the first line of the first verse is that Arjuna 

secretly attains the permission from YudhiÀ¶ira for doing penance, who 

himself has some plans to annihilate the enemies. The meaning of the 

second line of the second verse is that let the goddess of wealth approach 

YudhiÀ¶ira alone like the rising morning sun by wiping out the enemy, 

means the darkness. The second line of the third verse means that after 

attaining the powerful p¡¿upata bow through great penance, Arjuna 

would terminate all the enemies. 

 Bh¡ravi, at the outset, paints a general picture of the events that 

preceded the penance of Arjuna through the episode of vanecara. This 

creates a background on which Bh¡ravi starts to focus upon the heroic 

Arjuna.  For this, he explains the fight between the disguised áiva and 

the great warrior Arjuna, who lost everything in the game of dice, who 

has great anger due to the various humiliations heaped upon Draupad¢, 

who has got advice from sage Vy¡sa to acquire the divine missiles, and 

who starts his austerities to attain the p¡¿upata etc. In this fight Bh¡ravi 

has succeeded in depicting the valour of Arjuna. Thus Bh¡ravi highlights 

the importance of the hero of this k¡vya brilliantly.  

            Bh¡ravi depicts the greatness of Arjuna in a different and 

attractive manner. Arjuna alone had to fight with the great god áiva even 

before attaining the divine missile named p¡¿upata. Even lord áiva was 
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astonished and bewildered when he was taken by Arjuna in his hand and 

thrown up to dangle in the air at the time of their arm-fight. It is notable 

that only after this fierce fight, Arjuna attained the divine p¡¿upata. 

Moreover the discus-armed lord K¤À¸a is Arjuna’ s charioteer. He can 

protect Arjuna from all the perils. But from the Mah¡bh¡rata it is explicit 

that Arjuna of such great prowess had done some improper deeds in the 

war. Kuntaka points out some of them like Arjuna, with the support of 

Bh¢ma and others, treacherously defeated the old aged Bh¢Àma by 

placing áikha¸·in before him. At that moment, Bh¢Àma remarks “ these 

are the arrows of Arjuna and surely not of áikha¸·in” . This really 

indicates that it was a cowardly act by Arjuna. Secondly Arjuna cut 

down the Bh£ri¿ravas’ s arm when he was engaged in some other action. 

Thirdly he beheaded Kar¸a, who was lifting his chariot that was sunk in 

the mud of the battle field. Arjuna engages in such actions even when he 

is aware of the laws of the battlefield. Bh¡ravi has avoided the 

description of these inappropriate actions of Arjuna to idealize him as a 

great warrior. Kuntaka appreciates this skill of Bh¡ravi in employing one 

of the varieties of compositional figurativeness. Kuntaka praises 

Bh¡ravi’ s genius in selecting the appropriate episodes which would 

enhance the sentiment of valour. Here Kuntaka again proves his 

proficiency to evaluate literary works by comparing them with the 

original story from which theme of the current poem has been taken. 

Bh¡ravi also brings forth some other innovations to highlight the 

importance of Arjuna. In Mah¡bh¡rata, Vy¡sa advises a mantra 

named pratism¤ti to YudhiÀ¶hira.  YudhiÀ¶ira in turn gives this advice to 

Arjuna. This mantra would help to defeat the enemies. Unlike in 
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Mah¡bh¡rata, in Kir¡t¡rjun¢ya, Vy¡sa directly advises Arjuna to reform 

austerities for fighting against his enemies. Bh¡ravi might have also 

thought that a mortal human being is not enough to take the role of 

opponent to show the power of Arjuna, so he brilliantly introduces Lord 

áiva himself as the rival. 

3.1.2. Contextual figurativeness 

 Kuntaka cites a verse from the poem in the first unmeÀa as an 

example of contextual figurativeness. One of the varieties of contextual 

figurativeness is the inclusion of a completely innovative context to the 

new plot apart from the original story to increase its aesthetic delight or 

the development of already described episode brilliantly by his poetic 

skill.               

itiv¤ttaprayukte’pi kath¡vaicitryavartmani/ 

                     utp¡dyalaval¡va¸y¡dany¡ lasati vakrat¡//14 

“When a poet is constructing a plot of his own, based though it 

might be on a well-known source, if he succeeds in infusing even a small 

streak of originality, the beauty gained thereby will be singular.”15 

                     tath¡ yath¡ prabandhasya sakalasy¡pi j¢vitam/ 

                     bh¡ti prakara¸a k¡À¶h¡dhir£·harasanirbharam//16 

“Even as an episode too can shine forth as the vital essence of the 

work as a whole, brimful of sentiments reaching their utmost limit.” 17 

 In the thirteenth canto of Kir¡t¡rjun¢ya, after killing the wild boar 

at the same time by Arjuna and disguised áiva, one of the subordinates 

of áiva had a heated argument with Arjuna. Bh¡ravi uses a number of 



 

 

138 

verses to depict the argument abounding in brilliant and polite words. 

The suggestive meaning hidden behind the scholarly speech is to 

persuade Arjuna to fight against Kir¡ta. The subordinate persuades 

Arjuna to give back áiva’ s arrow which actually killed the boar. When 

Arjuna understands this point he says:- 

   prayujya s¡m¡caritam vilobhanam bhayam vibhed¡ya dhiyaÅ pradar¿itam/ 

   tath¡bhiyuktam ca ¿il¢mukh¡rthin¡ yathetaranny¡yamiv¡vabh¡sate//18 

            “You have used persuasion, temptation and even threat to cause 

division in my mind. And while claiming this arrow, you have so spoken 

that what is unjust appears as if it were just.” 19 

 Such type of persuasion is not seen in the original source book, 

only a mutual argument between the Kir¡ta and Arjuna is mentioned 

there. A character like the subordinate of Kir¡ta and his indirect and mild 

persuasion is Bh¡ravi’ s innovation and it is undoubtedly one of the 

beautiful instances for contextual figurativeness. Only those who have 

the real knowledge of both the epic Mah¡bh¡rata and Kir¡t¡rjun¢ya can 

pin point out such innovation. So Kuntaka’ s selection of this particular 

context as an example of contextual figurativeness again firmly proves 

Kuntaka’ s sharp acumen in poetic analysis.  

 Kuntaka cites yet another instance from Kir¡t¡rjun¢ya as an 

example of the one of the varieties contextual figurativeness. The 

definition given for this variety of contextual figurativeness is as 

follows:- 

                           yatr¡´girasaniÀyandanikaÀaÅ ko’pi lakÀyate/ 

                     p£rvottarairasamp¡dyaÅ s¡´k¡teÅ k¡pi vakrat¡//20 
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According to Kuntaka due to this type of figurativeness, in one 

particular act or canto the poet exhibits the main sentiment of that 

composition; the beauty of it can never be found in the preceding or 

following act or cantos. This canto must be the soul of that composition. 

This canto will help readers to understand the overall essence of the 

main sentiment of the composition and should contribute unique artistic 

beauty to the whole work. Kuntaka cites the arm-fight between Arjuna 

and áiva from the Kir¡t¡rjun¢ya as an instance of it. In this fight they did 

not use any objects for protection like armour. So obviously Arjuna has 

got the opportunity to exhibit his power of his arm. The power and 

valour of Arjuna is projected by the poet by depicting lord áiva being 

thrown up in the air by the power of Arjuna’ s arm. Thus the poet 

successfully brings forth the heroic sentiment to the peak through such 

incidents in the fifteenth canto of Kir¡t¡rjun¢ya. This particular canto is 

enough to attract the attention of the readers than any other cantos.  

3.1.3. Kuntaka’ s appreciation of individual verses of Bh¡ravi 

 Kuntaka’ s views about Bh¡ravi and the citations taken from  

Kir¡t¡rjun¢ya is discussed here in detail. Kuntaka, in the beginning of 

the first unmeÀa, establishes that neither word nor sense alone can make 

poetry. So a doubt may arise as to how in aprastutapra¿amsa mere sense 

or meaning gives delight to the readers. He makes it clear by saying that 

a subject which flashes at first in the mind of poet is like a rough stone. 

He then polishes it with beautiful language and produces it in his 

composition to attract the readers. The same idea can be depicted in two 

different ways by a brilliant poet as well as a novice poet. For showing 

this, Kuntaka cites two verses, one from the efficient poet Bh¡ravi and 
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other from an unknown poet. The verse from Bh¡ravi’ s Kir¡t¡rjun¢ya is 

given first. 

m¡nin¢janavilocanap¡t¡nuÀ¸abh¡ÀpakaluÀ¡nanug¤h¸an/ 

mandamandamuditaÅ prayayau kham bh¢tabh¢ta iva ¿¢tamay£khaÅ//21 

“Slowly and softly the moon does rise, as if he were gripped with 

fear. Exposed to the burning glance of damsels bathed in hot and 

streaming tears.”   

 Though there are numerous other mah¡kavyas, which beautifully 

describes the moon rise, Kuntaka selects the above verse from the ninth 

canto of Kir¡t¡rjun¢ya in this particular context. According to 

the P¡¸inia s£tra ‘nityav¢psayoÅ’ (8.1.4) the word will double itself for 

denoting repetition when the affix ‘¸amul’  (am) combines with the 

root.22 In the second line ‘mandamandam’, the word used by Bh¡ravi is 

an example to it. From this it is clear that the poets incorporate various 

grammatical aspects in the k¡vyas to bring about charm and deeper 

connotations. Moreover the poet gives shape to a description which is 

brief and precise. Undoubtedly this reveals Kuntaka’ s sensibility in 

choosing perfect examples suitable for the contexts. Kuntaka compares 

this verse of Bh¡ravi with a verse of unknown authorship. Here Kuntaka 

just says that the verse of Bh¡ravi is beautiful and not the latter one. He 

does not give ample explanation for the reason of the beauty of this 

verse. Perhaps Kuntaka leaves it to the imagination of the sah¤daya. The 

other verse of unknown authorship quoted by Kuntaka is:- 
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kram¡dekadvitriprabh¤tiparip¡¶¢Å praka¶ayan 

                     kal¡Å svairam svairam navakamalakand¡´kurarucaÅ/ 

purandhr¢¸¡m preyovirahadahanodd¢pitad¤¿¡m 

                     ka¶¡kÀebhyo bibhyannibh¤ta iva candro’bhyudayate//23 

 Though both the verses explain the beauty of the moon rise, the 

first verse depicts it very beautifully and pleasantly than the second one. 

In the second verse the epithets given to the moon are lengthy and hence 

charmless. The first line itself (ekadvitriprabh¤ti…) indicates this 

impropriety. Such verses never delight the connoisseurs but only create 

boredom. Yet another verse cited from Kir¡t¡rjun¢ya by Kuntaka is as an 

example of propriety (aucitya). Deviating from the usual scheme of 

poetic virtues Kuntaka is known to have enunciated two qualities 

named propriety and grace (aucitya and saubh¡gya). He defines 

propriety as:- 

 yatra vaktuÅ pram¡turv¡ v¡cyam ¿obh¡ti¿¡yin¡/ 

  ¡cch¡dyate svabh¡vena tadapyaucityamucyate//24 

            Wherein the primary meaning is concealed either by the 

excessively charming nature of the speaker or the listener is also known 

as propriety. For illustrating propriety Kuntaka chose a verse 

from Kir¡t¡rjun¢ya. It is as follows:-   

         nip¢yam¡nastabak¡ ¿il¢mukhaira¿okayaÀ¶i¿calab¡lapallav¡/ 

       vi·ambayant¢ dad¤¿e vadh£janairamandadaÀ¶auÀ¶hakar¡vadh£nanam//25 

        “With clusters of blossoms sucked by bees and tender leaves 

waving in the breeze, the A¿oka branch seemed to imitate the hands of 

maidens warding off lovers from kissing them hard.”    
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 This is an example of propriety where the nature of listener 

conceals the primary meaning. Here the maidens (the listener) feel their 

own love experience in the natural swinging of the A¿oka branch. Such 

aesthetic experience of the maidens makes the readers feel as if the 

primary meaning indicates the description of the A¿oka branch, being 

clouded by it. Here undoubtedly the identification of the maiden’ s own 

beautiful experience with that of the A¿oka branch creates the charming 

quality named propriety (aucitya) mentioned by Kuntaka. Again in the 

third unmeÀa, Kuntaka cites this verse as an example of upam¡ in word 

(pad¡rthopam¡) by using the indicators like ‘ iva’  etc. 

 The figurativeness related to synonym (pary¡yavakrat¡) is of 

different kinds, selection of the most suitable synonym in a particular 

context, and the selection of a synonym which gives extreme delight to a 

particular context because of its inherent beauty etc. To illustrate this 

point Kuntaka cites the following verse from Kir¡t¡rjun¢ya. 

 n¡bhiyoktuman¤tam tvamiÀyase kastapasvivi¿ikheÀu c¡daraÅ/ 

          santi bh£bh¤ti hi naÅ ¿ar¡Å pare ye par¡kramavas£ni vajri¸aÅ//26 

“ I would not like to fight with you for nothing. And what regard 

do the arrows of hermits deserve? I have other arrows of mine in my 

mountain store and they from the wealth of the thunder-wielding god’ s 

prowess.” 

 This verse of Bh¡ravi is a conversation between one of the 

subordinates of the disguised áiva and Arjuna. They argue for the 

ownership of the arrow that killed a wild boar. Here Kuntaka appreciates 

Bh¡ravi for his apt use of the synonyms like  ‘vajrin’   and  ‘ tapasvin’  
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respectively for Indra and Arjuna in the guise of the ascetic. Though 

having thousands of words to denote the word Indra, Bh¡ravi used the 

word ‘vajrin’ (who possess thunder bolt) to increase the charm through 

the figurativeness related to synonym.  Here the hunter refers to Indra as 

the Lord of celestials who always keep vajr¡yudha with himself and also 

his particular skill in using the arrows which are extraordinarily 

powerful. Moreover the word ‘ tapasvin’  or ascetic is also apt. The word 

makes it obvious that everyone had respect towards the arrows of great 

warriors but none had any respect for the arrows of an ascetic. Here 

another intention of the poet, which is indicated through the words of 

hunter is that as they were in the mountain of great ‘vajrin’  and are 

blessed with lot of weapons and there is no need to blame him falsely for 

an arrow. The hunter or the subordinate of disguised áiva wants to prove 

that he is always talking about the truth and not just accusing Arjuna. 

 Kuntaka cites another verse from the poem as an example of 

the figurativeness of concealment (samv¤tivakrat¡), one of the divisions 

of lexical figurativeness. This type of figurativeness is simply concealing 

impropriety, i.e. something which sounds improper when brought forth 

by direct expression. 

        durvacam tadatha m¡ sma bh£nm¤gastvayyasau  yadakariÀyadojas¡ 

         nainam¡¿u yadi v¡hin¢patiÅ pratyapatsyata ¿itena patri¸¡//27 

            “ It is indeed difficult to express what this mighty beast would 

have done to you, had it not been shot down in time by the commander 

of our army with his sharp arrows. May that evil not befall you (any time 

in future too).” 
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 Here Bh¡ravi very brilliantly conceals the idea of the slaying of 

Arjuna. It is really improper to directly say such an inauspicious thing 

about a great warrior like Arjuna. He intends to say that the wild boar 

may have killed him if it has not been killed by the Kir¡ta. There are 

numerous such examples in the works of K¡lid¡sa, Bh¡ravi etc. Here 

Kuntaka’ s selection of verse from Kir¡t¡rjun¢ya for this particular 

context is apt and beautiful. Kuntaka cites yet another verse as an 

example of the figurativeness named illuminator (d¢paka) which he 

defines as:- 

           aucity¡vahamaml¡nam tadvid¡hl¡dak¡ra¸am/ 

           a¿aktam dharmmamarth¡n¡m d¢payad vastu d¢pakam// 

 ekam prak¡¿akam santi bh£y¡msi bh£yas¡m kvacit/ 

          kevalam pa´ktisamstham v¡ dvividham parid¤¿yate//28 

 An object which illuminates the function of a described thing 

having full of propriety, innovativeness, power to delight the 

connoisseurs and denoting the suggested meaning of a word is known as 

illuminator (d¢paka). It is of two types, single or numerous. That is, here 

either a single object illuminates many things or numerous objects may 

be illuminating many other things. The second type of illuminator is of 

three types.29  

 The example taken from Kir¡t¡rjun¢ya is for the second variety of 

the second type of illuminator. According to this variety, the first one 

illuminates the second one and the second illuminates the third and so on 

and an example is given below. Here the preceding one becomes the 

object and the succeeding one becomes the subject. 
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 ¿uci bh£Àayati ¿rutam vapuÅ pra¿amastasya bhavatyalamkriy¡/ 

          pra¿am¡bhara¸am par¡kramaÅ sa nay¡p¡ditasiddhibh£Àa¸aÅ//30 

 “Spotless learning the body adorns and learning’ s ornament is 

calmness; calmness is adorned by heroism and that by successful 

diplomacy.” 

 According to this variety, the succeeding one illuminates the 

preceding one and this goes forth as a series.’ So undoubtedly this is one 

of the pertinent examples for illuminator. 

 According to Kuntaka, some figures like ananvaya, pariv¤tti, 

nidar¿an¡ etc. are simply different varieties of simile (upam¡). Thus he 

refuses to accept them as separate figures. Kuntaka quotes the following 

verse as an example of nidar¿an¡ and then he establishes that it is none 

other than simile. Kuntaka cites the definition given by Bh¡maha in 

his K¡vy¡la´k¡ra for nidar¿an¡. It is given below:- 

 kriyayaiva vi¿iÀ¶asya tadarthasyopadar¿an¡t/ 

jµey¡ nidar¿an¡ n¡ma yathevavatibhirvin¡//31 

 Nidar¿an¡ indicates a special meaning using verb without using 

words like ‘ iva’ , ‘yath¡’  and the suffix ‘vat’  etc. which are usually 

employed to signify similarity. But sometimes in pad¡rthopam¡, the 

resemblance between the upam¡na and upameya, situated in one 

particular part of a sentence is denoted directly. Either the upam¡na or 

the upameya of the same sentence have some resemblance with another 

attribute of the another object of the latter half of the same verse. In such 

a situation, in order to depict their similarity, the poet uses the words 



 

 

146 

like iva etc. more than once. Kuntaka illustrates this with the following 

verse from Kir¡t¡rjun¢ya. 

     niry¡ya vidy¡tha din¡diramy¡d bimb¡div¡rkkasya mukh¡nmaharÀeÅ/ 
            p¡rth¡nanam vahnika¸¡vad¡t¡ d¢ptiÅ sphuratpadmamiv¡bhipede//32 

 “The love got out from the sage’ s face like luster from the lovely 

morning sun, bright like sparks of glowing fire and entered Arjuna’ s face 

at once like sunshine making the lotus bloom.” 33 

 Here in the first half of the verse the upam¡na and  

upameya respectively are the luster of the morning sun and love of the 

sage. Then Kuntaka says that here either the above mentioned  

upam¡na or upameya could be related to another nature of another object 

of the latter half of the verse based on their resemblance. This is shown 

again using the word ‘ iva’  etc. In the latter half of the verse, Arjuna’ s 

face is compared to lotus. The love entering the face of Arjuna from the 

face of the sage resembles the luster of the morning sun entering the 

blooming lotus. 

 From this it is clear that the upam¡na and upameya of the first half 

of the verse can be related to another nature of another object of the 

latter half. In the first sentence ‘ iva’  is used in the word 

 ‘bimb¡div¡rkkasya’  and in the next sentence it is again used in the 

word  ‘ sphuratpadmamiv¡bhipede’ . Thus in the latter half, ‘ iva’  is again 

used to show the resemblance between the Arjuna’ s face receiving the 

sage’ s love and the blooming lotus touched by the sun’ s rays. The verse 

actually contains two pairs of upam¡na and upameya. But the charm of 

the verse lies in the fact that these two pairs do not stand separately. 
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They are connected to one another through a relation based on 

resemblance. This is one of the most difficult, but beautiful verses cited 

by Kuntaka from Bh¡ravi to substantiate his arguments.  

 As an example of the description of the concurrent occurrence 

(sahokti), Kuntaka cites two consecutive verses from the ninth canto 

of Kir¡t¡rjun¢ya. In this canto Bh¡ravi beautifully depicts certain things 

like sun set, moon rise, love sickness and the anger and union of certain 

lovers etc. The definition given for the description of the concurrent 

occurrence by Kuntaka is as follows:- 

    yatraikenaiva v¡kyena var¸an¢y¡rthasiddhaye 

    uktiryugapadarth¡n¡m s¡ sahoktiÅ sat¡m mat¡//34 

 According to him, sahokti is the fact of expressing two ideas or 

images, simultaneously, by a single sentence to enrich the beauty of the 

described subject. Kuntaka propounded this new definition 

for sahokti after refuting the definition accepted by the early rhetoricians 

arguing that theirs was akin to simile. It is one of the appreciable 

characteristics of Kuntaka that he does not blindly follow the celebrated 

early rhetoricians and he exhibits boldness to indicate the impropriety 

found in them. He puts forth a new definition with an appropriate 

example too. Kuntaka’ s uniqueness in the realm of Sanskrit poetics is 

undoubtedly due to these reasons. The example given for sahokti is as 

follows:- 

 ucyat¡m sa vacan¢yama¿eÀam ne¿vare paruÀat¡ sakhi s¡dhv¢/ 

          ¡nayainamanun¢ya katham v¡ vipriy¡¸i janayannanuneyaÅ// 
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          kim gatena na hi yuktamupaitum kaÅ priye subhagam¡nini m¡naÅ/ 

         yoÀit¡miti kath¡su sametaiÅ k¡mibhirbahuras¡ dh¤tir£he//35 

            This is a conversation between a heroine and her friend; here at 

first the heroine says, ‘ speak out everything to him whatever you would 

like to say’ . Hearing this, the friend replies that it is not proper to be 

harsh to one’ s husband. Then the heroine asks her to bring him back 

through persuasion. The friend says that it is difficult to persuade one 

who is misbehaving with us. The heroine replies that there is no use of 

approaching him and it is improper too. Then the friend says, ‘Oh 

beautiful one! Do not be angry with your beloved’ . The lovers enjoyed 

listening to such conversations between the women. These are the 

conversation between the heavenly nymphs described in the ninth canto 

of Kir¡t¡rjun¢ya. 

            Here both the heroine and her friend are so intimate; the friend 

tries to make the union of the hero and the heroine in her own way. This 

makes clear that the aims of both of the friend and heroine are same. But 

both of them express it with different meanings through a single 

sentence. In the description of concurrent occurrence, single sentence 

should be used instead of two sentences to convey the intended meaning 

and make it more attractive. In these two verses, the question and answer 

of the heroine and her friend are expressed in each single sentences. 

Though these verses are a little bit difficult to understand from its first 

reading, the example chosen by Kuntaka is appropriate and deserves 

appreciation.  
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Again Kuntaka quotes two verses from the ninth and eighth cantos 

of Kir¡t¡rjun¢ya as examples of the figure of speech named poetic doubt 

(sasandeha). He defines poetic doubt as:- 

             yasminnutprekÀitam r£pamutprekÀ¡ntarasambhav¡t 

                    sandehameti vicchittyai sasandeham vadanti tam//36 

            Here already accepted poetic fancy is getting suspected because 

there are also some other poetic fancies having the same features. Such 

doubtfulness is for creating extreme aesthetic delight and is known as the 

figure of speech named poetic doubt. The example chosen by Kuntaka 

is:- 

          raµjit¡ nu vivadh¡staru¿ail¡Å n¡mitam nu gaganam sthagitam nu/ 

          p£rit¡ nu viÀameÀu dharitr¢ samh¤t¡ nu kakubhastimire¸a//37 

 “Are all the trees and hills painted black? Or is the sky bent down 

or stilled? Or he earth’ s depths filled up and leveled? Or all quarters 

rolled together by darkness?”  

 Here the poet beautifully presents a doubt on the cause of the dark 

colour of the trees and mountains, the covering of the sky etc. to various 

other reasons in a touching manner. The second verse cited as an 

example of poetic doubt is given below:- 

     nim¢lad¡kekaralolacakÀuÀ¡m priyopaka¸¶ham k¤tag¡travepathuÅ/ 

     nimajjat¢n¡m ¿vasitoddhatastanaÅ ¿ramo nu t¡s¡m madano nu paprathe//38 

 “Near their lovers, as the ladies bathed with closing eyes, reeling 

and rolling looks with bodies shivering and bosoms heaving. One of the 

two was evident as the cause either fatigue (of water-sport) or love.” 
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 Here also the poet beautifully presents doubt as to whether the 

reason for the shivering of the damsel’ s body is either due to love or 

tiredness. Through these two verses, Bh¡ravi beautifully depicts the 

darkness and the symptoms of love seen in the damsel with the help of 

the figure of speech named poetic doubt. Kuntaka’ s selection of these 

verses for this particular context is really substantial. 

3.1.4. Other innovations of Bh¡ravi untouched by Kuntaka  

 Kir¡t¡rjun¢ya contains many innovative episodes which can be 

regarded as illustrations of contextual and compositional figurativeness. 

But Kuntaka does not mention each of these innovations. He just 

indicates a few and leaves the rest to the sensible readers. Some of those 

innovative episodes in the poem which are not mentioned by Kuntaka 

are explained here. 

 Bh¡ravi has given a detailed description about the positive nature 

of Duryodhana by showing his good behavior and concern to his people. 

In the Vanaparvan of Mah¡bh¡rata there are only few verses that show 

the greatness of Duryodhana. But in Kir¡t¡rjun¢ya, Bh¡ravi devotes the 

first half of the first canto for the detailed description about the statecraft 

of Duryodhana. The two verses denote the greatness of Duryodhana in 

the Vanaparvan is given below:- 

                     sarve kauravasainyasya suputr¡m¡tyasainik¡Å/ 

                     samvibhakt¡ hi m¡tr¡bhir bhogairapi ca sarva¿aÅ// 

                     duryodhanena te v¢r¡ m¡nit¡¿ca vi¿eÀataÅ/ 

                     pr¡¸¡mstyakÀyanti samgr¡me iti me ni¿cit¡ matiÅ//39 



 

 

151 

Through this verse, YudhiÀ¶hira brings forth that all the officers of 

the army of the Kauravas like sons, ministers etc. have been honoured by 

Duryodhana with the proper division of wealth and luxuries. Here 

YudhiÀ¶hira tells Bh¢ma that they will really sacrifice their life for their 

master Duryodhana as they have been properly honoured by him. These 

seem to be the threads that inspire Bh¡ravi to devote the first canto for 

depicting the greatness of Duryodhana’ s reign in detail. There are also 

some other instances in Mah¡bh¡rata, which show the greatness of 

Duryodhana.40 These hints are beautifully developed by Bh¡ravi to 

enrich the plot of Kir¡t¡rjun¢ya. This is one of the beautiful instances 

which show the poetic genius of Bh¡ravi, which helps him to indicate 

the might of the enemy of the P¡¸·avas. This knowledge about 

Duryodhana’ s power helps YudhiÀ¶hira to be more cautious in the 

preparation of war. He comes to know that they have a mighty enemy to 

fight in the battle. This becomes a reason for Arjuna to do penance so as 

to acquire powerful weapons which would help them to defeat 

Duryodhana and his men. Thus the description of Duryodhana’ s strength 

at the outset of the poem, helps in laying a strong foundation for the 

whole plot. 

 Another notable innovation made by Bh¡ravi is the introduction of 

the forester (vanecara) episode. From Kir¡t¡rjun¢ya, it is clear that the 

episode of vanecara is an indispensable part of the plot. The depiction of 

the sincerity of the vanecara and his ample explanation of matters to his 

master will really delight the readers. This episode is really marvelous 

and it supports the innovative course of this mah¡k¡vya. Undoubtedly 

this proves the poetic genius of Bh¡ravi. The vanecara episode is one of 
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the best examples for the contextual figurativeness of Kuntaka. But 

Kuntaka does not point out this episode as an example of contextual 

figurativeness. Bh¡ravi also introduces many new characters in the 

poem. When Arjuna goes to Indrak¢la mountain for penance, the poet 

introduces a yakÀa who acts a guide to him. A set of heavenly nymphs 

persuades Arjuna to withdraw from the penance. All these characters 

who are born out of the poet’ s imagination add beauty to the work as a 

whole. 

3.2. ái¿up¡lavadha 

 ái¿up¡lavadha is a famous mahak¡vya in Sanskrit written by 

M¡gha. It has twenty cantos and one thousand six hundred and fifty 

verses. M¡gha does not give much information about himself except the 

name of his father and grandfather respectively as Dattaka and 

Suprabhadeva. M¡gha must be not later than Ënandavardhana, because 

Ënandavardhana cites one or two verses from ái¿up¡lavadha and most 

probably assigned him to the latter half of the 7th century C.E. It is 

another mah¡k¡vya like Kir¡t¡rjun¢ya whose theme has been adapted 

from Mah¡bh¡rata. There are lot of similarities between  

ái¿up¡lavadha and Kir¡t¡rjun¢ya in plot construction, division of cantos, 

inclusion of subject matter etc. This makes it clear that M¡gha wrote 

this mah¡k¡vya on the model of Kir¡t¡rjun¢ya of Bh¡ravi. The theme of 

it is taken from the sabh¡parvan of the Mah¡bh¡rata. This story is also 

found in Bh¡gavata and briefly in the Pur¡¸as like Padmapur¡¸a,  

ViÀ¸upur¡¸a and Brahmavaivartapur¡¸a. It is believed that the demon 

named Hira¸yaka¿ipu in his next birth became R¡va¸a. He was again 



 

 

153 

born as ái¿up¡la. Though it is written on the model of Kir¡t¡rjun¢ya, it 

has its own unique beauty. 

 In the first canto N¡rada approaches K¤Àna with the message of 

Indra to kill the demon named ái¿up¡la. In the second canto, M¡gha 

explains the dilemma of K¤À¸a whether he should attend the R¡jas£ya 

sacrifice conducted by YudhiÀ¶hira or he should kill ái¿up¡la. Moreover 

the words of Uddava make it clear that M¡gha was well versed in 

statecraft too. The third canto is a journey of K¤À¸a towards 

Indraprastha. The fourth canto has the detailed description of the 

Raivataka Mountain. The subject matter of the next canto is the arrival 

and enjoyment of K¤À¸a and his army in the Raivataka Mountain. The 

sixth canto has the beautiful description of six different seasons. The 

next two cantos respectively describe the enjoyment of 

the y¡dava damsels in the forest and the water sports of the y¡davas with 

their beloveds. M¡gha describes the sun set, moon rise etc. in the ninth 

canto. The tenth canto has the depiction of drinking parties and different 

amorous-sports. 

 The eleventh canto gives the beautiful description of the morning. 

The twelfth canto has the beautiful picture of the setting out of the army 

of K¤À¸a and their passing over of the river Yamun¡. The eagerness of 

the women of Dv¡rak¡ to watch K¤À¸a is the subject described in the 

thirteenth canto. Next canto explains the sacrifice and the worship of 

K¤À¸a and here M¡gha express his skill in the fields like 

philosophy, m¢m¡ms¡ and karmak¡¸·a. In the fifteenth canto ái¿up¡la 

shower hard words towards K¤À¸a, Bh¢Àma and YudhiÀ¶ira by arousing 

anger due to their worship towards K¤À¸a. In the sixteenth canto the 
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envoy of ái¿up¡la conveying the harsh message of him that either K¤À¸a 

should surrender him or ready to prepare for a battle. Next canto depicts 

the preparation of the y¡davas for the fight being annoyed by the words 

of the envoy of ái¿up¡la. The eighteenth canto gives the description of 

the battle between the armies of K¤À¸a and ái¿up¡la. The description of 

the duel fight between K¤À¸a and ái¿up¡la along with their armies is 

described in the nineteenth canto. In the twentieth canto poet ends the 

story of this mah¡k¡vya by the description of the extermination of the 

devil ái¿up¡la by K¤À¸a.  

 There have been controversies regarding the influence of this 

poem over Bh¡gavata. There are some uncertainties about the date and 

authorship of Bh¡gavata. The language of this Pur¡¸a is different from 

other Pur¡¸as and it comprises of some Vedic and non-p¡¸in¢yan 

usages. Kunjunni Raja in his samskrita sahitya charitram presents a view 

which says that it was written by Vopadeva of 13th century C.E. But 

according to him it was written after 9th century C.E, because  

áa´kar¡c¡rya does not cite from it; instead he cites from ViÀ¸upur¡¸a. 

The text is believed to have its origin from south India. Setting aside the 

controversies, the most accepted view is that Bh¡gavata was written after 

M¡gha. Bh¡gavata also describes the dilemma of K¤À¸a inspired from 

M¡gha, but Jar¡sandha is mentioned as the demon, instead of ái¿up¡la. 

The uniqueness of M¡gha is clear from his brilliant depiction of the 

dilemma of K¤À¸a which is not found in the original source. The sayings 

like upam¡ k¡lid¡sasya…m¡ghe santi trayo gu¸¡Å, navasargagate 

m¡ghe nava¿abdo’pi na vidyate etc. denote the value of M¡gha. The use 

of vocabulary of M¡gha is highly appreciable. Because as far as possible 
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M¡gha does not use a word for the second time for denoting the same 

meaning. The situations illustrated by Kuntaka from this mah¡k¡vya to 

substantiate his two important vakratas like contextual and 

compositional figurativeness are given below:- 

3.2.1. Compositional figurativeness 

 Kuntaka cites the below mentioned two verses for explaining one 

of the varieties of compositional figurativeness. The definition given for 

this particular variety is as follows:- 

pradh¡navastusambandhatirodh¡navidh¡yin¡/ 

k¡ry¡ntar¡ntar¡ye¸a vicchinnaviras¡ kath¡// 

                   tatraiva tasya niÀpatternirnibandharasojjval¡m 

                   prabandhasy¡nubadhn¡ti nav¡m k¡mapi vakrat¡m//41 

“Supposing the even flow of the main story has been broken and 

its sentiment impaired by the intrusion of some incident whose 

connection with the main story is almost indiscernible; the poet might 

give the incident such a turn that it will become inevitable for the 

conclusion of the main story and thus maintain the unbroken course 

of ‘ rasa’  and invest his whole work with a very unique novelty 

thereby.”  

 For substantiating this variety Kuntaka cites a beautiful instance 

from this mah¡k¡vya and is as follows:- 

     tadindrasandiÀtamupendra yadvacaÅ kÀa¸am may¡  vi¿vajan¢namucyate/ 

     samastak¡ryeÀu gatena dhuryat¡mahidviÀastadbhavat¡ ni¿amyat¡m//42 
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These are the words of N¡rada towards K¤À¸a. ‘N¡rada says that 

he is going to announce the message of Indra within a second, which is 

helpful to the whole world. K¤À¸a, who always solves the problems of 

Indra, should hear this message.’  From this verse N¡rada starts to 

discusses about the cruel deeds of Hira¸yaka¿ipu, R¡va¸a and ái¿up¡la 

for making K¤À¸a’ s anger towards ái¿up¡la through certain verses. At 

last, hearing such encouraging words, K¤À¸a’ s anger aroused towards 

ái¿up¡la, which is explained through the verse given below:- 

omityuktavato’ tha ¿¡r´gi¸a iti vy¡h¤tya v¡cam nabha- 

           stasminnutpatite puraÅ suramun¡vindoÅ ¿riyam bibhrati/ 

 ¿atr£¸¡mani¿amvin¡¿api¿unaÅ kruddhasya caidyam prati 

 vyomn¢va bhruku¶icchalena vadane ketu¿cak¡r¡spadam//43 

 N¡rada departed to the ether after saying those words. ‘Bearing 

the beauty of the moon and hearing the words of N¡rada, K¤À¸a 

says ‘om’ means ‘ it will happen so’ . Then his anger gets 

aroused towards ái¿up¡la of K¤À¸a. The star named Dh£maketu, like in 

the sky, which denotes the annihilation of the enemies, took position by 

disguising as an eyebrow in the face of K¤À¸a.’   

 In the first canto, through these verses M¡gha beautifully denotes 

that the primary theme of this k¡vya is the assassination of ái¿up¡la. But 

at the same time K¤À¸a was being called for attending the sacrifice 

conducted by YudhiÀ¶ira. After the discussion about this matter with 

Uddhava and Balar¡ma, K¤À¸a decided to attend the r¡jas£ya sacrifice 

of YudhiÀ¶hira. Then the journey of K¤À¸a towards Indraprastha etc. are 

described in certain cantos. So the readers may feel that the poet has 
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completely deviated from the main theme. But then in the fifteenth 

canto, ái¿up¡la showers harsh words towards K¤À¸a and others, unable 

to tolerate the worship being given to K¤À¸a by YudhiÀ¶ira, Bh¢Àma etc. 

ái¿up¡la has got a boon that he will not be killed until he commits 

hundred faults. He completed his hundred and one faults through the 

showering of his harsh words. Actually K¤À¸a is waiting for the proper 

time to kill him. Thus the poet after indicating the main theme in the first 

canto, discusses it again after a long gap. This makes the readers to think 

that the poet has completely deviated from the main theme. But it is 

brought to the fore again surprisingly again. It is impossible to point out 

such beautiful techniques applied by the poet by reading only one or two 

cantos of the k¡vyas. This reveals Kuntaka’ s complete vision of this 

particular text. 

 Kuntaka again signifies that the straight forward title given to this 

mah¡k¡vya is charmless. The poet should take utmost care in selecting 

the name of title because the name itself plays an important role in the 

overall beauty of a composition. Title name should be connected with 

the pivotal incident of that composition. Straight forward title of a 

composition never creates any curiosity in the mind of readers. 

According to Kuntaka, the relevance of the name of title should be reveal 

only while going through the text. 

3.2.2. Contextual Figurativeness 

 In one of the varieties of contextual figurativeness, Kuntaka says 

that the incorporation of appropriate junctures that have some continuous 

relation between the succeeding one and the previous one will really 

contribute to the extreme charm of dramatic plot construction. He also 
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reminds that the deliberate incorporation of junctures only for satisfying 

the rules of junctures said by Bharata will never contribute any charm to 

a literary work, instead it would adversely affect the plot. He describes 

this point as: 

    mukh¡disandisamhl¡di samvidh¡nakabandhuram/ 

    p£rvottar¡dis¡´gaty¡da´g¡n¡m vinive¿anam// 

      na tvam¡rgagrahagrastavar¸ak¡´gaiÅ kadarthitam/ 

     vakratollekhal¡va¸yamull¡sayati n£tanam//44 

 Here as an example for the inappropriate incorporation of episodes 

to satisfy the traditional frameworks, Kuntaka quotes the situation 

from ái¿up¡lavadha which describes the city of Dv¡rak¡ when K¤À¸a 

commences his journey towards Indraprastha. In Mah¡bh¡rata there are 

no descriptions about the journey of K¤À¸a towards Indraprastha and the 

places he has travelled etc. But the epic just mentions that K¤À¸a reached 

Indraprastha travelling through few places. Bh¡gavata gives a more 

detailed description that K¤À¸a travelled in a chariot having a flag with a 

symbol of Garu·a accompanied by some armies. He passed some cities 

like Ënarta, Sauv¢ra, some mountains and some rivers like DviÀadvat¢ 

and Sarasvat¢, the capitals of the kings of P¡µc¡la and Matsyade¿a etc. 

M¡gha gave a lengthy description of the journey in ten cantos. 

In ái¿up¡lavadha, K¤À¸a starts his journey in the third canto and reach 

Indraprastha only in the twelfth canto. In these ten cantos, M¡gha 

beautifully incorporates all the descriptions essential for 

a mah¡k¡vya like the six seasons, moonrise, amorous-sports, drinking 

parties etc. Most of the other critics except Kuntaka appreciate such 

attempt of M¡gha as he describes the recipes of mah¡k¡vya in unique 
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and innovative style. But Kuntaka firmly points out that such long 

description of Dv¡rak¡ is really improper. The bold opinion presented by 

Kuntaka is highly remarkable because such a long description contribute 

nothing for the further development of the story. M¡gha develops this 

portion through seven hundred sixty six verses in ten cantos, which is 

mentioned in M¡h¡bh¡rata only through the first portion of two verses. 

In Bh¡gavata, it is described through ten verses. Through pointing out 

such impropriety Kuntaka again proves his critical acumen. 

3.2.3. Kuntaka’ s appreciation of individual verses in 

ái¿up¡lavadha     

 The first verse cited by Kuntaka from this mah¡k¡vya is as an 

example to show the disagreement between the words. It is from the 

tenth canto. He cites this verse also as an example of the figure of speech 

named d¢paka, which is as follows:- 

 c¡rut¡ vapurabh£Àayad¡s¡m  t¡man£nanavayauvanayogaÅ/ 

          tam punarmakaraketanalakÀm¢st¡m mado  dayitasa´gamabh£ÀaÅ//45 

“Beauty adorned their body and was (adorned) in turn by the up-

surge of blooming youth; youth again  (adorned) by charm of love; and 

charm itself by drunkenness (adorned) by union with the beloved.” 

 Here the first one illuminates the second one, but in the second 

line the poet uses a compound word by saying that the fascinating love is 

being adorned by the drunkenness caused by the union with the beloved. 

This will really hampers the charm of this verse and does not delight the 

connoisseur, moreover it breaks the flow of the figure d¢paka. So 
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Kuntaka suggests a simple and apt solution by saying that it is better to 

avoid the compound word and just say that the fascinating love being 

adorned by the union of beloved. This is really a beautiful assessment of 

Kuntaka; here he never firmly criticizes M¡gha; he just points out the 

impropriety found in a single verse. Thus Kuntaka thrice pointed out the 

impropriety of ái¿up¡lavadha. Such observation of Kuntaka reveals that 

undoubtedly he is a brilliant literary critic.     

 One of the varieties of Kuntaka’ s phonetic figurativeness is same 

as that of the rhyme (yamaka) of the early rhetoricians and the definition 

given for it by Kuntaka is as follows:- 

                    sam¡navar¸amany¡rtham pras¡di ¿rutipe¿alam/ 

                   aucityayuktam¡dy¡diniyatasth¡na¿obhi yat// 

                      yamakam n¡ma kopyasy¡Å prak¡raÅ parid¤¿yate/ 

                      sa tu ¿obh¡ntar¡bh¡v¡diha n¡tipratanyate//46 

 It has same sound with different meaning and will express the 

meaning of the sentence without any difficulty by being agreeable to the 

ear. Moreover it should be apt to express the nature of the described 

subject though there may be difficulty in satisfying the rhyme. The 

repetition of sound should be at particular intervals like in the beginning, 

middle or at the end of the each lines of a verse. Then Kuntaka says that 

it is almost equal to the rhyme and it has no special charm except its 

beauty in the use of words and so he does not explain it in detail. Here 

Kuntaka does not directly cite any particular verse for the rhyme but just 

says that the some verses of the fourth canto of ái¿up¡lavadha and some 

verses found at the place of description of spring season in  Raghuvam¿a  

are rare examples of it. An example from ái¿up¡lavadha is given below:- 
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 vahati yaÅ paritaÅ kanakasthal¢Å saharit¡ lasam¡nanav¡m¿ukaÅ/ 

          acala eÀa bhav¡niva r¡jate sa harit¡lasam¡nanav¡m¿ukaÅ//47 

 This is the twenty first verse of the fourth canto 

of ái¿up¡lavadha and here the poet uses the word ‘ saharit¡ 

lasam¡nanav¡m¿ukaÅ’  twice in different meanings. This verse means 

that the Raivataka Mountain with new glittering rays is bearing the 

golden yellow colour earth in the four directions and it shone like the 

new yellow dressed Lord K¤À¸a. Here in the first line the 

word ‘harit¡’  means ‘hariteti ca d£rv¡y¡m haridvar¸ayute’nyavat’ iti 

vi¿vaÅ (ko¿aÅ),48 and ‘ lasam¡na’  means ‘d¢pyam¡na’  or glittering and 

then ‘nav¡m¿ukaÅ’  means ‘n£tanakira¸aÅ’  or new rays. In the second 

line ‘ sa’  means the already said Raivataka Mountain and  

‘harit¡lasam¡nanav¡m¿ukaÅi’  means ¡k¡¿alat¡sam¡nan£tanambaro v¡ 

p¢t¡mbara iti bh¡vaÅ. ‘harit¡lam dh¡tubhede str¢ d£rv¡k¡¿arekhayoÅ’   

iti medin¢.49 Thus the verses of the fourth canto of this mah¡k¡vya show 

the beauty of the rhyme as said by Kuntaka. It is the thorough knowledge 

about a text, which helps Kuntaka to points out such examples without 

any doubt. Kuntaka cites yet another portion of a verse as an example of 

vi¿eÀa¸avakrat¡.  

   sasm¡ra v¡ra¸apatirvinim¢lit¡kÀaÅ 

       svecch¡vih¡ravanav¡samahotsav¡n¡m//50     

 “With eyes closed, the lordly elephant recalled old memories of 

free sports and mighty pleasers in the forest.” 51  
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 Here the epithet given to the word ‘ sasm¡ra’  is very apt. Here the 

epithet svecch¡ etc evokes the memories of the sportive part times of the 

elephant in the forest.  

 Yet another verse cited by Kuntaka as an instance of tulyayogit¡, 

accepted by the early rhetoricians and also for kalpitopam¡ is given 

below:- 

 ubhau yadi vyomni p¤thak prav¡h¡v¡k¡¿aga´g¡payasaÅ patet¡m/ 

 tenopam¢yeta tam¡lan¢lam¡muktamukt¡latamasya vakÀaÅ//52 

 “ If in the sky, two streams could flow downward from Ga´g¡ in 

parallel courses, then could one cite it as a comparison for his chest so 

dark as the Tam¡la tree with a dangling bright pearl-necklace.” 

According to Kuntaka, tulyayogit¡ is none other than upam¡. V¡mana in 

the fourth adhikara¸a of his K¡vy¡la´k¡ras£tra define kalpitopam¡ as:- 

gu¸ab¡hulyata¿ca kalpit¡//53
 

Depending upon the abundance of the quality, the similarity 

of upam¡na and upameya is considered and so it is called 

as kalpitopam¡. It has got the name kalpitopam¡ because the 

upam¡na should always an imagination of a poet. Definition given for 

tulyayogit¡ in Bh¡maha’ s K¡vy¡la´k¡ra is as follows:- 

ny£nasy¡pi vi¿iÀ¶ena gu¸as¡myavivakÀay¡/ 

tulyak¡ryakriy¡yog¡dityukt¡ tulyayogit¡//54 

‘ In tulyayogit¡ though the one object like upameya is inferior in 

quality, it is explained as achieving deeds equal to the other object.’  In 

the verse mentioned above the concept of heavenly Ganges is the 
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imagination of the poet and the quality of it is much greater than 

the upameya. So it can undoubtedly be cited as an example of both  

tulyayogit¡  and  kalpitopam¡.    

 While discussing compositional figurativeness, Kuntaka 

mentioned only the names of some literary works without citing any 

verse from them. According to Kuntaka, the way to reveal one’ s poetic 

genius is not only through the depiction of innovative incidents, but also 

through the proper naming of a composition. Kuntaka says about this 

as:- 

 ¡st¡m vastuÀu vaidagdh¢ k¡vye k¡mapi vakrat¡m/ 

         pradh¡nasamvidh¡n¡´kan¡mn¡pi kurute kaviÅ//55 

          Kuntaka disagrees with the straight forward titles given to the 

compositions and he cites the names of such works like Hayagr¢vavadha, 

ái¿up¡lavadha, P¡¸·av¡bhyudaya, R¡m¡nanda and R¡macarita. He says 

that such titles do not create any charm but the title denoting some of the 

vital essence of that particular composition is highly significant. Some of 

the examples of such innovative titles are Abhijµ¡na-¿¡kuntala, 

Mudr¡r¡kÀasa, Pratim¡niruddha, M¡y¡puÀpaka, K¤ty¡r¡va¸a etc. 

Kuntaka does not mention the author of these works. Among them some 

of the works are well-known and some of them are less important. Here 

are the names of mah¡k¡vyas mentioned by Kuntaka are ái¿up¡lavadha, 

R¡macarita and Hayagr¢vavadha. ái¿up¡lavadha has discusses already. 

Kuntaka does not give any information about R¡macarita  and  

Hayagr¢vavadha except its name. Brief information about them is given 

as appendix. Some Prakrit mah¡k¡vyas cited by Kuntaka are discussed 

below. 
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3.3. Prakrit mah¡k¡vyas 

 The literary analysis of Kuntaka includes vast fields like 

dramas, k¡vyas, anthologies etc. It also includes verses from 

some Prakrit works and few unknown Prakrit verses. The  

Prakrit mah¡k¡vyas  were written on the model and the influence of 

Sanskrit mah¡k¡vyas. Most of the characters in Prakrit mah¡k¡vyas are 

from the real life of the people. Some important  Prakrit  

mah¡k¡vyas are Setubandha or R¡va¸avaho by Pravarasena written in 

between 4th century C.E and 5th century C.E, Kum¡rap¡lacarita of 

Hemacandra S£ri, Kamsavadha, UÀ¡niruddha etc. Setubandha is 

considered to be the first and ornately fulfilled mah¡k¡vya written 

in Mah¡r¡Àtri Prakrit. R¡map¡¸iv¡da is the author of Kamsavadha as the 

evidence available from its colophons. Based on some linguistic and 

stylistic similarities between Kamsavadha and UÀ¡niruddha, it is 

surmised that R¡map¡¸iv¡da is also the author of UÀ¡niruddha too. 

R¡map¡¸iv¡da was born in 17th century C.E in south Malabar. There are 

also some other Prakrit mah¡k¡vyas available only through some poetic 

works but not in detail. They are Arjunacarita of Ënandavardhan¡c¡rya,  

Kuvalay¡¿vacarita, áauricarita of unknown authorship etc. The  Prakrit  

works mentioned by Kuntaka are a mah¡k¡vya named Harivijaya of 

Sarvasena, a historical mah¡k¡vya named Gau·avaho of V¡kpatir¡ja 

and also an anthology named G¡th¡sapta¿at¢ of H¡la. 

3.3.1. Harivijaya 

 Harivijaya is a completely lost work and very little information 

about it is available through some citations in the works like  
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Sarasvat¢ka¸¶¡bhara¸a and á¤´g¡raprak¡¿a of Bhoja.56 It is a Prakrit 

mah¡k¡vya of Sarvasena written in Mah¡r¡Àtri Prakrit. In the beginning 

of his Avantisundar¢kath¡ Da¸·in mentions about Harivijaya and 

comments that Sarvasena, the author of Harivijaya is most probably 

identical with the king Sarvasena, the founder of the younger branch of 

the V¡k¡¶akas.57 If this is true, the date of Harivijaya can be assigned to 

the beginning of the 4th Century C.E. It is the only work ascribed to him. 

 Kuntaka cites a single verse from Harivijaya in the 

third unmeÀa as an example of sentential figurativeness. He opines that 

writing poetry is not a ridiculous job and has given a definition about it 

that it should delight the connoisseur. He adds that the adornments 

like upam¡, r£paka etc. will never add any charm to the subject matter as 

if the paintings on an improper canvas, if the subject matter is not 

excellent or attractive. Then Kuntaka compares the subject-matter with a 

damsel because she wears only some ornaments at the time of taking 

bath, leading ascetic life, during separation from her husband and also at 

the end of amorous sports. In such situations the natural beauty of the 

damsel is really attractive. Likewise when the poet starts to describe the 

natural beauty of the content there is no need of any adornment to it. 

That is why poets depict the subjects like budding youth of a girl, the 

advent of the spring season, its enrichment and its completion etc. 

without adding any figures of speech. In such natural depictions, the 

poets use only their extreme skill of the spontaneous overflow of their 

sentential figurativeness.  For illustrating it Kuntaka cites a verse from 

Harivijaya. The verse is as follows:- 
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sajjayati surabhim¡so na t¡vadarppayati yuvatijanalakÀyasah¡n/ 

 abhinavasahak¡ramukh¡n navapallavapatral¡nana´gasya ¿ar¡n//58
 

“The month of spring keeps ready but does not fling the arrows of 

Cupid, with sharp heads of new mango buds and feathers of fresh leaves, 

at young women that targets are.”  

 Here it is clear that there is no need of any figurativeness for the 

beautiful description of this spring season. Here if the poet takes any 

deliberate attempt to incorporate any figurativeness for showing his skill 

in using them, it will surely spoil the natural beauty of this verse. So 

Kuntaka’ s selection of this verse for this particular situation is apt and 

beautiful.  

 In the third udyota of Dhvany¡loka, Ënandhavardhana says that a 

poet can add new sentiment to a plot taken from any epics deviating 

from the main sentiment of that particular epic for avoiding the 

impropriety found in it and also for making the context more attractive. 

As an example to this he mentioned the works of K¡lid¡sa, Harivijaya of 

Sarvasena and his own  mah¡k¡vya  named  Arjunacarita.59  

Abhinavagupta makes it clear in his locana by saying that the description 

of marriages of the kings like Aja in Raghuvam¿a and the description of 

Arjuna’ s p¡t¡lavijaya in the Arjunacarita are not seen in the epics. 

Likewise he says about Harivijaya that ‘harivijaye k¡nt¡nunay¡´gatvena 

p¡rij¡tahara¸¡dinir£pitamitih¡seÀvad¤À¶amapi.’60 Moreover 

Ënandhavardhana cited the verse given above and says that this is from 

Sarvasena’ s Harivijaya. The words of Ënandavardhana are the only 

evidence which ascribes this verse to Harivijaya and this verse is not 
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available in the works like á¤´g¡raprak¡¿a  and  

Sarasvat¢ka¸¶h¡bhara¸a of Bhoja. Ënandhavardhana cites this verse as 

an example of kavinibaddha vakt¤ prau·hoktim¡traniÀpanna¿ar¢raÅ, one 

of the division of suggestiveness found in the  

artha¿aktyudbhav¡nura¸anar£pavya´gyadhvaniÅ.61
 From this it is clear 

that both Kuntaka and Ënandavardhana cite the same verse almost for 

the same concept. 

 Apart from this verse, Kuntaka mentions about Sarvasena at the 

time of discussing the styles or m¡rgas. Here after refuting the divisions 

of styles made by early rhetoricians Kuntaka establishes his own method. 

According to him there are three poetic styles, they are tender 

(sukum¡ra), variegated (vicitr¡), and intermediary (madhyam¡).  

Kuntaka opines that the poetic style is based on the nature of the poet 

and not on the places of the poet as opined by the early rhetoricians 

like gau·¢, p¡µc¡l¢ etc. The tender style is that which was followed by 

the master poet K¡lid¡sa. Kuntaka compares the poets who move 

through the elegant or tender style as the bees moving through the forest 

full of blossomed flowers. He has included the poet Sarvasena also as the 

follower of this tender style. ‘ sahajasaukum¡ryasubhag¡ni 

k¡lid¡sasarvasen¡d¢n¡m k¡vy¡ni d¤¿yante, tatra 

sukum¡ram¡rgasvar£pam carcan¢yam iti.’ 62This is really an 

appreciation of Kuntaka about Sarvasena because he compares him 

along with the master poet K¡lid¡sa. These things show that Kuntaka 

also has a positive attitude towards Sarvasena and his work. 

 These things obviously indicate that Sarvasena and his work have 

got an enviable position in Sanskrit literature. It is also clear that 
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this Prakrit mah¡k¡vya almost satisfies all the needs of a mah¡k¡vya. It 

is unfortunate that many famous poets and their works have now been 

lost. We came to know about some poets and their verses only through 

some anthologies and citations.  The notable contribution of some 

rhetoricians like Ënandavardhana, Kuntaka, Bhoja etc. is that the 

information about some lost works came to the light only through their 

citations. Moreover the appreciation by the famous rhetoricians like 

Ënandavardhana, Abhinavagupta, Kuntaka gave wide popularity to the 

composition of Sarvasena.  

3.3.2. Gau·avaho 

 It is a Prakrit historical mah¡k¡vya of V¡kpatir¡ja. The date of the 

author is somehow assigned to the 8th century C.E. because it was 

written after the death of the Ya¿ovarman in 750 century C.E. The title 

given to the author is Kavir¡ja. Madhumathavijaya is the other work of 

the poet, written long before Gau·avaho but unfortunately it is not 

available. UtprekÀ¡ is the master piece figure of speech of V¡kpatir¡ja 

like the upam¡ of K¡lid¡sa.63 Gau·avaho got attention only in 1887 

when a scholar named S.P. Pandit brought out the edition of this work. It 

consists of almost 1209 g¡thas. Unlike other  mah¡kavyas  like  

Raghuvam¿a, Kum¡rasambhava, it is not divided into cantos. It is a 

continuous arrangement of g¡thas in ¡rya metre. The main aim of 

writing this poem is to celebrate the victory of Ya¿ovarman against a 

Gau·a king. Kuntaka cites three verses from this k¡vya, the first one is 

as follows:- 

             gaganam ca mattamegham dh¡r¡lu½it¡rjjun¡ni ca van¡ni/ 

             niraha´k¡ram¤g¡´k¡ haranti n¢l¡ api ni¿¡Å//64 
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“The sky steeped with drunken clouds, the Arjuna trees in the 

woods trembling in the downpour, the prideless moon that appears and 

the dark night too cause delight.”  

 Kuntaka cites this verse, which is also cited by Ënandavardhana 

as an example for atyantatirask¤tav¡cyadhvani, as an example of 

metaphorical figurativeness (upac¡ra vakrat¡), the division of lexical 

figurativeness (padap£rv¡rdhavakrat¡).  Here the qualities like 

drunkenness and humility are really sentient in nature but here the poet 

applied these qualities to non-sentient objects for delighting the readers. 

Kuntaka also says that such types of vakrat¡ can be found in the works 

of lots of great poets. It is also doubtless that this verse is apt for this 

context. From the keen evaluation of the cited verses of Kuntaka, it is 

clear that he had taken utmost care in choosing the verses. 

 Yet another verse quoted by Kuntaka from Gau·avaho is an 

example of sentential figurativeness. According to Kuntaka, sentential 

figurativeness is a unique skill of a poet like an overall beauty of a 

painting, which is distinct or unique from its constituent elements like 

canvas, lines, paints etc. Likewise the beauty of a sentence is distinct 

from its constituent elements like words, meaning etc. and which will 

only delight the connoisseur. Poetic skill is regarded as the important 

factor of having a subtle shade of art in the word or sentence. 

        ¡sams¡ram kavipu´gavaiÅ pratidivasag¤h¢tas¡ro’pi/ 

      ady¡pyabhinnamudra iva jayati v¡c¡m parispandaÅ//65 

This beautiful verse cited by Kuntaka from Gau·avaho says that 

though the poets drew out the essence of speech from the beginning of 
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the world, still the speech triumphs as an unbroken seal as before. Here 

actually the poet means that though the poets in the past did not take out 

the exact essence of the word, no one can attain anything from the 

unopened word. But for the first time his genius has opened the hidden 

essence and so from now the unbroken seals will be opened. In this 

manner the speech attains triumphs by getting the success of the unique 

genius of a poet. Kuntaka cites another verse from Gau·avaho as the 

example of utprekÀ¡ (poetic fancy). He defines poetic fancy as:- 

  samb¡van¡num¡nena s¡d¤¿yenobhayena v¡/ 

                     nirvar¸y¡ti¿ayodrekapratip¡danav¡µchay¡// 

               v¡cyav¡cakas¡marthy¡kÀiptasv¡rthairiv¡dibhiÅ/ 

               tadiveti tadeveti v¡dibhirv¡cakam vin¡// 

                     sammullikhitav¡ky¡rthavyatirikt¡rthayojanam/ 

                     utprekÀ¡ k¡vyatattvajµairala´kara¸amucyate//66 

 Due to the poetic desire of conveying the extraordinary nature of a 

described subject due to the way of fancying or by the way of similarity 

or by the combination of both of it, either by the help of a indicative 

word ‘ iva’  denotes ‘ it is like this’  or ‘ it is this itself’  or by the 

suggestive meaning, the meaning of a well-conceived matter described 

quite apart from it is known as poetic fancy. Here similarity is of two 

types 1. natural 2. imaginary. The third and last verse cited 

from Gau·avaho is the example of the combination of both the natural 

and imaginary. It is as follows:- 

 niÅ¿v¡s¡Å kÀa¸avirahe sphuranti rama¸¢n¡m surabhayastasya/ 

k¤À¶ah¤dayasthitakusumab¡¸amakarandale¿¡ iva //67 
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The meaning of this verse is that even the momentary separations 

from their lovers create sweet sighs in the lady beloveds and this seems 

to be the droplets of honey that struck in the heart even after taking out 

the flower-arrows by the cupid.   Here the first line denotes that the 

sweet sigh of the ladies due to momentary separation is really a natural 

description and compare this with the droplets of honey that get struck in 

the heart even after taking out the flower-arrows by the cupid is an 

imaginary concept. So Kuntaka’ s selection of this example for this 

particular context is striking. From the evaluation of three verses cited 

from this, it is clear that Kuntaka has a positive attitude towards these 

verses. The verses are selected for describing sentential and lexical 

figurativeness.  

3.4. Conclusion 

 The mah¡k¡vyas cited by Kuntaka in Vakroktij¢vita are 

Raghuvam¿a, Kum¡rasambhava, ái¿up¡lavadha, Kir¡t¡rjun¢ya, 

Gau·avaho, Harivijaya, Hayagr¢vavadha and R¡macarita. Among them 

there are six poems other than those of K¡lid¡sa. Kuntaka had cited 

fourteen verses from Kir¡t¡rjun¢ya and seven from ái¿up¡lavadha. Two 

Prakrit poems cited by him are Gau·avaho and Harivijaya. He cites three 

verses from Gau·avaho and one from Harivijaya. He just cites the name 

of Hayagr¢vavadha and R¡macarita for showing lack of beauty in 

straight forward titles given to a composition. He also indicates the 

impropriety in the title ái¿up¡lavadha. But at the same time he does not 

indicate the impropriety in the titles Gau·avaho and Harivijaya. They 

also signify the topic of the composition through straight forward titles.  
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 Kuntaka explains four vakratas except lexical and grammatical 

figurativeness by citing verses from both Kir¡t¡rjun¢ya and 

ái¿up¡lavadha. Among the mah¡k¡vyas it is only from  ái¿up¡lavadha  

and Kir¡t¡rjun¢ya, Kuntaka take instances for substantiating both 

contextual and compositional figurativeness. These can be seen as 

attempts to assess the entire composition. A comprehensive approach is 

adopted by Kuntaka while analyzing these types of figurativeness. The 

work as a whole is taken and the components which add to its beauty are 

analyzed by Kuntaka. From these two kinds of figurativeness, Kuntaka’ s 

deep insight into both Kir¡t¡rjun¢ya and Mah¡bh¡rata is well revealed. 

Moreover he had cited few verses from both these mah¡k¡vyas to 

substantiate different varieties of sentential figurativeness. The verses 

cited for explaining the figures of speech like d¢paka and the varieties of 

lexical figurativeness from these two mah¡k¡vyas are remarkable. These 

are some similarities found in Kuntaka’ s evaluation of these two 

masterpieces.  

 At the same time there is a notable difference in the observations 

of Kuntaka on these two mah¡k¡vyas.  Kuntaka selects fourteen verses 

from Kir¡t¡rjun¢ya and its half from ái¿up¡lavadha. The striking 

difference is that the great critic, who has boldly criticized even the 

master poet K¡lid¡sa, does not criticize and does not point out any 

impropriety in Bh¡ravi’ s Kir¡t¡rjun¢ya. This reveals Kuntaka’ s 

acceptance of Bh¡ravi and his work. Kuntaka’ s observations become a 

valuable guide in revealing the literary merit of this mah¡k¡vya. At the 

same time Kuntaka, is never shy of pointing out the impropriety found in 

ái¿up¡lavadha. Actually there is no need to assess Kuntaka’ s acceptance 
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of a text based on his appreciation and criticism. He does not conceal his 

deep sense of admiration towards K¡lid¡sa though pointing out some 

impropriety hidden in his compositions.  

 In Kir¡t¡rjun¢ya, Bharavi’ s innovative concepts like the selection 

of Arjuna as a hero and beautiful depiction of arm fight between Arjuna 

and Kir¡ta are really apt. The persuasive words of Kir¡ta towards Arjuna 

to fight against him and the portrayal of áiva as a rival are also 

significant. Moreover his observation on single verses selected for 

illustrating figurativeness related to synonym, figurativeness of 

concealment etc. are also really beautiful. No other critic tries to 

highlight these beautiful facts hidden in it, Kuntaka unravels the essence 

of poem for the connoisseurs. It is interesting to note that in the first 

unmeÀa, Kuntaka compares a verse of Bh¡ravi with a verse of an 

unknown poet. The verse starts with kram¡dekadvitriprabh¤tiparip¡¶¢Å 

praka¶ayan etc. The same verse is in the anthology named 

Saduktikar¸¡m¤ta of ár¢darad¡sa with a little change in the beginning as 

as¡veka instead of kram¡deka and is ascribed to R¡ja¿ekhara. But the 

available texts of R¡ja¿ekhara do not have this verse. This makes to 

assume that either this is his stray verse or it is written by some other 

R¡ja¿ekhara.  

 The critic’ s eye of Kuntaka analyses the beauty of figure of 

speech, use of epithets etc. found in the verses of ái¿up¡lavadha. At the 

same time Kuntaka boldly points out the impropriety of M¡gha. M¡gha 

gave a lengthy description of the journey in ten cantos. Most of the other 

critics except Kuntaka appreciate such attempt of M¡gha as he describes 

the recipe of mah¡k¡vya in unique and innovative style. But Kuntaka 
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firmly points out that such long description of Dv¡rak¡ is really 

improper. The bold opinion presented by Kuntaka is highly remarkable 

because such a long description contribute nothing for the further 

development of the sentiment at hand.  He also suggests simple and 

beautiful solution to rectify the impropriety while discussing an example 

of the figure of speech named d¢paka. Kuntaka also points out the lack 

of charm in the title of this poem. He says that the straight forward titles 

like ái¿up¡lavadha etc. do not create any charm. Thus Kuntaka thrice 

points out the impropriety of ái¿up¡lavadha.  

   The Prakrit mah¡k¡vyas, from which Kuntaka selects verses, are 

used to discuss the sentential figurativeness. Kuntaka cites a single verse 

from Harivijaya for substantiating sentential figurativeness. Moreover he 

cites the name of Sarvasena along with K¡lid¡sa as practitioner in tender 

style. Apart from sentential figurativeness, Kuntaka cites an instance 

from Gau·avaho also for illustrating the variety of lexical figurativeness. 

As in Harivijaya, Kuntaka does not quote the name of the author of 

Gau·avaho anywhere in Vakroktij¢vita. Though Gau·avaho is not 

divided in to cantos like other mah¡k¡vyas, it fulfils almost all other 

requirements that are essential for a mah¡k¡vya. Selection of one or two 

verses from a literary work reveals Kuntaka’ s perfection of choosing 

most suitable verses from each and every context. He could have 

depended only on the works of master poets like K¡lid¡sa, Bh¡ravi, 

M¡gha etc. But avoiding such impropriety Kuntaka goes through all 

major and minor works of Sanskrit literature and extracts most apt verses 

in every context. Moreover apart from other rhetoricians Kuntaka tries to 

evaluate the works completely. It is clear from the text Vakroktij¢vita 



 

 

175 

that Kuntaka has the boldness to criticize even the master poet K¡lid¡sa. 

Undoubtedly these things make Kuntaka unique in the history of 

Sanskrit literature.  

 Kuntaka does not cite NaiÀadha of 12th Century C.E as it is of later 

origin. He does not cite any verses from the famous  

mah¡k¡vyas like Buddhacarita and Saundarananda of A¿vaghoÀa. He 

also avoids some other mah¡k¡vyas like Bha¶¶ik¡vya of Bha¶¶i,  

Setubandha of Pravarasena etc. It is well known that there are some great 

resemblances between the works of K¡lid¡sa and A¿vaghoÀa. Kuntaka 

may also have a firm belief about the priority of K¡id¡sa like most of the 

other Sanskrit poets. Moreover the aim of A¿vaghoÀa was to propagate 

theory of Buddhism through his compositions. Suppose these may be the 

reasons for the avoidance of the works of A¿vaghoÀa. 

 The speciality of mah¡k¡vyas is that they take a small portion 

from some epics or something else and develops it in an innovative way 

to delight the connoisseur. This is what all the western and eastern poets 

do. Homer did not depict the complete story of the Troy war in his works 

like Iliad and Odyssey.  He has chosen a small portion from it and 

developed it in an attractive manner. The poets should take utmost care 

in avoiding the unpleasant and improper things that may lessen the 

beauty or quality of the poem and the hero. Moreover in mah¡k¡vyas the 

poets brilliantly incorporate matters of polity. This will be useful to some 

princess those who are reluctant to read texts like Manusm¤ti, 

Artha¿¡stra etc. This is what Kuntaka said through one of the purposes 

of poetry. No other rhetorician takes such pains to go through all fields 
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of literature for the perfection of the composition of his poetics text as 

done by Kuntaka. 

 The story of a mah¡k¡vya either gives the detailed account of a 

single hero or numerous heroes of the same race. Though not as a whole, 

the main sources of mah¡k¡vyas in Sanskrit and Prakrit are R¡m¡ya¸a 

and Mah¡bh¡rata. Among the mah¡k¡vyas mentioned above, Kuntaka 

does not vehemently criticize anyone. He has just pointed out few 

improprieties found in ái¿up¡lavadha which really brings forth 

Kuntaka’ s keenness in observation. Kuntaka’ s skill in selecting the 

compositions of the both famous and novice poets and evaluating them 

without any bias is really marvelous. It is the beauty of literary work that 

matters to Kuntaka. The notable contribution of the rhetoricians like 

Kuntaka, Bhoja etc. is that the information about some lost works came 

to light only through citations. So their contribution to Sanskrit literature 

is indispensable. Kuntaka has not only given information about the 

lost Prakrit k¡vyas but also other numerous lost works 

like Ud¡ttar¡ghava, PuÀpad£Àitaka, M¡y¡puÀpaka, Abhijµ¡naj¡nak¢,  

etc. So the study of Kuntaka’ s evaluation of literature deserves a unique 

position in the realm of Sanskrit. 

                                                           

1sargabandho mah¡k¡vyamucyate tasya lakÀanam etc. 
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50
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51 Sr¢ R¡mj¢l¡l áarm¡, op.cit,p.385. 
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53 Shri Gopendra Tripurahar Bhupal, K¡vy¡la´k¡ras£tra of Ëc¡rya 
V¡mana,p.146. 
54 P.V.Naganatha Sastry, K¡vy¡la´k¡ra of Bh¡maha,p.64. 
55 K. Krishnamoorthy, op.cit,p.281. 
56Bhoja in his S¤´g¡raprak¡¿a cites from three Prakrit mah¡k¡vyas 
 named R¡va¸avijaya, Harivijaya and Setubandha. The metre known 
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verses of these mah¡k¡vyas from the works of Bhoja. Among them the one 
which is completely available is the Setubandha also known as  R¡va¸avaho  
of Pravarasena written in the first half of the 5th Century C.E. Unfortunately 
only one verse is traced out as the verse of R¡va¸avijaya, the work of an 
unknown author from S¤´g¡raprak¡¿a. Approximately 125 verses can be 
traced as the verses of Harivijaya from the works of Bhoja. 

 At the time of discussing the definition of mah¡k¡vya, Bhoja quotes 
certain instances from Harivijaya likes nagaravar¸anam yath¡ Harivijaya-
R¡va¸avijay¡-ái¿up¡lavadha-Kum¡rasambhav¡dau, n¡yakavar¸anam yath¡ 
Harivijaya-Raghuvam¿¡dau, ark¡stamayavar¸anam Kum¡rasambava-
Harivijaya- Setubandh¡tau, pray¡¸am tridh¡-sva¿aktyapacaye, paravyasane,  
abhimat¡rthasidhaye ca/ Here abhimat¡rthasidhaye yath¡ ViÀnoÅ 
parij¡tahara¸¡ya Harivijaye,  ¤tuvar¸ane 
¿aradvasantagr¢ÀmavarÀ¡divar¸an¡ni Setubandha-Harivijaya-Raghuvam¿¡-
Harivam¿¡dau etc. Such profuse use of citations from Harivijaya by Bhoja is 
really an appreciation of this work.  The same things are also cited by 
Hemacandra in his K¡vy¡nu¿¡sana. 

The theme of Harivijaya is the forcible removal of the p¡rij¡ta tree 
from the heaven by Lord K¤À¸a for pleasing his wife Satyabh¡m¡. Once 
K¤À¸a offers a garland of p¡rij¡ta flowers to Rukmi¸¢ without being asked by 
her. This arouses anger and jealousy on Satyabh¡m¡. For pleasing 
Satyabh¡m¡, K¤À¸a fights against Indra for getting the P¡rij¡ta tree and then 
brings the tree and plants it in front of the mansion of Satyabh¡m¡. This story 
is found in the works like Harivam¿a, ViÀ¸up£r¡¸a  and  
Bh¡gavatapur¡¸a with small variations. But in these works, K¤Àna’ s attempt 
in appeasing the anger of Satyabh¡m¡ (k¡nt¡nunayatva) is not seen. It is 
really a beautiful and innovative theme of Sarvasena, because he incorporates 
the sentiment of love both in union and in separation in an attractive manner 
in this k¡vya deviating from the epics. This innovation of Sarvasena makes 
him acquire the appreciation of some rhetoricians like Ënandhavardhana and 
Abhinavagupta. 
57 V.M. Kulkarni, Bhoja and The Harivijaya of Sarvasena, p.8. 
58 V.M. Kulkarni, loc.cit. 
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CHAPTER 4 

KUNTAKA’S EVALUATION OF  

SANSKRIT PLAYS OF OTHER POETS 

 

 Kuntaka cites large number of various dramas including the 

dramas of great poets like K¡lid¡sa, Bhavabh£ti etc. and also of some 

unknown dramatists. No other rhetorician has taken such effort in wide 

range. It is possible for Kuntaka to choose sufficient instances only from 

the dramas of famous dramatists. But his keen observation, utmost 

perfection and also his unbiased nature in citing examples make him go 

ahead to analyze also the rare dramas. The famous dramas cited by 

Kuntaka are Uttarar¡macarita, M¡lat¢m¡dhava, Mah¡v¢racarita, 

Mudr¡r¡kÀasa, V®¸¢samh¡ra, B¡lar¡m¡ya¸a, Viddha¿¡labhaµjika, 

T¡pasavatsar¡ja, N¡g¡nanda, P¡dat¡·itaka and Ratn¡val¢. Apart from 

this, Kuntaka cites numerous lost dramas like R¡m¡nanda, R¡macarita, 

M¡y¡puÀpaka etc. Many of them are written based on R¡m¡ya¸a. 

Among them the dramas written based on Mah¡bh¡rata are 

P¡¸·av¡bhyudaya, Pratim¡niruddha. One of the lost dramas written 

based on Jain literature is PuÀpad£Àitaka. The analysis of these dramas 

becomes more difficult than the famous dramas as the title of the dramas 

are cited without giving much detail. But Kuntaka’ s analysis of drama 

will be incomplete without discussing them. An attempt is made have to 

assess Kuntaka’ s evaluation of other dramas.  
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4.1. T¡pasavatsar¡ja 

 The author of this drama is M¡t¤r¡ja also known as Ana´gaharÀa. 

The verses of this drama are cited by Ënandavardhana, R¡ja¿ekhara, 

Abhinavagupta, Kuntaka, Mamma¶a etc. Bhavabh£ti mentions about 

M¡t¤r¡ja in his M¡lat¢m¡dhava and Ënandavardhana in his 

Dhvany¡loka cites a verse of M¡t¤r¡ja. From such external evidence, the 

date of this work is assigned to the second half of the 8th century C.E. 

This drama is written based on the popular tale named the story of 

Udayana. Udayana story is also discussed by Bh¡sa in his 

Pratijµ¡yaugandar¡ya¸a and Svapnav¡savadatta, HarÀa in his Ratn¡val¢ 

and Priyadar¿ik¡, Subandhu in his V¡savadatt¡ etc. In this drama 

Udayana decides to commit suicide in Prayag after knowing the death of 

V¡savadatt¡. Then somehow he spares his life and wanders as an ascetic. 

Finally he finds out V¡savadatt¡ in a hermitage. Then he explains the 

story of the marriage between Udayana and Padm¡vat¢. The dramatist 

creates pathos in explaining this story in a touching manner. The 

language of this drama is simple and beautiful.  

 Kuntaka cites thirteen verses from this drama. He cites few verses 

from third to sixth act depicting the sad plight of Udayana after losing 

his dear wife V¡savadatt¡ in a fire, which is falsely created by minister 

Yaugandhar¡ya¸a according to their secret plan. This is a six act drama, 

so citing verses from most of these acts makes it clear that Kuntaka was 

familiar with the complete text.  

4.1.1. Contextual figurativeness 

 Kuntaka chooses few verses of this drama to explain one of the 
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varieties of contextual figurativeness. In this variety, he points out the 

brilliance of the great poet in their unique depiction while explaining the 

same thing yet again. The pathetic feelings of Udayana increases while 

seeing the plants which were dear to the queen being burnt down by the 

same fire, which burnt the queen’ s apartment. Udayana feels that the 

plants are more sincere than him because they followed her in her death. 

And he is still living. Udayana criticizes himself with deep pain and 

shame for this. Udayana also says that the fire that burnt the jasmine like 

tender body of V¡savadatt¡ has subsided. But still it burns the hard 

hearted one like him. Such expression of Udayana definitely intensifies 

the particular poignant situation. Udayana is sure that it is impossible to 

meet her beloved because of her demise. Yet like a mad one he imagines 

that she is in front of him, Udayana seeks many ways to contemplate her. 

At last Udayana decides to drown himself in the river Yamun¡. 

Depiction of such frequent action of following his beloved really adorns 

the context and strengthens the feeling of pathos. Kuntaka has 

successfully traced the development of pathos through various instances 

in the drama.  

4.2. B¡lar¡m¡ya¸a 

 B¡lar¡m¡ya¸a of R¡ja¿ekhara is a ten act play. It describes the 

story of early life of R¡ma till his return from La´k¡ along with S¢t¡ 

after killing R¡va¸a. R¡ja¿ekhara modified the story of R¡m¡ya¸a while 

writing this play. In this play the playwright emphasizes the love of 

R¡va¸a towards S¢t¡ than his cruelty. It is a great task to express the 

whole story of R¡m¡ya¸a in ten acts. But R¡ja¿ekhara takes the risk to 

depict R¡m¡ya¸a in ten acts without losing its charm. His other works 
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are a sa¶¶aka named Karp£ramaµjari and a n¡¶ika named 

Viddha¿¡labhaµjik¡. He has also written a drama known as B¡labh¡rata 

and a famous poetic work K¡yam¢m¡ms¡. From some available 

evidences his date may be fixed between the last quarter of the ninth 

century and the beginning of the tenth century C.E.  

 Kuntaka cites two from Viddha¿¡labhaµjik¡ and fourteen verses 

from B¡lar¡m¡ya¸a. Viddha¿¡labhaµjika is a four act n¡¶ika. This is an 

imaginary love story between the prince Vidy¡dharamalla with two 

princesses named M¤g¡´gavall¢ and Kuvalayam¡la.   

4.2.1. Contextual figurativeness 

 One of the notable points about this drama is a variety of 

contextual figurativeness. In this variety, Kuntaka explains how a play 

within a play contributes extreme charm to the whole plot. In the third 

act of B¡lar¡m¡ya¸a, R¡va¸a eagerly watches the marriage of S¢t¡ 

depicted on the stage. On seeing the marriage of S¢t¡ with R¡ma, 

R¡va¸a gets angry and asks as to who has the power to accept S¢t¡ while 

R¡va¸a is alive. Hearing the words of R¡va¸a, Prahastha reminds him 

that this is a drama and not reality. Thus here someone as a spectator 

watch his own story performed by the actors. This will really evoke 

excitement in real spectator and they are interesting to watch the reaction 

of those spectators whom are watching their own role on the stage. As 

the name indicates this garbh¡´ga is really small and complete essence 

of the whole plot.  

4.2.2. Kuntaka’ s evaluation of a single verse 

 Among the fourteen verses cited from B¡lar¡m¡ya¸a, his striking 
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observation is undoubtedly in this particular verse. Kuntaka cites this 

particular verse for showing the absence of aesthetic pleasure in a verse.  

sadyaÅ pur¢parisare’pi ¿ir¢Àam¤dv¢  

s¢t¡ jav¡ttricatur¡¸i pad¡ni gatv¡/ 

gantavyamadya kiyadityasak¤dbruv¡¸¡  

r¡m¡¿ru¸aÅ k¤tavat¢ pratham¡vat¡ram//1 

 “Even on the outskirts of the city, the delicate girl S¢t¡ who had 

walked hardly three or four steps, started asking R¡ma more than once; 

How much more distance remains to be covered yet? Where-upon tears 

were brought for the first time in R¡ma’ s eyes.”2  

 According to Kuntaka, it is not proper for an ideal heroine to ask 

such a question. He also opines that she should not utter these words 

even when she has such a thought. Moreover very first complaint itself is 

enough to shed tears in R¡ma and it is not necessary for S¢t¡ to repeat 

her complaint. So Kuntaka suggests plausible modification here as 

ava¿am instead of asak¤t. It is sure that such keen observation and 

criticism of Kuntaka will really help the poets to take utmost care in their 

compositions. 

 R¡ja¿ekhara makes lots of modifications in his drama from 

original source. One of the main innovation is the depiction of the 

marriage of S¢t¡ as mentioned before. Another notable innovation is the 

depiction of disguised demons M¡y¡maya and á£rpa¸akh¡ as Da¿aratha 

and Kaikey¢ for inducing R¡ma for exile. Thus the poet tries to protect 

Da¿aratha and Kaikey¢ from their blames. Other innovations are the 

presence of Bharata in Ayodhy¡ at the time of exile of R¡ma, depiction 
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of artificial S¢t¡ in front of R¡va¸a, his sad plight due to the separation 

of S¢t¡, completion of the entire war in La´k¡ within five days etc. 

Kuntaka could have cited these innovations as an instance to the second 

variety of contextual figurativeness. He says that the inclusion of a new 

idea or development from original source will render extreme charm to a 

composition. There are a lot of innovations in this drama, but the 

uniqueness of this drama lies in the garbh¡´ka. Thus Kuntaka brings 

forth the beauty of this drama by citing this particular context. Beauty of 

other innovations can be envisaged by the readers themselves.  

4.3. Ve¸¢samh¡ra 

 Ve¸¢samh¡ra of Bha¶¶an¡r¡ya¸a is a six act drama written based 

on some incidents of Mah¡bh¡rata. It is the one and only work ascribed 

to the author. It was written either at the end of the seventh century C.E 

or beginning of the eighth century C.E. The main sentiment of this 

drama is the heroic (v¢ra). It describes the story of return of the 

P¡¸·avas to Indraprastha after their thirteen year exile. In the fifth act of 

Ve¸¢samh¡ra, the grief of Dh¤tar¡À¶ra and G¡ndh¡r¢ are very touchingly 

depicted. This dramatic piece reveals that the playwright was well versed 

in Mah¡bh¡rata, Artha¿¡stra, philosophy etc. The poeticians like 

V¡mana, Bhoja, Danaµjaya, Ënandavardhana, Mamma¶a also cite 

instances from Ve¸¢samh¡ra.  

 The theme of this drama is in the sabh¡parvan of Mah¡bh¡rata. 

Draupad¢ was dragged by the hair in to assembly by Du¿¿¡sana while 

she had been staked by YudhiÀ¶ira in gambling. Bh¢ma vowed while 

seeing the insult of Draupad¢ that he will kill all the kauravas. He also 

says that he will drink the blood of Du¿¿¡sana and tie up the hair of 
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Draupad¢ by dipping his hands in the blood of Du¿¿¡sana. In the title 

Ve¸¢samh¡ra, the word ‘ve¸¢’  means hair and ‘ samh¡ra’  means 

destruction. The meaning of the title can interpret in different ways like 

tying up of hair, destruction of kauravas due to the hair. Thus the title of 

this play is connected with the pivotal incident of this play. In one of the 

varieties of compositional figurativeness (prabandhavakrat¡), Kuntaka 

says that significant title that is connected with the pivotal incident of the 

plot will also delight the readers. As an example to the variety of it, 

Kuntaka cites the works like Abhijµ¡na¿¡kuntala, Mudr¡r¡kÀasa etc. 

Even though Kuntaka does not points out the beauty of the title 

Ve¸¢samh¡ra, it deserve the appreciation of the connoisseur. 

4.3.1. Compositional figurativeness   

 Kuntaka cites this drama as an instance of one of the varieties of 

compositional figurativeness. According to this variety, deviation of 

sentiment from its original source contributes to the charm of the whole 

work. Bha¶¶an¡r¡ya¸a has done this by using heroic sentiment in this 

drama. It is well known that Ënandavardhana established the dominant 

sentiment of Mah¡bh¡rata as tranquility (¿¡nta). Bha¶¶an¡r¡ya¸a even 

taking the theme of Ve¸¢samh¡ra from Mah¡bh¡rata, boldly changed the 

sentiment of this dramatic piece in to heroic (v¢ra) to delight the readers. 

He depicted the triumph of Bh¢ma against Duryodana at the end of this 

drama. Moreover Bh¢ma tied up the hair of Draupad¢ with the blood of 

Du¿¿¡sana. This novel end of the drama is accepted by the world of 

connoisseur. Kuntaka’ s indication of the beauty of this drama is 

noteworthy. Other dramas like Mah¡v¢racarita of Bhavabh£ti, 
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D£tagha¶otkaca and Írubha´ga of Bh¡sa have also depicted with the 

heroic sentiment. 

4.3.2. Kuntaka’ s criticism of Ve¸¢samh¡ra 

 At the same time, Kuntaka criticizes Bha¶¶an¡r¡ya¸a for his 

deliberate attempt to incorporate all the junctures laid down by the 

dramatic originator like Bharata. For satisfying pratimukha in the second 

act, the poet incorporates an incident of dream. There Duryodhana 

overhears the words of his wife Bh¡numat¢ that Nakula tries to remove 

her upper garment forcefully. Hearing those words Duryodhana gets 

agitated and starts to raise his sword against her. Just then Bh¡numat¢ 

declares to her companions that no sooner she woke up from her dream 

by hearing the morning song. Here actually Bh¡numat¢ speaks about 

mongoose through the word Nakula. She had a dream that a mongoose 

had eaten up hundred snakes and then followed her to attack her. But 

Duryodhana without hearing the entire conversation considered Nakula 

as the son of M¡dr¢. Moreover the poet has depicted the amorous sports 

between Duryodhana and Bh¡numat¢. According to Kuntaka while a 

great war is going on outside, the presence of Duryodhana in the harem 

and a single word with deep passion to her wife is also improper. In such 

instance impropriety in the depiction of amorous sports is obvious. 

Moreover Kuntaka also points out the impropriety of suspecting the 

fidelity of his wife without properly understanding her mind. Such 

observations of Kuntaka reveal his insight in characterization.  

 Bha¶¶an¡r¡ya¸a has also brought in a lot of modifications and 

innovations in his drama. One of the modifications is at the introduction 

of the demon named C¡rv¡ka. In the original source, at the end of the 
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battle, YudhiÀ¶hira takes decision to fight Duryodhana. But in this drama 

the decision is taken by Bh¢ma. The theme denoted through the title 

itself is also a beautiful contribution of Bha¶¶an¡r¡ya¸a. The entire 

second and fifth acts are the innovation of the poet. The vow of Bh¢ma 

that the Ve¸¢samh¡ra, the deceit played by the demon Ch¡rv¡ka on 

YudhiÀ¶ira etc. are some other innovations of the poet. All these 

modifications and innovation can be brought under the varieties of 

contextual figurativeness.    

4.4. Uttarar¡macarita  

 Uttarar¡macarita is a seven act drama. It is the most beautiful 

composition among the three dramas of Bhavabh£ti. It describes the 

story of the second half of R¡m¡ya¸a dealing with the abandonment of 

S¢t¡ by R¡ma. Bhavabh£ti is one of the famous dramatists in Sanskrit 

literature belonging to 8th century C.E. He is famous of his three works 

like Mah¡v¢racarita, Uttarar¡macarita and M¡lat¢m¡dhava. The 

sentiments of the two dramas Mah¡v¢racarita and Uttarar¡macarita 

respectively are v¢ra and karu¸a. The two dramas are written based on 

the story of R¡ma. The absence of jester is one of the specialties of his 

dramas. The role of jester in Sanskrit dramas is to entertain the king and 

to support him for his secret love. R¡ma plays do not usually have 

jesters.   

4.4.1. Compositional figurativeness 

 Kuntaka takes an instance from this drama for explaining the first 

variety of compositional figurativeness. The definition given for it is as 

follows: 



 

 

190 

itiv¤tt¡nyath¡v¤ttarasasampadupekÀyay¡/ 

ras¡ntare¸a ramye¸a yatra nirvaha¸am bhavet// 

tasy¡ eva kath¡m£rtter¡m£lonm¢lita¿riyaÅ/ 

viney¡nandaniÀpattyai s¡ prabandhasya vakrat¡//3 

“When there is a departure from the enriched rasas of the source-

book and a new delightful rasa is delineated by the poet at the conclusion 

of his work, so that the delight of the readers is ensured, we should 

regard it as beauty of a whole work.”4 

 For instance, the sentiment of R¡m¡ya¸a is pathos. At the end, 

S¢t¡ is taken away to the nether world by goddess of earth. R¡ma and 

LakÀma¸a end their life in Saray£ river. This creates great pangs in the 

mind of readers. Sanskrit dramaturgy always prefers a happy end. 

Bhavabh£ti brilliantly crafts a happy end for this drama by depicting 

love in union of R¡ma and S¢t¡, and also by depicting the heroic 

performance of their son Lava etc. Kuntaka’ s citations from this drama 

is discussed below. 

4.4.2. Contextual figurativeness 

 Kuntaka cites few verses from this drama as an example of one of 

the varieties of contextual figurativeness and its definition is as follows:- 

 prabandasyaikade¿¡n¡m phalabandh¡nubandhav¡n/ 

upak¡ryopakart¤tvaparispandaÅ parisphuran// 

as¡m¡nyasamullekhapratibh¡pratibh¡sinaÅ/ 

s£te n£tanavakratvarahasyam kasyacitkaveÅ//5 

“An organic unity which strikingly underlies the various incidents 



 

 

191 

described in different parts of the works leading to the ultimate end 

intended, each bound to the other by a relation of mutual assistance, 

reveals the essence of creative originality which is most aesthetic only in 

the case of a very rare poetic genius who is endowed by nature with the 

gift of an extraordinary inventive imagination.” 6 

 In the first act, R¡ma and S¢t¡ along with LakÀma¸a watch the 

portraits painted on the wall for removing the melancholy state of S¢t¡. 

LakÀma¸a first of all shown the famous j¤mbaka missile handed down 

from Agnideva to Vi¿v¡mitra and from Vi¿v¡mitra to R¡ma for 

destructing T¡¶ak¡. S¢t¡ gave veneration to this missile by the advice of 

R¡ma. Then R¡ma says to S¢t¡ that this auspicious missile will be 

beneficial to her progeny. Later on, in the fifth act Lava applied this 

missile against the army of Chandraketu, the son of LakÀma¸a. Realizing 

the use of j¤mbaka missile of Lava, Chandraketu said this to Sumantra:-    

  vyatikara iva bh¢mo vaidyutast¡masa¿ca 

  pra¸ihitamapi cakÀurgrastamuktam hinasti/ 

  abhilikhitamivaitat sainyamaspandam¡ste 

  niyatamajitav¢ryam j¤mbhate j¤mbhak¡stram//7 

“A dreadful combination, as if of darkness and lightning, baffles 

the eye, although directed towards an object, as it is lit up and suddenly 

obscured; moreover, this army stands motionless as if painted in a 

picture; verily it is the j¤mbhaka missile, of unlimited power, that is at 

work.”8  

 Thus Lava’ s use of j¤mbhaka missile helps to recognize him as the 

son of R¡ma and S¢t¡. Here the incident of the first act supports Lava’ s 
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recognition scene of the fifth act in an unexplainable manner. In this 

drama R¡ma’ s recognition of his own child touches the readers’  heart. 

So the incident of the first act acts as a supporting context to bring forth 

the main aim of the story.  In this variety it is well explicit that beauty 

does not lie in a single context but is interrelated. Only a brilliant poet 

can incorporate such connection between the contexts without a 

deliberate attempt.   

s¡m¡jikajan¡h½¡danirmm¡¸anipu¸airna¶aiÅ/ 

tadbh£mik¡m sam¡sth¡ya nirvarttitana¶¡ntaram// 

  kvacitprakara¸asy¡ntaÅ sm¤tam prakara¸¡ntaram/ 

           sarvaprabandhasarvasvakalp¡m puÀh¸¡ti vakrat¡m//9 

“When actors, expert in the art of pleasing the audience, are seen 

to play the role of an audience themselves on the stage with other actors 

performing, such a play-episode within a play-episode may be regarded 

as illustrating a literary art which beautifies the entire drama 

exquisitely.” 

 Here the actors also play the role of a spectator and it really 

delights the readers though they have a passive role with some minute 

expressions. Inclusion of such a garbh¡´ka in a drama is really a great 

task and only a brilliant one can depict it properly. As one of the 

examples to this, Kuntaka cites the garbh¡´ka from the seventh act of 

the Uttarar¡macarita of Bhavabh£ti. Here the pathetic plight of pregnant 

S¢t¡ who is left alone in the forest by LakÀma¸a on the advice of R¡ma 

is very beautifully depicted as garbh¡´ka. In the play within a play S¢t¡ 

cries deeply saying that she would end her life by jumping in to the 

River Bh¡g¢rath¢ because there is nobody to rescue her from the wild 
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beasts. Here the actors R¡ma and LakÀma¸a now playing the role of 

spectators really shed the tears seeing S¢t¡’ s helpless situation and 

doubtlessly this artistic innovation will cause charm to the readers too.  

4.4.3. Kuntaka’ s evaluation of single verses 

 One of the verses cited from this drama by Kuntaka is as an 

example of sahokti. Bh¡maha in his K¡vy¡la´k¡ra gave the definition of 

sahokti as:- 

tulyak¡lam kriye yatra vastudvayasam¡¿raye/ 

padenaikena kathyete sahoktiÅ s¡ mat¡ yath¡//10 

It means where simultaneously two actions relating to two 

different subjects are denoted by a same word is known as sahokti. The 

example cited for this by Bh¡maha is mentioned below. 

himap¡t¡viladi¿o g¡·h¡li´ganahetavaÅ/ 

v¤ddhim¡y¡nti y¡minyaÅ k¡min¡m pr¢tibhiÅ saha//11 

“The night that obscures the quarters by snowfall and makes one 

long for close embraces lengthens just like the amours of lovers.”   

 According to Kuntaka it is similar to upam¡ because here the 

similarity between the night and the amorous of lovers are delighting the 

readers. If there is no such similarity the plane expressions like ‘ the 

teacher reads with the student’  and ‘ the father stands with his son’  etc. 

will also be considered as sahokti even when they do not have any charm 

at all. So refuting the definition given by Bh¡maha, Kuntaka propounded 

a new one which is as follows:- 
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yatraikenaiva v¡kyena var¸an¢y¡rthasiddhaye/ 

uktiryugapadarth¡n¡m s¡ sahoktiÅ sat¡m mat¡// 12 

According to Kuntaka, sahokti means, two meanings are 

expressing at the same time by a single sentence to enrich the beauty of 

the described subject. Kuntaka cites the incident of Rama’ s killing of a 

¿£dra sage named áaÆb£ka for explaining his sahokti and it is given 

below. 

he hasta dakÀi¸a m¤tasya ¿i¿ordvijasya 

j¢v¡tave vis¤ja ¿udramunau k¤p¡¸am/ 

     r¡masya p¡¸irasi nirbharagarbhakhinna 

dev¢viv¡sanapa¶oÅ karu¸¡ kutaste//13 

“O my right hand, to bring back to life. The dead child of a pious 

Brahmin, let fall thy sword on the ¿£dra sage! Indeed thou art R¡ma’ s 

hand, one who banished even his innocent queen, in a sad state of 

advanced pregnancy. How can there be any pity in thee?”  

 For explaining sahokti, Kuntaka quotes a beautiful verse from 

Uttarar¡macarita of Bhavabh£ti, here the poet incorporates two 

meanings simultaneously in a same sentence very brilliantly. The first 

idea conveyed here is that it is the hand of R¡ma who very cruelly 

banished his pregnant wife without any mercy. So it is proper for R¡ma 

to be merciless once again to kill the ¿£dra sage, though it is 

undeserving, in order to protect the dead child of a Brahmin. The second 

idea of this verse is, if the hand of R¡ma is reluctant to kill the ¿£dra 

sage thinking that he himself is kind and generous, it will never be 

acceptable because it is the hand of such R¡ma who has already proven 
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his cruelty by banishing his innocent wife at the time of her advanced 

pregnancy. So the killing of the sage is an easier thing for R¡ma and it 

will also never depreciate his quality. Here in both the meanings, the 

word R¡ma possesses an unexplicable r£·hivaicitryavakrat¡ by 

enriching the sentiment of love-in-separation. 

4.5. M¡lat¢m¡dhava 

 M¡lat¢m¡dhava is a prakara¸a with an invented plot. But some of 

the incidents described in it have resemblance to the incidents of 

Kath¡sarits¡gara written based on Gu¸¡·hya’ s B¤hatkatha. It is divided 

in to ten acts and discusses the life of the middle class people, below the 

rank of royalty. It is a love story between M¡lat¢, daughter of the 

minister Bhurivasu and M¡dhava, son of another minister Devavrata. So 

obviously its main sentiment is ¿¤´g¡ra. 

4.5.1. Kuntaka’ s evaluation of single verses  

 Kuntaka cites only two verses from M¡lat¢m¡dhava for 

substantiating his argument. Though he does not cite any instance from 

this drama for contextual and compositional figurativeness, his 

observation of single verses is praiseworthy. In Kuntaka’ s definition of 

poetry, sahitau means the harmony between one word and another and 

also between one meaning and another. According to him discordance 

between the word and meaning will completely spoil the beauty of a 

verse. Kuntaka cites a verse from M¡lat¢m¡dhava to show the loss of 

beauty due to the discord between the meaning. In the fifth act of 

M¡lat¢m¡dhava a demon named Aghoragha¸¶a and his pupil 

Kap¡laku¸·al¡ were in a search of a beautiful maiden as an offer to their 
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goddess. They kidnapped M¡lat¢ for this purpose. M¡dhava, the hero 

reached there by hearing a cry for help. Then M¡dhava says these words 

towards Aghoragha¸¶a, while he is going to kill M¡lat¢.   

as¡ram sams¡ram parimuÀitaratnam tribhuvanam 

nir¡lokam lokam mara¸a¿ara¸am b¡ndhavajanam/ 

adarpam kandarpam jananayananirmm¡¸amaphalam 

jagajj¢r¸¸¡ra¸yam kathamasi vidh¡tum vyavasitaÅ//14 

 “Lost is the charm in life, robbed is the universe of its best jewel, 

sightless is the world made; now death is the only succour for kinsfolk. 

Humbled is the love-god, and in vain are the eyes of people made; the 

globe itself will be a dying forest, when you accomplish your nefarious 

intent.” 15 

 In this verse meaning of each word beautifully depicts the extreme 

beauty of a heroine and so it contributes charm to the whole verse. But 

among them a single sentence stating that ‘death is the only succour 

kinsfolk’  does not contribute any charm to this verse. Thus this verse can 

never entertain the connoisseurs. According to Kuntaka the poetic 

excellence of a poet should work hard to make each single sentence of a 

verse attractive. He also says that it is not an easy task to suggest an apt 

alternative instead of the dull sentence mentioned in it. Then he suggests 

a substitute phrase, which is ‘vidhimapi vipann¡dbhutavidhim’ . It means 

that “ the creator is aggrieved by the death of his best handiwork” .16 Here 

without merely criticizing the verse Kuntaka suggests a beautiful 

solution for avoiding its impropriety. It is considered as one of the 

beautiful modifications made by Kuntaka in a verse.  
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 Another verse taken from this prakara¸a is given below. While 

discussing the varieties of simile, Kuntaka denotes that the simile will be 

of two kinds in the case of compound words as 1) implied and 2) 

expressed. Then he cites a verse from M¡lat¢m¡dhava as an instance of 

the second variety. These are the words of M¡dhava to his friend 

Makaranda and his servant Ka½ahamsa, after seeing M¡lat¢ in a Cupid 

festival.  

y¡nty¡ muhurvalitakandaram¡nanam ta- 

  d¡v¤ttav¤tta¿atapatranibham vahanty¡/ 

  digdho’m¤tena ca viÀe¸a ca pakÀma½¡kÀy¡ 

  g¡·ham nikh¡ta iva me h¤daye ka¶¡kÀaÅ//17 

 “As she went arching her neck often, her face like a lotus bloom 

whirled all round, the glance of my thick-browed beloved seemed to be 

dipped in nectar and poison and stuck deep in my heart as it were.”18  

 The compound words in this verse are 

muhurvalitakandaram¡nanam and ¡v¤ttav¤tta¿atapatranibham. Here the 

poet compares the face of the damsel with a lotus and for this purpose he 

directly expresses the word nibham means equal. Thus it will become 

one of the apt examples of this particular variety of simile. It is famous 

that Kuntaka is unique due to his plausible suggestion of new word or 

sentence for increasing the charm of a particular verse. Here also 

Kuntaka has done appreciable change for keeping the harmony between 

the meanings of a verse. Thus Kuntaka’ s observation of a single verse as 

well as the whole composition is equally admirable. Though Kuntaka has 
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selected only two verses from this drama, his observation on them is 

noteworthy.  

4.6. Mudr¡r¡kÀasa 

 Mudr¡r¡kÀasa of Vi¿¡khadatta is a seven act drama written in 

sixth century C.E. It is based on the political intrigues of C¡¸akya, 

minister of Candragupta to win over R¡kÀasa, the minister of Nandas to 

his side. Unlike in most of the Sanskrit dramas, the erotic sentiment and 

humour have no role in this particular play. There is no female character 

in this play except the significant presence of Candanad¡sa’ s wife. The 

playwright brilliantly handled the development of the plot following the 

canons of N¡¶ya¿¡stra. Vi¿¡khadatta brilliantly depicts the political 

problems, actions and counteraction etc. Contextual and compositional 

figurativeness is used by Kuntaka to evaluate this play.  

4.6.1. Compositional figurativeness 

 Kuntaka cites the name of this drama for one of the varieties of 

compositional figurativeness. Kuntaka opines that straight forward title 

never contribute any charm to a composition. The names of a title itself 

also possess an important role in an overall beauty of a composition. For 

substantiating it, he cites the name of the works like Mudr¡r¡kÀasa, 

Abhijµ¡na¿¡kuntala etc. R¡kÀasa was a former minister of Nandas, by 

whose annihilation C¡¸akya had secured the throne for his king 

Candragupta. R¡kÀasa was a firm and devoted minister, who kept his 

loyalty towards his master. The cunning C¡¸akya would like to win over 

R¡kÀasa to his side. C¡¸akya accomplished his wish through a signet 

ring of R¡kÀasa coming in to his possession. Once Nipu¸aka, a spy of 
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C¡¸akya wanders as an ascetic and reaches the house of Candanad¡sa, 

where the family of R¡kÀasa was staying. From there Nipu¸aka 

happened to pick up a ring of R¡kÀasa and bestow it to C¡¸akya. This 

incident is the pivot on which the story hangs. It is easy to assess the 

story of a composition which have straight forward title like 

Hayagr¢vavadha, R¡macarita etc. But the essences of the names like 

Mudr¡r¡kÀasa, Abhijµ¡na¿¡kuntala etc. came to realize while going 

through the entire text. While reading the text, the brilliance of the 

choice of the title will fascinate the readers.   

 Kuntaka also points out through his variety of compositional 

figurativeness that the ability of great poets in depicting a new political 

strategy in their work using their sharp intelligence will delight the 

readers. He cites Mudr¡r¡kÀasa and T¡pasavatsar¡ja as examples to it. In 

Mudr¡r¡kÀasa the political machinations used by both R¡kÀasa and 

C¡¸akya are highly appreciable. In T¡pasavatsar¡ja poet uses an 

innovative technique like the fake death of V¡savadatt¡ for the ultimate 

triumph of Udayana. In both works, a fresh form of political strategy 

applied by the poets is really significant. Kuntaka very critically brings 

out this aspect in his evaluations. 

4.6.2. Contextual figurativeness 

 Kuntaka takes a small episode from Mudr¡r¡kÀasa for discussing 

one of the varieties of contextual figurativeness. Through this variety, 

Kuntaka depicts how such a small incident like an unknown man’ s 

suicide attempt leads this drama in to its fulfillment by the brilliance of 

poet Vi¿¡khadatta. Though knowing all the diplomacy, R¡kÀasa also 

believes the person sent by C¡¸akya and decides to go to rescue the life 
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of Candanad¡sa offering his own body. In the sixth canto an unknown 

man pretends as he is going to commit suicide in front of R¡kÀasa 

according to the play of C¡¸akya. From that unknown man R¡kÀasa 

came to know the reason of his suicide is due to his passion towards his 

friend named ViÀnud¡sa, who gone out of the city deciding to sacrifice 

himself in to the fire. ViÀnud¡sa decided to do so because his friend 

Candanad¡sa will be executed for sheltering the family of R¡kÀasa. 

Though both C¡¸akya and R¡kÀasa were great diplomatists, still 

R¡kÀasa believes the deeds of that unknown man sent by C¡¸akya. 

Through this Vi¿¡khadatta makes clear that ultimate triumph fall in a 

single hand in a fight. Thus C¡¸akya win his plan by the possession of 

R¡kÀasa with his side. 

4.7. N¡g¡nanda 

 N¡g¡nanda is a five act drama written by ár¢harÀa in 7th century 

C.E. He also wrote two n¡¶ikas known as Priyadar¿ik¡ and Ratn¡val¢. 

Kuntaka cites a single verse from Ratn¡val¢ but not from Priyadar¿ik¡. 

N¡g¡nanda is the most interesting one among the three plays of ár¢harÀa. 

The original source of N¡g¡nanda is considered to be B¤hatkath¡. 

N¡g¡nanda has two distinct parts. The first part depicts the love affair of 

J¢m£tav¡hana and Malayavat¢. The second half depicts the noble self 

sacrifice of J¢m£tav¡hana. In N¡g¡nanda, the playwright adds all the 

ingredients essential for a good drama. He depicts the emotions of self 

sacrifices and charity in an attractive manner. In this drama once the 

hero, J¢m£tav¡hana happened to see a plenty of bones of serpents killed 

by Garu·a, whom the serpent King V¡suki offered each serpents every 

day for his meal. For protecting the rice of serpents J¢m£tav¡hana 
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sacrifices himself. At last he protects the whole race of serpents and also 

attains his family and Kingdom.   

4.7.1. Compositional figurativeness 

 Kuntaka cites N¡g¡nanda for explaining one of the varieties of 

compositional figurativeness. Through this variety, Kuntaka explains 

how a hero primarily achieves a single goal and then incidentally he also 

attains many other equally important deeds. In N¡g¡nanda, the ideal one 

J¢m£tav¡hana offers his own body and saves a serpent named 

áa´khac£·a from Garu·a. J¢m£tav¡hana did so because once he 

happened to hear a lament of a serpent that it was her son’ s turn that day 

to be the prey of Garu·a. Then Garu·a begins to eat áa´khac£·a 

without realizing that this is not a serpent. Garu·a become remorseful 

when he came to realize the prey he started to eat was a great 

Vidy¡dhara princess. Afterwards Garu·a take a vow of non-violence. 

Through this J¢m£tav¡hana not only saves a single serpent but also the 

whole race of serpents.  

 In this drama the sole aim of hero named J¢m£tav¡hana is to 

protect a serpent. But with his own infinite greatness, he happens to 

protect the whole race of serpents by changing the mind of Garu·a. 

Moreover he happens to meet his parents and wife and also attains the 

kingship of Vidy¡dhara kingdom. In this manner though the mind of 

hero is completely in the pursuit of a single aim, infinite other good 

incidents, which the hero did not aimed also come flooding in front of 

hero by his virtue. According to Kuntaka, such innumerable 

achievements contribute extreme literary beauty and should delight the 

readers. Through depicting it, the poet would like to say that the ultimate 
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results of virtue and self-sacrifice will be universal and individual well 

being. Including such unique depiction of moral message of a drama, 

which helps the complete evaluation of a text, Kuntaka again proved his 

minute power of observation and analysis.  

4.8. P¡dat¡·itaka 

 P¡dat¡·itaka is a bh¡¸a of áyamilaka and includes under the title 

caturbh¡¸i. The other three are Padmapr¡bh¤taka of á£draka, 

Dh£rtavi¶asamv¡da of Ì¿varadatta and Ubhay¡bhis¡rika of Vararuci. 

These are one act humorous monologues. Another variety of having the 

same satirical nature is prahasanas. The notable difference between the 

prahasana and bh¡¸a is that the former has greater scope for satire and 

comedy and the latter has abundance of erotic sentiment. The main topic 

discussed in the categories of r£paka like bh¡¸a and uts¤À¶ik¡´ka are the 

message of love. The works like Abhinavabh¡rat¢, Aucityavic¡racarcc¡ 

have cited verses from P¡dat¡·itaka. Date of áyamilaka is uncertain, but 

some external evidences help to surmise that he was lived in the 9th 

century C.E.  

4.8.1. Kuntaka’ s evaluation of a single verse 

 Kuntaka cites a single verse from P¡dat¡·itaka as an instance of 

sweetness (m¡durya) of intermediary style (madyama m¡rga). Sweetness 

of intermediary style has the qualities of both the tender (sukum¡ra) and 

variegated (vicitra) style. The verse cited from P¡dat¡·itaka is as 

follows:- 
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vel¡nilairm¤dubhir¡kulit¡½ak¡nt¡ 

g¡yanti yasya carit¡nyapar¡ntak¡nt¡Å/ 

l¢l¡nat¡Å samavalambya lat¡star£´¡m 

hint¡lam¡liÀu ta¶eÀu mah¡r¸¸avasya//19 

 “On the shores of the mighty ocean, studded with palm-groves, 

the bells on the west-cost lean against shrubby trees, and sing his mighty 

deeds with curls waving in the gentle sea-breeze.”20 

 According to Kuntaka, the quality named sweetness of tender style 

should not possess too many compounds and also it should attract the 

mind of readers not only with charming words but also with beauty of 

their sense and charming usage. The sweetness in variegated style should 

be relieved of loose texture. The verse mentioned above is free from 

numerous compound words and loose texture. So it has the features of 

the quality named sweetness of both tender and variegated style. 

Undoubtedly it should delight the readers with its charming usage and 

meaning. Thus it is considered as the fine instance for the sweetness of 

intermediary style. The variant readings are found in the third line. The 

available text of P¡dat¡·itaka has the word utka¸·it¡Å instead of 

l¢l¡nat¡Å. The word l¢l¡nat¡Å is suited to lat¡star£´¡m. So the proper 

change made by Kuntaka or the scribe is highly significant.   

4.9. Lost plays cited by Kuntaka 

 There are numerous minor plays in Sanskrit literature but their 

entire texts are now in oblivion. The information about these texts is 

obtained only through some citations from poetic texts. Moreover the 

texts like Indian k¡vya literature of A.K Warder, ‘Some old lost R¡ma 
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plays’  of V. Raghavan, ‘R¡makatha’  of Kamil Bulke also threw some 

light for them. Some of the old lost plays cited by Kuntaka like 

K¤ty¡r¡va¸a, Chalitar¡ma, Ud¡ttar¡ghava etc. are also in the texts like 

S¡hityadarpa¸a, á¤´g¡raprak¡¿a etc. But some of them like 

P¡¸·av¡bhyudaya, Pratim¡niruddha etc. came to light only through 

Kuntaka. Among these minor dramas Kuntaka cites one or two verses 

from only three like R¡gav¡nanda, Abhijµ¡naj¡naki and 

Hanumann¡¶aka. He cites Ud¡ttar¡ghava and PuÀpad£Àitaka for 

discussing contextual figurativeness. Details of these dramas are given 

below. Remaining dramas are mentioned only through their title for 

discussing two varieties of compositional figurativeness. Kuntaka’ s 

overall assessment of these texts is impossible due to lack of verses 

taken from them. So brief information about these dramas is given as 

appendix.  

4.9.1. Ud¡ttar¡ghava 

 There is no exact information about this drama. Some of its 

citations are found in N¡¶yadarpa¸a, S¡hityadarpa¸a etc. It is 

conjectured that most probably it is written by one Ana´gaharÀa 

M¡yur¡ja of 8th century C.E. and he is the son of King 

Narendravardhana. R¡ja¿ekhara says about M¡yur¡ja as follows:-  

m¡yur¡jasamo n¡nyo jajµe kalacuriÅ kaviÅ/ 

udanvataÅ samuttasthuÅ kati v¡ tuhin¡m¿avaÅ//21 

 “No poet was born in the Kalachuri family who equaled 

M¡yur¡ja. This is not surprising; for how many moons have sprung from 

the ocean.”22 
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 This drama has six cantos and its story starts with the exile of 

R¡ma up to the return of R¡ma in to the Ayodhy¡ after killing R¡va¸a. 

In it a few demons personifying as some character belongs to the side of 

R¡ma and gave some false information too. For example in the fourth 

canto one demon personifying as Hanuman and inform Sugr¢va that 

R¡va¸a killed S¢t¡. Hearing this sad plight of S¢t¡, Sugr¢va wished to 

enter in to the fire after bestowing the kingdom to A´gada. But the 

entering of real Hanuman at the proper time rescued Sugr¢va from his 

deed.  

 The speciality of this drama is the innovation found in the 

abduction of S¢t¡. Here first of all LakÀma¸a goes to kill the golden 

deer. At that moment R¡va¸a, approaching R¡ma and S¢t¡, disguises as 

an ascetic and blames R¡ma for letting LakÀma¸a alone for killing the 

golden deer. While another disguised demon enters the hut and tells 

them that the golden deer that LakÀma¸a is chasing is a demon in 

disguise. Only after hearing this, R¡ma went to seek LakÀma¸a keeping 

S¢t¡ aside to the disguised ascetic. 

 As an example for contextual figurativeness Kuntaka discusses 

this instance from Ud¡ttar¡ghava. Here the poet makes some 

developments in the new plot from its original source. For example in 

R¡m¡ya¸a, R¡ma goes to catch the golden deer and then LakÀma¸a goes 

to help him by the compulsion of S¢t¡. But according to the author of 

Ud¡ttar¡ghava, it is not proper for R¡ma to chase the golden deer when 

his younger brother LakÀma¸a was with him. Moreover it is also not 

proper that LakÀma¸a goes to help his elder brother R¡ma when he hears 

R¡ma’ s cry. For avoiding such impropriety the author of Ud¡ttar¡ghava 
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changed the context and here first of all LakÀma¸a goes to catch the deer 

and only then R¡ma went to help him by hearing the cry of LakÀma¸a. 

This is really a proper innovation made by the poet to make this plot 

attractive and also to delight the readers. Kuntaka’ s selection of this 

particular situation for explaining his concept of contextual 

figurativeness is also highly appreciable.  

 From some citations it seems that for writing this drama, 

M¡yur¡ja wished to omit some blemishes found in the original source. 

The context mentioned above is one of its best instances. Moreover in 

this drama, the poet avoided R¡ma’ s deceitful killing of V¡lin as 

mentioned in R¡m¡bhyudaya. Danika in Da¿ar£p¡valoka says it as 

‘ chadman¡ v¡livadho m¡yur¡jenod¡ttar¡ghave pariyaktaÅ’ . 23  The 

poet’ s beautiful depiction of the dilemma of R¡ma in a single verse is 

also praiseworthy. After hearing the pathetic cry of LakÀma¸a, R¡ma got 

confused that either he would went out to the search of LakÀma¸a or to 

protects S¢t¡. Thus M¡yur¡ja tries to refine some portions of R¡m¡ya¸a 

according to his will. This is really a bold and beautiful attempt of the 

poet.  

4.9.2. PuÀpad£Àitaka 

 Among the lost dramas, Kuntaka cites PuÀpad£Àitaka as instance 

for his final varieties like contextual and compositional figurativeness. 

Some brief information of it is available from the citation of Kuntaka. 

Moreover the citations of other rhetoricians like Abhinavagupta, 

R¡macandra Gu¸candra etc. signifies the literary merit of this drama.  

PuÀpad£Àitaka is a lost six act Jain drama written in Sanskrit by one 



 

 

207 

Brahmaya¿as or Brahmaya¿asv¡min. This is a story of Samudradatta and 

Nandayant¢.  

 In the first act, S¡garadatta, father of Samudradatta happens to 

hear a rumour about the virtue of Nandayant¢, while his husband is 

abroad. In the second act Samudradatta secretly visits his wife 

Nandayant¢ by giving his ring as a bribe to the guard. Due to the 

unavailability of the complete text it is not clear about the reason of the 

secrecy of Samudradatta’ s visit with his own wife. In the third act the 

father in law has driven Nandayant¢ to the forest hearing her gathering 

with a stranger. Then in the fourth act from the guard Kuvalaya, who has 

been away from S¡garadatta, shows the ring he had as a bribe. 

S¡garadatta fills with great remorse by realizing his son’ s ring. He 

curses himself of his cruel banishment of Nandayant¢, the daughter of 

Vijayadatta in her advanced pregnancy. Kuntaka cites the interrelation 

between the ring episode of second and fourth act as an instance of 

contextual figurativeness. In the fifth act Kuvalya conveys Nandayant¢ 

about the welfare of his husband Samudradatta. The final act ends with 

the reunion of husband and wife in a dramatic way.  

 Apart from the lost dramas mentioned in these two varieties of 

compositional figurativeness, Kuntaka also cites some other minor plays 

in some other situations. Information about some other R¡ma plays 

quoted by Kuntaka for different contexts is given below. They are 

R¡ghav¡nanda, Abhijµ¡naj¡naki and Mah¡n¡¶aka. 

4.9.3. R¡ghav¡nanda 

 There is not much information about this play. Other rhetoricians 
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like Mamma¶a, Bhoja, Abhinavagupta etc. also cite the same verse in 

their works. The anthology named Saduktikar¸¡m¤ta ascribed this verse 

to Vi¿¡khadatta. If Vi¿¡khadatta, the author of Mudr¡r¡kÀasa is also the 

author of R¡gav¡nanda or the ‘ Joy of R¡ghava’ , it was written before 9th 

or 10th century C.E. Citation of Bhoja and Abhinavagupta also prompt us 

to surmise that it was written before 10th century C.E. Kuntaka cites a 

single verse from it. It is as follows:- 

r¡mo’ sau bhuvaneÀu vikramagu¸aiÅ pr¡ptaÅ prasiddhim par¡- 

masmad bh¡gyaviparyay¡dyadi param devo na j¡n¡ti tam/ 

vand¢vaiÀa ya¿¡msi g¡yati marudasyekab¡¸¡hati- 

¿re¸¢bh£tavi¿¡lat¡lavivarodg¢r¸aiÅ svaraiÅ saptabhiÅ//24 

 “This is R¡ma, so famous in the worlds for his heroic feats, 

though his majesty (R¡va¸a) is not aware of him by our misfortune! 

Here is the wind-god himself singing his glory like a bard, with all the 

seven notes produced while passing out of the hollows of the row of 

giant T¡la trees struck by a single shot of his.” 25  

 Kuntaka cites it as an example of conventional word, one of the 

varieties of lexical figurativeness. Here the word R¡ma does not merely 

indicate the name of a king of Ayodhy¡ but it suggestively indicates an 

extraordinary heroism done by him. This is equal to the 

arth¡ntarasankramitav¡cyadhvani of Ënandavardhana.    

4.9.4. Abhijµ¡naj¡nak¢ 

 Kuntaka cites three verses from this drama as an instance to the 

first variety of contextual figurativeness. According to this variety, 

depiction of beauty of unlimited enthusiasm of some characters will 
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contribute charm to the whole work. The poet keeps this particular 

context as suspense till the conclusion. The verses cited by Kuntaka for 

showing the inspiring words of monkeys are given below:- 

¿ail¡Å santi sahasra¿aÅ pratidi¿am valm¢kakalp¡ ime 

dorda¸·¡¿ca ka¶horavikramarasa kr¢·¡samutka¸¶hit¡Å/ 

kar¸¡sv¡ditakumbhasambhavakath¡Å kim n¡ma kallolin¢ 

k¡nte goÀpadap£ra¸e’pi kapayaÅ kaut£halam n¡sti vaÅ//26 

“Mountains there are in thousand on all sides, but they are no 

more than ant-hills for you. Your massive arms are itching indeed for the 

joyous sport of thick battle. No doubt you have heard the old story of 

sage Agastya who drank up the ocean. This filling in the ocean is no 

better than filling in a small puddle. Monkeys, why don’ t you show 

interest in it?”27 

  ¡ndolyante kati na girayaÅ kanduk¡nandamudr¡m/ 

  vy¡tanv¡n¡Å kapiparisare kautukotkarÀatarÀ¡t/ 

  lop¡mudr¡pariv¤·hakath¡bhijµat¡pyasti kim tu 

  vr¢·¡ve¿aÅ pavanatanayocchiÀ¶asamspar¿anena//28 

“Among monkeys here, may are already playing with mountains 

as if they were balls with great pleasure and eagerness. They also are 

quite aware of the story of Agastya, the husband of Lop¡mudr¡, But only 

they are upset by shame at the prospect of touching the leavings of 

Han£mat.”29 

 Kuntaka chooses the inspiring words of N¢la and J¡mbavan from 

the third act of Abhijµ¡naj¡nak¢ for explaining it. The monkeys are 

unaware of their strength to build a bridge across the ocean. At that 
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moment N¢la says to them that the mountains are just like the ant-hills 

and balls. Moreover he reminds the story of Agastya who drank up the 

ocean. He also added that their reluctance in doing it is due to their 

shame to touch the leavings of Han£mat that is La´k¡ but not of their 

inability. J¡mbavat’ s reply to the words of R¡ma that the monkeys are 

unable to build a bridge across the ocean is also highly inspiring. It is 

thus:-  

ana´kuritaniss¢mamanorathapatheÀvapi/ 

k¤tinaÅ k¤tyasamrambham¡rabhante jayanti ca//30 

“Even in avenues beyond the reach of one’ s boundless desires, the 

great start their worthy efforts and achieve success too.”31  

 Undoubtedly it is sure that these are really beautiful inspiring 

words. The interesting fact is that Kuntaka chooses the instances from 

lost composition for a particular contextual figurativeness. Such attempt 

makes clear Kuntaka’ s effort in selecting most significant example for 

each context.  

4.9.5. Mah¡n¡¶aka  

 Mah¡n¡¶aka is also known as Hanuman-n¡¶aka, there is no 

certainty about the authorship of this drama. The verse at the end of this 

drama says that it is written by Sri Hanum¡n, the famous Puranic legend 

and the son of v¡yu. Some scholars opine that it is written by one 

D¡modarami¿ra of 11th century C.E. It is also known as ch¡y¡-n¡¶aka or 

shadow play. It attains a unique position in Sanskrit dramatic literature 

because of its incorporation of all sentiments in a single drama. Most of 

its portions are written in the form of verse and a little in prose. Its verses 
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are mostly in the nature of epic than dramatic character. Max Muller 

opines about it that it rather than an epic than a true drama32. Absence of 

vid£Àaka and Prakrit verses are other notable features of this drama. It 

consists of fourteen chapters. De opines that this drama is included in the 

category of the last division named samgraha (entire), the division of 

dramas propounded by Subandu. á¡rat¡tanaya in is Bh¡vaprak¡¿a  

informs the five kinds of divisions of drama of Subandu. Subandu does 

not define this last variety more clearly. He says about it as ‘ sarva-v¤tti-

viniÀpannam’  and ‘ sarva-lakÀana-samyutam’ . This means that it has all 

the dramatic v¤ttis that are fully developed and all the technical n¡¶aka-

lakÀanas.33 

 But a keen evaluation of the text makes it clear that the verses 

found in Hanumann¡¶aka are a complete replica of some other Sanskrit 

texts. The famous verse snigdha ¿y¡mala k¡nti…of Mah¡n¡¶aka is taken 

from the R¡m¡bhyudaya of Ya¿ovarman.34 It is quoted in Dhvany¡loka 

as an example of artth¡ntarasaÆkramitav¡cyadhvani. The verses of 

Mah¡n¡¶aka is also taken from the works like B¡lar¡m¡ya¸a, 

Mah¡v¢racarita, Anargar¡ghava, Prassannar¡ghava and other known and 

unknown R¡ma plays. Moreover the author depends on the anthologies 

like Subh¡Àit¡val¢, á¡r´gadarapaddhati etc. It is also a possibility that 

either the Mah¡n¡¶aka mentioned by Subandu is different from the text 

available now or it existed in a different form in his time. Kuntaka cites 

two verses from this dramatic piece. One of them is as follows: 

snigda¿y¡ma½ak¡ntiliptaviyato velladval¡k¡ ghan¡ 

v¡t¡Å ¿¢kari¸aÅ payodasuh¤d¡m¡nandakek¡Å ka½¡Å/ 
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k¡mam santu d¤·ham ka¶horah¤dayo ramo’ smi sarvvam sahe 

vaideh¢ tu katham bhaviÀyati hah¡ h¡ dev¢ dh¢r¡ bhava//35 

Here in the word ‘vellad’ , the affix ‘ ¿at¤’ , denoting the present tense and 

not the past or future and is creating a beautiful grammatical 

figurativeness named pratyavakrat¡. Kuntaka then explains beauty of 

instruments of action by taking another instance from this drama. It is 

“p¡¸iÅ samprati me ha¶h¡t kimaparam spraÀ¶um dhanurdh¡vati//” . Here 

the poet’ s intention was just to say that R¡ma would like to take the bow 

with his hand. But deviating from the normal way, the poet brilliantly 

says that his hand rushes to exert the bow by considering hand as a 

subject. There are lots of such examples in the compositions of great 

poets. Actually such expressions make a poem distinct from the common 

world.  

4.10. Conclusion 

 The examination of these dramatic pieces shows that Kuntaka 

cites twenty six different dramas in his text. But it is notable that he did 

not cite any verse from the plays of Bh¡sa. At least Svapnav¡savadatta 

and Pratijµ¡yaugandhar¡ya¸a were available at the time of Kuntaka. 

Still there is no exact reason why Kuntaka ignored these famous plays of 

Bh¡sa. Whatever it is among the different literary genres, dramas have 

an esteemed position. He selects some lost dramas written based on 

R¡m¡ya¸a, Mah¡bh¡rata and a Jain drama named PuÀpad£Àitaka, one of 

the well known prakara¸a named M¡lat¢m¡dhava and a b¡¸a named 

P¡dat¡·itaka along with the famous dramas like Ve¸¢samh¡ra, 

Mudr¡r¡kÀasa etc. Though there are numerous dramas, Kuntaka was 
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very conscious in selecting them in every situation. Kuntaka’ s citations 

of large number of dramas of both famous and rare dramatists reveal that 

he has no partiality towards any particular dramatists. The best platform 

for Kuntaka to bring forth his final varieties like contextual and 

compositional figurativeness to an optimum level is dramas.  

 It is well known that T¡pasavatsar¡ja is a drama written by 

Ana´gaharÀa M¡t¤r¡ja. The name of the author is given in the beginning 

and end of this drama. Unfortunately there is no more information about 

the author except his name. In the introduction of old lost R¡ma plays, 

V. Raghvan says that he has got a manuscript of Ud¡ttar¡ghava but does 

not give any information about it. With the help of this manuscript, 

Camille Bulcke, in Ramakatha, says that Ud¡ttar¡ghava was most 

probably written in 8th Century C.E by one Ana´gaharÀa M¡t¤r¡ja. 

Citation of verses from T¡pasavatsar¡ja of various rhetoricians like 

Kuntaka, Abhinavagupta, Ënandavardhana etc. helps to assign the date 

of T¡pasavatsar¡ja is before 9th Century C.E. Resemblance of the date 

and name of the author of both these dramas makes one surmise that it 

was written by the same person.  

 Likewise it is seen that R¡ghav¡nanda, an old lost drama was 

written by Vi¿¡khadatta. There is no exact evidence to prove that either 

this Vi¿¡khadatta is none other than the author of Mudr¡r¡kÀasa or 

someone else. Kuntaka cites a single verse r¡mo’ sau bhuvaneÀu …… 

from R¡ghav¡nanda. Bhoja’ s citation of the same verse in 

á¤´g¡raprak¡¿a helps V. Raghavan to say that this verse is from 

R¡ghav¡nanda. But still the author of this work is unknown. An 

anthology named Saduktikar¸¡m¤ta ascribed this verse to Vi¿¡khadatta. 
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The reliability of anthologies is limited but not completely negligible. 

Citation of R¡ghav¡nanda’ s verse of Bhoja and Kuntaka helps to assign 

its date before10th century C.E. It is believed that Mudr¡r¡kÀasa was also 

written in between 6th or 7th century C.E. These things help to conjecture 

that both Mudr¡r¡kÀasa and R¡gav¡nanda were written by same author. 
This reveals that still a lot of rare dramas of even some famous writers 

are also in oblivion. So the efforts taken by the rhetoricians like Kuntaka 

should always be regarded as very valuable. Their attempt helps us to 

find out the details of those texts.  

 Yet another resemblance in the name of authors is seen in the 

works like K¤ty¡r¡va¸a and Hayagr¢vavadha. Both are written by one 

Me¸¶ha. The authorship of K¤ty¡r¡va¸a is just conjectured as Me¸¶ha 

but not certain. Likewise there is no certainty about the date of 

Hayagr¢vavadha. But some external evidence helps to assume that it was 

written before 10th Century C.E. Camille Bulcke says that K¤ty¡r¡va¸a 

was written in the beginning of 9th Century A.D. Resemblance in name 

and date prompt to guess that either it is written by same person or two 

different persons having same name.  

 Kuntaka’ s evaluation of Ve¸¢samh¡ra and N¡g¡nanda reveals that 

he always uphold principles of propriety. In Ve¸¢samh¡ra, 

Bha¶¶an¡r¡ya¸a has depicted the amorous sports between Duryodhana 

and Bh¡numat¢ while a great war was happening outside. Kuntaka 

firmly criticizes such impropriety of Bha¶¶an¡r¡ya¸a. In N¡g¡nanda, 

Kuntaka appreciates the self-sacrifice of the hero J¢m£tav¡hana, through 

which he attains many goals of his life. Indication of impropriety in the 

words of S¢t¡ in B¡lar¡m¡ya¸a also shows that Kuntaka never tolerates 
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improper behavior from an ideal character. Kuntaka also appreciates the 

authors of Mudr¡r¡kÀasa and T¡pasavatsar¡ja for their depiction of new 

way of political strategy in their work for delighting the readers. 

Kuntaka’ s propriety in making plausible innovative changes in 

M¡lat¢m¡dhava like ‘vidhimapi vipann¡dbhutavidhim’ and a minute, 

but beautiful emendation found in the verse of P¡dat¡·itaka are also 

praiseworthy.   

 A large number of compositions have been mentioned without any 

further details. Their brief analysis has been given here. Detail 

information is given as appendix. Kuntaka cites few unique literary 

pieces written based on R¡m¡ya¸a. They are R¡m¡bhyudaya, 

Ud¡ttar¡ghava, V¢racarita, B¡lar¡m¡ya¸a, K¤ty¡r¡va¸a, M¡y¡puÀpaka 

etc.  Here Kuntaka just cites the names of these texts for showing the 

uniqueness of the texts though they are written based on the same source. 

By the analysis of the available information on these texts, it is clear that 

the innovations made by the poets are amazing. Moreover, according to 

Kuntaka, unique title of a work plays a significant role in contributing to 

the charm of the work as a whole. It should be related to the pivotal 

incident discussed in the plot. The examples given for such beautiful 

titles are Abhijµ¡na¿¡kuntala, Mudr¡r¡kÀasa, Pratim¡niruddha, 

M¡y¡puÀpaka, K¤ty¡r¡va¸a, Chalitar¡ma and PuÀpad£Àitaka. Among 

them the lost dramas are P¡¸·av¡bhyudaya, R¡m¡nanda, M¡y¡puÀpaka, 

K¤ty¡r¡va¸a, Chalitar¡ma and PuÀpad£Àitaka, R¡m¡bhyudaya and 

Ud¡ttar¡ghava. In them all are R¡ma plays except P¡¸·av¡bhyudaya, 

Pratim¡niruddha and PuÀpad£Àitaka. PuÀpad£Àitaka is the one and only 

Jain drama cited by Kuntaka.  There is not much information about these 
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dramas except their names. Their names indicate that P¡¸·av¡bhyudaya 

and Pratim¡niruddha were written based on Mah¡bh¡rata.  

 Kuntaka cites the minor dramas like Chalitar¡ma, M¡y¡puÀpaka, 

K¤ty¡r¡va¸a Pratim¡niruddha and PuÀpad£Àitaka as instances of 

beautiful title given to a composition. The pivotal incident discussed in 

Chalitar¡ma is the treachery of two demons towards R¡ma by giving 

false news about the character of S¢t¡. So the title Deceived R¡ma is apt 

to this drama. In K¤ty¡r¡va¸a R¡va¸a’ s witchcraft is the main theme 

that leads the story. But it is not clear how the title named PuÀpad£Àitaka 

is connected with the story because of the unavailability of the text. 

Unavailability of the complete text of Pratim¡niruddha also makes it 

difficult to assess connection of this title with its theme. Likewise In 

M¡y¡puÀpaka, the word m¡y¡ means illusion and puÀpaka signifies the 

flying chariot of Kubera. But from the available quotations it is 

impossible to find out the significance of the illusory chariot in this play. 

Kuntaka’ s citation of them in this particular context makes sure that 

there must be connection between the title and pivotal incident described 

in it. Name of texts cited in these two varieties of compositional 

figurativeness are M¡y¡puÀpaka and K¤ty¡r¡va¸a. 

 Kuntaka’ s suggestion of the title of a work without citing any 

verse makes it difficult to identify the works. There may arise some 

doubts about the names of V¢racarita and R¡macarita cited by Kuntaka. 

In N¡¶yadarpa¸a the author says that the sudden end of a sentiment 

while it is flowing well is improper. An instance taken for it is from a 

drama named V¢racarita. Here the word fight between R¡ma and 

Para¿ur¡ma, which was enriched by the heroic sentiment, was 
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interrupted by the words of R¡ma that ‘ka´ka¸amocan¡ya gacch¡mi. In 

the second act of Mah¡v¢racarita the word fight between them was 

interrupted by kaµcuk¢ by saying ‘devyaÅ ka´ka¸amocan¡ya milit¡ 

r¡jan varaÅ preÀyat¡m’. Moreover in the first viveka of N¡¶yadarpa¸a 

the author says that for making R¡ma an ideal hero, Bhavabh£ti 

brilliantly avoids deceitful killing of V¡lin in V¢racarita. Undoubtedly 

this prompts us to think that title given as V¢racarita is none other than 

Mah¡v¢racarita of Bhavabh£ti. Absence of citation of verses makes 

difficult to ascertain the work R¡macarita is either Uttarar¡macarita or 

some other Mah¡k¡vya. But Kuntaka cites some other situation 

explicitly from Uttarar¡macarita. So R¡macarita mentioned by Kuntaka 

is different from it. 

 Among these dramas some of them like Mah¡n¡¶aka, 

K¤ty¡r¡va¸a, R¡m¡nanda are considered as shadow-plays. The first 

drama considered as a shadow play is Dharm¡bhyudaya of 

Meghaprabh¡c¡rya. Unfortunately its date has not been fixed. It is sure 

that there may be some purpose for the creation of shadow plays 

otherwise there is no need to create such replica of something. 

Sometimes it was created for reciting in particular occasions or festivals. 

S.K De opines that Mah¡n¡¶aka is notorious for its shameless 

plagiarism. 36  Most of its verses are taken from R¡mabhyudaya, 

Subh¡Àit¡val¢ etc. 

 The depiction of the anxious words of Lava by seeing the golden 

statue of S¢t¡ in Chalitar¡ma that ‘ayekathamiyamamb¡ 

r¡jadv¡ram¡gat¡, kathamiyam k¡µcanamay¢’  is one of the beautiful 

instances that untouched V¡lm¢ki R¡m¡ya¸a. Though there are lots of 
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innovative themes in these R¡ma plays created by the poets, they never 

tried to change the main sentiment like the Ve¸¢samh¡ra of 

Bha¶¶an¡r¡ya¸a from Mah¡bh¡rata. One of the contributions of Kuntaka 

to Sanskrit literature is his citation of verses from some rare works. Such 

attempts helped to bring some rare works to light. It also inspires the 

scholars for its further enquiry and study. The partial information of 

these R¡ma plays is available from some citations also from other 

poetics texts like S¤´g¡raprak¡¿a, Dhvany¡loka etc. and from some 

anthologies like Subh¡Àit¡val¢, S£ktimukt¡val¢ etc. From these it is clear 

that the different and unique composition based on a same story is 

appreciable. It reveals the poetic imagination of various poets. Such 

types of works also have their own place in literary genre. There is no 

need to avoid them considering them as a replica of something. This is 

what Ënandavardhana said in Dhvany¡loka that:- d¤À¶ap£rv¡ api 

hyarth¡Å k¡vye rasaparigrah¡t/ sarve nava iv¡bh¡nti madhum¡sa iva 

drum¡Å//37 It means that “Even trite subjects in poetry will put on a new 

freshness if they get into touch with sentiment just as the same trees 

appear quite new with the advent of spring.” 38 The reach of the present 

day best seller novels written based on the life of R¡ma and áiva like 

The skion of iksvaku and The immortals of Meluha etc. also reveal the 

same.  
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CHAPTER 5 

KUNTAKA’S EVALUATION OF  

SOME STRAY VERSES 

 

 In Vakroktij¢vita, Kuntaka cites numerous stray verses. There is 

no certainty about the original sources of some stray verses cited by him. 

The verses are familiar through some anthologies like S£ktimukt¡val¢ 

Subh¡Àit¡val¢, Saduktikar¸¡m¤ta and á¡r´gadharapaddhati,1 which were 

compiled after Kuntaka. But Kuntaka’ s citation of verses found in those 

anthologies make it clear that those verses were prevalent in his time or 

even before him. But unfortunately no other source material is available 

to trace the exact origin of those verses. Thus here it is difficult to trace 

the emendation made by Kuntaka. Kuntaka’ s evaluation of these 

particular verses is not negligible.  

 One of the examples cited by Kuntaka is later found in 

Saduktikar¸¡m¤ta is as follows:- 

 damÀ¶r¡piÀ¶eÀu sadyaÅ ¿ikhariÀu na k¤taÅ skandhaka¸·£vinodaÅ  

 sindhuÀvang¡vag¡Å kh£rak£haraga½attucchatoyeÀu n¡ptaÅ / 

 labd¡Å p¡t¡½apa´ke na lu¶hanaratayaÅ potram¡tropayukte 

 yenoddh¡re dharitry¡Å sa jayati vibh£t¡vigniteccho var¡haÅ//2 

“Uniquely triumphant is the great boar whose natural impulses 

had to remain unfulfilled on account of his own greatness, at the time of 

bringing up the submerged earth out of the ocean. Since mountain peaks 

came to be pulverized at the very touch of his tusk. He could not enjoy 
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the game of scratching his itching shoulder. Since the ocean’ s water-

level could not go beyond the cavity of his hoofs. He had to forego the 

pleasures of a hearty batch. Since the mire was so shallow that only the 

snout could touch it. He had to deny himself the pleasure of a joyous 

rolling” .3   

 Kuntaka cites this example to substantiate the importance of 

‘arthaÅ’  mentioned in his definition of poetry. In the definition of poetry 

given by Kuntaka the word ‘arthaÅ’  denotes that the things with its own 

refreshing beauty should delight the readers. This is really a perfect 

example in this context. The verse describes the inability of the boar to 

do his natural impulses. This depiction helps in suggesting the greatness 

of the boar with great aesthetic beauty. Such refreshing beauty of the 

meaning of this verse undoubtedly delights the readers. Yet another 

verse later found in Saduktikar¸¡m¤ta is given below:- 

etanmandavipakvatindukaphala¿y¡modar¡p¡¸·ura- 

 pr¡ntam hanta pu½indasundarakaraspar¿akÀamam lakÀyate/ 

 tatpall¢patiputi kuµjarakulam kumb¡bay¡bhyartthan¡- 

 d¢nam tv¡manun¡thate kucayugam patr¡m¿ukairm¡ pidh¡Å//4 

“O daughter of the village chief, please don’ t cover up your breast 

with leaf-clothings. Its bulge looks all white while the nipple is as dark 

as the black berry ripe in good time. It has become strong enough to bear 

the clasp of the best youth among hunters. Hence, the herd of elephants 

is humbly praying to you to save the glory of their temples (by not 

outgrowing them).”5 
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 As an example of the quality named l¡va¸ya of vicitra m¡rga, 

Kuntaka quotes this verse. The nature of l¡va¸ya of the vicitra m¡rga is 

that there must be a harmonious combination of words, absence of the 

elision of final aspirates and also have short syllables preceding conjunct 

consonants. This example satisfies all these features because there is no 

deliberate addition of words and in the second line, the poet has used the 

short syllables like ‘ ¿a’ and ‘ la’ before the conjunct consonant ‘kÀa’ . 

Through the final word ‘pidh¡Å’ , the presence of final aspirates is well 

explicit. Here the poet very beautifully portrays this verse as the words 

of herds of elephant to the daughter of the village chieftain, asking her 

not to cover her beautiful breast by the leaves because they may get a 

chance to escape from the hunter, who would be eager to touch her 

breast.  

 Kuntaka cites this verse once again as an example of phonetic 

figurativeness (var¸aviny¡savakrat¡). In this variety of phonetic 

figurativeness Kuntaka uses the repetition of new words in the different 

lines of verses instead of the repetition of same words in each line for 

creating extreme charm to a verse. To illustrate one of the varieties of 

lexical figurativeness Kuntaka again cites the following verse, which is 

later found in Saduktikar¸¡m¤ta. 

y¡te dv¡ravat¢m tad¡ madhuripau taddattajhamp¡nat¡m 

k¡½ind¢jalake½ivaµju½alat¡m¡lambya sotka¸¶hay¡ / 

tad g¢tam gurub¡Àpagadgadalasatt¡rasvaram r¡dhay¡ 

yen¡ntarjalac¡ribhirjalacarairapyutkamutk£jitam//6 

“When k¤À¸a went away to Dv¡rak¡, anxious R¡dh¡ besought the 

support of the water-reed bent by his shake in the river Yamun¡, 
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hallowed by water sports in his company earlier. She sang such mournful 

strains in a high-pitched voice with tear filled eyes and choking throat 

that all the aquatic creatures moving in that stream started crying in 

distress.”7 

 Kuntaka cites this verse as an example of the fifth variety of 

lexical figurativeness (padap£rv¡rdhavakrat¡) i.e. beauty of concealment 

of art (samv¤tivakrat¡). The naming of this vakrat¡ is also proper 

because here the poet conceals the essence of the verse very brilliantly. 

Here Kuntaka says that sometimes the poet may feel that a subject will 

lose its charm by direct expression and thus try to conceal the essence 

through a pronoun. He would make it clear later through some other 

clauses. As an example to this, Kuntaka cites this beautiful verse. This 

verse means that after the departure of K¤À¸a to Dv¡raka, R¡dh¡ deeply 

sung that song, leaning on the water reed of the river Yamun¡ that is 

hanging down by the constant shaking by K¤À¸a. She sung it in such a 

way that it makes all other creatures of that river also cry.  

 In the beginning of the third line, the poet uses the words ‘ tad 

g¢tam’ . Here the poet conceals the speciality of the song by using the 

pronoun ‘ tad’  and only in the latter half of the verse the poet makes it 

clear by saying that the song makes all other creature of that river cry. In 

this way the poet beautifully depicts the charm of concealment of art and 

Kuntaka’ s effort to find out such perfect example for this particular 

context is also commendable. Yet another verse cited by Kuntaka found 

in this anthology is given below:- 
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 tarant¢v¡´g¡ni skhaladamalal¡va¸yajaladhau 

  pradhimnaÅ pr¡galbhyam stanajaghanamunmudrayati ca/ 

  d¤¿orl¢l¡rambh¡Å sphu¶amapavadante sara½at¡- 

  maho s¡ra´g¡kÀy¡staru¸imni g¡·haÅ paricayaÅ//8 

“The limbs appear to swim in the surging sea of youthful charm. 

Breasts and hips unseal the affluence of development. The coquettish 

graces of the glances clearly dislodge simplicity. Oh, the maiden’ s 

acquaintance with youth is very close indeed.”9    

  Kuntaka cites this verse as an example of beauty of action 

(kriy¡vaicitryavakrat¡). Through this variety of lexical figurativeness, 

Kuntaka superimposes a nonexistent feature of an object due to 

similarity. This verse beautifully depicts the beauty of the limbs of a 

maiden at the time of the advent of her youth. First of all, the poet says 

that the limbs of the beautiful lady are swimming (tarant¢) in the ocean. 

Here the poet imposes sentient nature like swimming to non- sentient 

objects like the limbs of a maiden.  Then the poet says that her breast and 

hips unwrap (unmudrayati) the prosperity of progress. Here the poet 

considers the breast and hips as subject and compare it with the sentient 

being. Here the poet shows how man opens something at a proper time 

after keeping it with him for a long time. Likewise the beauty of her 

breast and hips reveal themselves at the advent of her youth after 

concealing them in her childhood. The next line of this verse says that 

her glances refute (apavadante) its simplicity. Some new movements of 

her eyes suited to her youth indicate that she has lost her innocent 

glances that she had in her childhood. Here a damsel’ s transformation 

from her childhood to youth is compared through lakÀan¡. The three 
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verbs like tarant¢, unmudrayat¢, apavadante create unexplainable beauty 

of art in this verse. In this way the three actions have its utmost beauty 

by the use of metaphorical application. 

 Kuntaka cites this verse again in two contexts. He cites this verse 

as an example of a single verse having different types of vakrat¡. Here 

the three verbs like tarant¢, unmudrayati, apavadante denote three 

different types of vakratas like kriy¡vaicitrya, k¡rakavaicitrya and 

k¡lavaicitrya respectively in a single verse.   Thirdly he cites it as an 

example of one variety of utprekÀ¡, here Kuntaka attributes some of its 

own functions to inactive objects by considering it as a subject.  The 

extraordinary power of the poet in depicting the function of non-sentient 

object makes it appear as doing the functions of sentient subjects to the 

mind of preceptors.   

 One of the verse cited by Kuntaka later found in S£ktimukt¡val¢ 

is as follows:- 

dinamavasitam vi¿r¡nt¡Å smastvay¡ maruk£pa he, 

 paramupak¤tam vaktum joÀam h¤iy¡ na vayam kÀam¡Å/ 

bhavatu suk¤tairadhvany¡n¡ma¿oÀajalo bhav¡- 

niyamapi puna¿ch¡y¡bh£y¡ tavopata¶am ¿am¢//10 

Kuntaka cites this verse as an example of vy¡jastuti. He defines it 

as follows:- 

yatra v¡cyatay¡ nind¡ vicchittyai prastutasya s¡/ 

stutirvya´gyatay¡ caiva vy¡jastutirasau mat¡//11 
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 The definition of this figure of speech in Kuvalay¡nanda is as 

follows:-  

ukirvy¡jastudirnind¡stutibhy¡m stutinindayoÅ/12 

 In vy¡jastuti either the praise is expressed by obvious strong 

criticism or the disapproval is expressed by the obvious praise. Kuntaka 

cites this verse for vy¡jastuti having praise as primary meaning and the 

disapproval as suggestive meaning. Here someone says to the well of a 

desert that:-  

 “The day is over, rested we are by your kindness, o desert-well. 

Your favours galore we cannot state. Overcome by shyness as we are. 

We wish your water never dries up by the good luck of the wayfarers. 

Also that ¿am¢ tree beside you will always provide good shade.”  

 Here the poet directly praises the generosity of a person, but the 

suggestive meaning of it reveals the ungenerous nature of that person. So 

undoubtedly this is one of the best and beautiful examples for vy¡jastuti. 

Kuntaka cites yet another verse as an example of ¿abda¿½eÀa, one of the 

varieties of á½eÀ¡la´k¡ra. 

yena dhvastamanobhavena balijitk¡yaÅ pur¡str¢k¤taÅ 

ya¿codv¤ttabhuja´gah¡ravalayo ga´g¡m ca yo’dh¡rayat/ 

yasy¡huÅ ¿a¿imacchirohara iti stutyam ca n¡m¡mar¡Å 

p¡y¡tsa svayamandhakakÀayakarastv¡m sarvado-m¡dhavaÅ//13 

In the ninth prak¡¿a of á¤´g¡raprak¡¿a, Bhoja also cites this verse 

as an example of ¿abda¿½eÀa.14 Ënandavardhana also cites this for the 

same, he opines about it as “ If two ideas are manifest (simultaneously) 
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as a result of the power of the word, we have only an instance of double 

entendre (¿½eÀa)” . 15  There are different opinions about ¿½eÀ¡la´k¡ra 

among the rhetoricians. The definition given by Kuntaka for ¿abda¿½eÀa 

is as follows:- 

tulya¿abdasm¤terarthaÅ tasm¡danyaÅ prat¢yate/ 

¿abdasyodbh£tanaÀ¶atv¡t sm¤tiÅ sarvatra v¡cik¡//16 

 When hearing a single word, we have got another meaning of it 

only by the remembrance of another word of the same sound. The sound 

gets destroyed soon after it is produced, the remembrance of its past 

existence alone is the denotation of the meaning everywhere.   

 Among the two meanings, the first one praises Lord áiva. “He by 

whom the god of love was destroyed, by whom the very body of Bali’ s 

enemy was turned in to a shaft, whose necklaces and bracelets are 

serpents forsooth, who bore the celestial River on his head, and whose 

holy title ‘ the moon crested Hara’  is praised by all the gods, may that 

slayer of Andhaka and the spouse of P¡rvat¢ preserve thee.”  

 The same verse also beautifully praises Lord ViÀ¸u in another 

way. “He, the unborn, by whom the cart-demon was killed, whose body 

that conquered Bali was in to a woman’ s form changed, who slew the 

proud serpent K¡liya, who held aloft the mountain as well as the earth, 

whose holy name, ‘ the beheader of Dragon’ s head’ , is glorified by all 

the gods, and who was himself the cause of the destruction of Y¡davas, 

may that all-giver M¡dhava preserve the.”  

 In this way the poet beautifully incorporates the actions of both 

Lord áiva and ViÀ¸u in a single verse properly. Moreover by hearing a 
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single word, another meaning of the same word is grasped. In this 

manner this verse becomes one of the best examples for ¿abda¿½eÀa cited 

by Kuntaka. He again cited the third and final verse of this anthology as 

an example of asatyabh£t¡rtha¿½eÀa. In this variety of ¿½eÀa the 

contextual meaning would be unreal. The example of it is given below:- 

  d¤À¶y¡ ke¿ava gopar¡gah¤day¡ kiµcinna d¤À¶am may¡ 

  tenaiva skhalit¡smi n¡tha patit¡m kim n¡ma n¡lambase/ 

  ekastvam viÀameÀu khinnamanas¡m sarv¡bal¡n¡m gatiÅ 

  gopyevam gaditaÅ sa le¿amavat¡dgoÀ¶he hasanty¡ hariÅ//17 

 “O K¤À¸a, nothing was seen by me, blind as I was by the dust 

raised by cows (also, as I was drawn by love for the cow-herd), hence I 

have stumbled (also, strayed away from morality): and why don’ t you, O 

lord, give support to a fallen one? (also, why don’ t you behave like a 

husband towards me?). Are you not the only succour for the frail 

women, whose minds are troubled by uneven paths (also, whose minds 

are troubled by the love-god)? Thus in the cow-pen was Hari addressed, 

by the cowherdess with equivocal words: may he preserve us for 

long!” 18 

 The verse signifies the words of a woman. One of the meanings of 

the verse is that she could not see anything due to dust raised by the 

cows and so she stumbled down. She asks the Lord why he was not 

supporting the fallen one. He was the sole protector of all the women, 

whose minds are in trouble in some pathetic situations. (The other 

meaning of this verse is that she could not see anything due to her love 

blindness and so she trembled down in to a wrong path. She asks why he 
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is not accepting the position as her. He was the only protector of all the 

women whose minds were troubled by Cupid, the god of love). Thus 

Lord K¤À¸a, about whom the gopikas converses with a smile keeping 

some intention in her mind in Amp¡¶¢, may protect this entire universe. 

Here the poet beautifully depicts the prayer of a helpless woman towards 

K¤À¸a as the contextual meaning, but which is unreal. The real meaning 

of it is the love of gopikas towards K¤À¸a. This makes it clear that the 

poet succeeded in incorporating the asatyabh£t¡rtha¿½eÀa in this verse. 

 Dhvany¡loka has the same verse as an example of artha¿½eÀa. 

Ënandavardhana opines that “Even a suggested figure will not become 

an instance of resonant suggestion based on the power of the word if it 

also gets expressed at the same time by other expressions. In such 

instances we will find only an expressed figure like Evasive speech” 19 

and then he cites the above mentioned verse as an example for it. 

 Two verses cited in Vakroktij¢vita are later found in both 

Subh¡Àit¡val¢ of Vallabhadeva and S£ktimukt¡val¢ of Jalha¸a. Among 

them, the first one is very familiar because it is cited in most of the 

poetic texts as an instance of the figure of speech sam¡sokti. But 

Kuntaka cites this verse as an example of rasavadala´k¡ra. The 

definition given for rasavadala´k¡ra is already discussed before. The 

example given for it is as follows:- 

       upo·har¡ge¸a vilolat¡rakam tath¡ g¤h¢tam ¿a¿in¡ ni¿¡mukham/ 

      yath¡ samastam timir¡m¿ukam tay¡ puro’pi r¡g¡dga½itam na lakÀitam//20 

 The meaning of the verse is that the moon (the lover) glowing red 

due to deep passion takes possession of the face of the night (face of the 
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heroine) having twinkling stars. At that moment the darkness disappears 

in the east (she did not even notice that the entire black garment of her 

has slipped off in front of her) which is not noticed due to illumination 

(due to deep passion).  

 Here the prominent subject is the description of moon and the 

night and here the poet brilliantly incorporates the relation of the lovers 

without direct denotation by the help of the figure of speech called 

metaphor (r£paka). The ¿½eÀa stands as subordinate to metaphor making 

this verse an apt example for rasavadala´k¡ra according to 

Ënandavardhana. 

 It is familiar that the depiction of irrelevant subject through the 

explanation of relevant subject is known as sam¡sokti. The definition 

given for sam¡sokti in K¡vy¡la´k¡ra and K¡vy¡dar¿a is given below 

respectively. 

     yatroktau gamyate’nyo’ rthastatsam¡navi¿eÀa¸aÅ/ 

     s¡ sam¡soktiruddiÀ¶¡ samkÀipt¡rthatay¡ yath¡//21 

 Where the irrelevant subject is explained briefly using the same 

epithet of relevant subject is called as sam¡sokti by the scholars.  

vastu kiµcidabhipretyatattuly¡nyavastunaÅ/ 

uktiÅ samkÀepar£patv¡t s¡ sam¡soktiriÀyate//22 

Some another similar subject is explained briefly by keeping 

either the irrelevant or relevant thing in mind is called sam¡sokti.  

 In the above mentioned verse, the irrelevant subject like the 

relation of lovers is pictured brilliantly by the poet through the relevant 
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subject like the description of the beautiful night. It is really difficult to 

differentiate sam¡sokti and aprastutapra¿ams¡ both of them are almost 

equal. Kuntaka firmly object the existence of sam¡sokti and he says 

that:- 

  sam¡sokti sahokti¿ca n¡la´k¡ratay¡ mat¡/ 

  ala´k¡r¡ntaratvena ¿obh¡¿£nyatay¡ mat¡//23 

 According to Kuntaka, sam¡sokti and sahokti are not figures of 

speech because they have the nature of other figure of speeches and also 

they did not possess any poetic charm too. 

 Kuntaka cites the next verse as an example of ‘praise of the in 

apposite’  (aprastutapra¿ams¡) and the definition of it is already given in 

this chapter and the example of it is as follows:- 

l¡va¸yasindhuraparaiva hi keyamatra 

yatrotpal¡ni ¿a¿in¡ saha samplavante/ 

unmajjati dviradakumbhata¶¢ ca yatra 

yatr¡pare kadalik¡¸·am¤¸¡lada¸·¡Å//24 

 This is an exclamatory remark of a man on seeing a beautiful 

woman in the sea shore. He exclaims that which is the beautiful river 

that was never seen before? and here the blue lotuses float along with the 

moon, the head of the elephants has reached its pinnacle, the stems of the 

plantain tree and the stems of the lotuses are also seen. Then he 

compares the beautiful river to the damsel, the blue lotuses to her eyes, 

her face to the moon, the head of the elephant to her breast, the stem of 

the plantain tree to her thighs and also the shoots of the lotuses to her 

hands. Here by the support of the irrelevant subject in the sentence like 



 

 

232 

the description of the river, the intended subject of the poet like the 

beauty of a maiden is manifested based on their similarity. In this way, 

the poet beautifully brings about aprastutapra¿ams¡ in this verse and 

Kuntaka’ s selection of this verse for this particular context is also 

significant. This verse is also cited by V¡mana in his 

K¡vy¡la´k¡ras£trav¤tti of V¡mana. 

 One of the verses later found in the section named viyogipral¡p¡Å 

among the 163 sections of á¡r´gadharapaddhati is as follows. 

nidr¡nim¢litad¤¿o madamanthar¡y¡ 

n¡pyartthavanti na ca y¡ni nirarthak¡ni/ 

ady¡pi me varatanormadhur¡¸i tasy¡- 

st¡nyakÀar¡¸i h¤daye kimapi dhvananti//25 

“With eyes closing in drowsiness, her gait slowed down by drink, 

that lovely one uttered such sweet expressions, neither meaningful nor 

meaningless, which still suggest something in my heart even now.”    

 Kuntaka cites this verse as the example of figurativeness of 

concealment (samv¤tivakrat¡), one of the variety of lexical 

figurativeness (padap£rv¡rdhavakrat¡). Here the word ‘ something’  

denotes the unexplainable delight by hearing the sweet voice of  the 

damsel, which can only be experienced  but not be expressed. Moreover 

the pronoun ‘ such’  denotes the sweet voice coming in the memory of 

that delightful experience. The epithet ‘meaningless’  indicates that it is 

unexplainable but can only be experienced and also the same is 

expressed as ‘nor meaningless’ , which really contributes extreme delight 
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to the context and hence it helps in avoiding the incoherence 

(ap¡rthakatvadoÀa). The second verse from this anthology is as follows:- 

unnidrakokanadare¸upi¿a´git¡´g¡ 

 guµjanti maµju madhup¡Å kamal¡kareÀu/ 

 etacchak¡sti ca ravernavabanduj¢va- 

puÀpacchad¡bhamuday¡calacumbi bimbam//26 

 “Bees hum sweetly in lotus lakes with their bodies reddened by 

the pollen of full-blown lotuses. And here shines the orb of the sun on 

the summit of the Eastern Mount like a flower bunch of hibiscus glowing 

all red.”  

 Kuntaka cites this verse as an example of one of the varieties of 

phonetic figurativeness (var¸aviny¡savakrat¡), where the consonants 

like spar¿as (‘ka’  to ‘ma’ ) combines with the nasals (the fifth one in the 

series of consonants from ‘ka’  to ‘ma’ ) like ´a, µa, ¸a, na and ma. Here 

in the end of the first line the consonants combine with the nasal ‘´a’ 

and in the beginning of the second line it combines with ‘µa’  and also in 

the last line the combination of consonants with the nasal ‘ma’  is also 

clear. In á¡r´gadharapaddhati, this verse comes under the section named 

the description of sun. 

 It is interesting to note that these two simple and beautiful verses 

cited by Kuntaka are later found in á¡r´gadharapaddhati. Kuntaka cited 

these verses for substantiating one of the varieties of his first two 

figurativeness named phonetic figurativeness and lexical figurativeness. 

This is really an encyclopedic work having numerous verses belonging 

to various topics.  
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 Some important verses cited by Kuntaka are later compiled in 

Subh¡Àit¡val¢ of Vallabhadeva. They are given below. Kuntaka cited a 

verse to illustrate that both word and meaning make poetry. A small 

deficiency of either word or meaning will never spoil the charm of 

poetry. For showing this, Kuntaka uses the word ‘ sahitau’ or 

‘ togetherness’  in his definition. 

tato’ ru¸aparispandamand¢k¤tavapuÅ ¿a¿¢ / 

    dadhre k¡maparikÀ¡mak¡min¢gan·ap¡¸·ut¡m//27 

 This is the first verse under the title ‘atha prabh¡tavar¸am’of 

Subh¡Àit¡val¢. This verse means that the full moon which gradually lost 

its reddishness attains the pallor of the cheek of a lady lover, who 

becomes slim due to love sickness. Here through the comparison of 

paleness of the moon and the cheek of the lady lover, the poet uses the 

arth¡la´k¡ra or adornments of thoughts. The ¿abd¡la´k¡ra or 

adornments of expression is also satisfied by the use of l¡va¸ya, the 

beauty of the proper use of syllables and words. Kuntaka cites the same 

verse also as an example of upam¡ in word expressed through predicate 

(¡khy¡tapadapratip¡dyapad¡rthopam¡). 

 Kuntaka cites the second example of this anthology as his first 

variety of figurativeness named phonetic figurativeness. It is familiar 

that the poetic world stands as unique from the ordinary world through 

the artistic use of language by efficient poets with their poetic genius. 

Like-wise the beauty in the arrangements of syllables will surely act as 

nectar to the sah¤dayas. There are different varieties in this phonetic 

figurativeness. The repetition one, two or more syllables at particular 

interval is one of its varieties. 
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 eko dvau bahavo var¸¡ badhyam¡n¡Å punaÅ punaÅ/ 

 svalp¡ntar¡stridh¡ sokt¡ var¸aviny¡savakrat¡//28 

The example of it is given below:- 

prathamamaru¸acch¡yast¡vattataÅkanakaprabhas- 

tadanu virahott¡myattanv¢kapolataladyutiÅ/ 

prasarati tato dhv¡ntadhvamsakÀamaÅ kÀanad¡mukhe 

sarasabisin¢kandacchedacchavirm¤gal¡µchanaÅ//29 

“At first reddish, then golden yellow, later like pale cheek of a 

maid love-lorn,   next as white as a lotus  shoot just cut, the rising moon 

goes on to  remove darkness” 

 This verse is undoubtedly perfect example of phonetic 

figurativeness. Such beautiful arrangement of syllables is called as 

‘ alliteration’  by ancient theorists. Here the repetition of ‘ma’ in 

‘prathamamaru¸a’  ‘ tta’  in ‘virahott¡myattanv¢’  and ‘ la’  in 

‘kapolataladyutiÅ’  etc. are some of the instances of alliteration found in 

this verse. Yet another verse found in this anthology is as follows: 

vr¢·¡yog¡nnatavadanay¡ sannidh¡ne guru¸¡m 

baddhotkampastanakala¿ay¡ manyumantarniyamya/ 

tiÀ¶hetyuktam kimiva na tay¡ yatsamuts¤jya b¡Àpam 

mayy¡sakta¿cakitahari¸¢h¡ri netratribh¡gaÅ//30 

“ In the presence of elders, she stood abashed with downcast face; 

her buxom breasts heaved and shook. Yet she swallowed her agitation 

and turned on me a tearful glance revealing only a third of her gleaming 
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eye lovely like that of a deer in fright. Was it not a tantamount to tell her 

telling me -remain?”  

 Kuntaka cites this verse as an example of vi¿eÀa¸avakrat¡, one of 

the divisions of padap£rv¡rdhavakrat¡. Here the epithet used by the poet 

of the eyes of a heroine because of her embarrassment due to presence of 

elders is that ‘ the eyes of a deer in fright’ . It is clear from this verse that 

the beauty of this verse depends on the beautiful epithet used by the poet. 

The apt and beautiful selection of this particular verse for this situation 

by Kuntaka is really appreciable. He again cites the same verse as a 

variety of kriy¡vaicitryavakrat¡, which is another division of 

padap£rv¡rdhavakrat¡ in the same way. Another verse from 

Subh¡Àit¡val¢ is as follows:- 

 ittham ja·e jagati ko nu b¤hatpram¡¸a- 

 kar¸aÅ kar¢ nanu bhaveddhvanitasya p¡tram/ 

 ity¡gata jha¶iti yo’ linamunmam¡tha 

 m¡ta´ga eva kimataÅ paramucyate’ sau//31 

“ In such an insensitive world, who else is there with ear so large 

and hand so long to deserve my musical plea? so thinking did the bee 

approach him. But the elephant at once blotted him out. After all, is he 

not a M¡ta´ga, (‘butcher’  as well as ‘ elephant’ ) what more need we 

say”  

 Kuntaka cites this verse as an example of figurativeness related to 

synonym (pary¡yavakrat¡), one of the variety of lexical figurativeness 

(padap£rv¡rdhavakrat¡). Through this variety, Kuntaka says that the 

primary meaning can be beautified with the support of some other 
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beauties like paranomastic beauty (¿½eÀa) etc. Here the word ‘m¡ta´ga’  

directly indicates only an elephant, but paranomastically it also denotes 

abutcher (ca¸·¡la), which is a non-contextual meaning. This type of 

vakrat¡ will also create a special charm like the metaphorical 

identification called ‘ the Punjabi is a bull’ . In such situations, the 

relation between the contextual and non-contextual meaning should be 

either of epithet or of simile. This is what Anandavardhana in his 

Dhvany¡loka states that:- 

¡kÀipta ev¡la´k¡raÅ ¿abda¿akty¡ prak¡¿ate/ 

yasminnanuktaÅ ¿abdena ¿abda¿aktyudbhavo hi saÅ// 32 

“Only that instance wherein is present a figure that is not 

expressed directly by any word but solely by the suggestive power of the 

itself, should be regarded as suggestion based on the power of the 

word.” 33  

 Kuntaka also cites the above mentioned verse as an example of 

figurativeness related to gender (li´gavaicitryavakrat¡). In this verse the 

poet uses two different genders to denote a single idea in order to make 

the sentence more attractive. In the second line the poet uses kar¸aÅ kar¢ 

for making the verse attractive. Here in a single sentence, the poet has 

used both the masculine and feminine gender for creating beauty through 

figurativeness related to gender. Thus this verse is best example for both 

the figurativeness related to synonym and figurativeness related to 

gender. 

 Kuntaka cites yet another verse as an example of one of the 

varieties of vicitra m¡rga or the variegated style propounded by Kuntaka. 
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In this variety, Kuntaka says that the poets sometimes adds one or more 

figures of speech in a single verse without being satisfied by the charm 

of that particular verse just like adding beautiful pearls on a garland. 

Here the two figures of speech used by the poet are r£paka and sandeha. 

kim t¡ru¸yataroriyam rasabharodbhinn¡ nav¡ maµjar¢ 

l¢l¡procchalitasya kim laharik¡ l¡va¸yav¡r¡mnidheÅ/ 

udg¡·hotkalik¡vat¡m svasamayopany¡savi¿rambhi¸aÅ 

kim s¡kÀ¡dupade¿ayaÀ¶irathav¡ devasya ¿¤´g¡ri¸a// 34 

 Here the poet asks in a suspicious manner that “ Is this perchance a 

new tendril brimming with fresh juice sprung forth from the tree of 

youth? Or is it a little wave from the ocean of grace thrown up in its 

gentle undulation? Or is it the instructor’ s rod in the hand in the hand of 

the love-god who is out to give lessons in his subject to persons 

overwhelmed by longing” .  

 Here the two figures of speech like r£paka and sandeha make the 

verse more attractive. He cites the same verse five times in this text but 

always uses it to explain the figure of speech mentioned in it in different 

places for discussing sentential figurativeness. Yet another verse cited by 

Kuntaka is given below. 

 ¡svarlok¡duraganagaram n£tan¡lokalakÀm¢m 

 vy¡tanvadbhiÅ kimiva sitat¡m ceÀ¶itaistenan¢tam/ 

 apyet¡s¡m dayitavirahe vidviÀatsundar¢¸¡m 

 yair¡n¢t¡ nakhapadamay¢ ma¸·an¡ p¡¸·im¡nam//35 

“From paradise to the netherworld what is there left unwhitened 

by your deeds ever new to the eye? They have whitened even the 
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ornamental nail marks on the bodies of your enemy’ s wives parted from 

their lovers.”  

 Kuntaka cites this verse as an example of figurativeness related to 

expressive techniques (v¤ttivaicitryavakrat¡).  

avyay¢bh¡vamukhy¡n¡m v¤tt¢n¡m rama¸¢yat¡/ 

  yatrollasati s¡ jµey¡  v¤ttivaicitryavakrat¡//36 

 This is the definition given by Kuntaka for the figurativeness 

related to expressive techniques. The beauty of v¤tti where the adverbial 

compound or avyay¢bh¡vasamasa like k¤t, taddhita etc. shines forth is 

known as figurativeness related to expressive techniques. In the verse 

mentioned above, the word p¡¸·im¡nam used in the last line creates a 

unique beauty of v¤tti rather than the synonyms of its likes p¡¸·utva, 

p¡¸·ut¡ etc. 

naikatra ¿aktiviratiÅ kvacidasti sarve 

 bh¡v¡Å svabh¡vapariniÀ¶hitat¡ratamy¡Å/ 

 ¡kalpamaurvadahanena nip¢yam¡na- 

 mambhodhimekacu½akena pap¡vagastyaÅ//37 

“Capacity is not limited to an individual. All beings on earth 

exhibit high and low degrees of capacity by nature. That is why Agastya 

was able to empty in one sip the ocean itself to exhaust which the 

submarine fire struggles for ages.”  

 This is an example of one of the varieties of figurativeness related 

to verb (kriy¡vaicitryavakrat¡).  In this variety one subject excels in an 

action from the other subject doing the same action. In the above verse, 
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Agastya drank the ocean in a sip using his constant determination and 

effort. This really creates an unexplainable beauty related to verb rather 

than the same action performed by the submarine fire. Kuntaka has cited 

large number of verses from this anthology. Yet another one describes as 

follows: 

kim h¡syena na me pray¡syasi punaÅ pr¡pta¿cir¡ddar¿anam 

keyam niÀkaru¸a prav¡sarucit¡ ken¡si d£r¢k¤taÅ/ 

svapn¡nteÀviti te vadan priyatamavy¡saktaka¸¶hagraho 

buddhv¡ roditi riktab¡huvalayast¡ram ripustr¢janaÅ//38 

 “Oh ruthless one, why all these teasing, there is no meeting 

between us for a long time and again should not be part from me, why 

you would like to live in faraway places and who is the one living far 

away attracting you, lamenting thus, the wives of your enemies 

embraced their beloveds in dream and but once they wake from their 

sleep, they cried loudly seeing their empty hands.”  

 Ënandavardhana cites this verse as an example of ¿uddha type of 

rasavadala´k¡ra. According to him, rasavadala´k¡ra is of two types 

¿uddhaÅ and sa´k¢r¸aÅ. Separable union of subordinate rasas or 

ala´k¡ras from the dominant sentiment in rasavadala´k¡ra is known as 

¿uddhaÅ and their inseparability is known as sa´k¢r¸aÅ. It is found in 

locana as ‘ ¿uddhaÅ iti, ras¡ntare¸¡´gabh£ten¡la´k¡r¡ntare¸a v¡ na 

mi¿raÅ ¡mi¿rastu sa´k¢r¸aÅ’ .39 Here the sentiment karu¸a is subordinate 

to the eulogy of the king and the two sentiments are well explicit and are 

not inseparably mixed with each other. But according to Kuntaka, 

rasavad is always an ala´k¡rya and not an ala´k¡ra. Thus Kuntaka says 

that the main sentiment of this verse is none other than karu¸a or pathos. 
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 In the second pariccheda of his K¡vy¡dar¿a, Ëc¡rya Da¸·in has 

given the definition of three figures of speech named preyas, rasavat and 

£rjasvi through a single verse. It is given below and it shows that preyas 

means pleasing speech.  

preyaÅ priyatar¡khy¡nam rasavad rasape¿alam/ 

 £rjasvi r£·h¡ha´k¡ram yuktotkarÀam ca tat trayam//40 

 After refuting that rasavat is not an adornment but an adorned, 

Kuntaka objects the figure of speech named preyas almost in the same 

manner. He refutes the opinions of earlier rhetoricians and establishes 

that preyas is also not an adornment but an adorned. He then cites 

following verse for proving his point.  

  indorlakÀma smaravijayinaÅ ka¸¶ham£lam mur¡riÅ 

          di´n¡g¡n¡m madajalamaÀ¢bh¡µji ga¸·asthal¡ni/ 

          ady¡pyurv¢valayatilaka ¿y¡ma½imn¡nulipt¡- 

          ny¡bh¡sante vada dhava½itam kim ya¿obhistvad¢yaiÅ//41 

 “The moon’ s spot as well as áiva’ s throat, Lord ViÀnu’ s body and 

the temples of the elephants of the quarters dripping inky ichor. All these 

appear pitch black as ever before. O lord of the earth! say, what then has 

your fame whitened, as it spreads?”  

In this verse, the sweet praise (of the king) or preyas is adorned 

and ‘ ironic praise’  (vy¡jastuti) is adornment. There is no need to doubt 

the existence of the two figures of speech like ‘merged figure’  

(sams¤À¶i) and the ‘mixed figure’  (sa´kara) here because of the presence 



 

 

242 

of preyas and vy¡jastuti. He again cites this verse at the time of 

discussing vy¡jastuti.  

 In the third unmeÀa, Kuntaka discusses rasavadala´k¡ra in a 

different perspective. He says that the figure of speech which functions 

like rasa as it permeates poetry with rasa and creates poetic delight to the 

connoisseur is called rasavadala´k¡ra. It is defined as:- 

  rasena varttate tulyam rasavattvavidh¡nataÅ/ 

  yo’ la´k¡raÅ sa rasavat tadvid¡h½¡danirmiteÅ//42 

One of the examples of rasavadala´k¡ra is given below.  

aindram dhanuÅ p¡¸·upayodhare¸a¿araddadh¡n¡rdranakhakÀat¡bham/ 

pras¡dayant¢ saka½a´kamindumt¡pam raverabhyadhikam cak¡ra//43 

“The lady autumn with white bosom (also-cloud), bearing thereon 

the rainbow like a lover’ s new nail-cut; and wooing the moon, spotted as 

he was roused the ire (heat) of the burning sun!”  

 The natural beauty of autumn is the dominant subject described 

here. The poet modifies it beautifully with the help of utprekÀ¡ which in 

turn helps in making the verse rasavat. UtprekÀ¡ is an ala´k¡ra which 

signifies things in a suggestive way avoiding the direct denotations like 

‘ as though and like’  etc. Here the poet makes the prominent meaning 

more attractive by using the word ‘ spotted’  (sakala´kaÅ) with 

paronomasia (¿½eÀa) and also saying ‘white bosom (cloud) bearing the 

rainbow like a lover’ s new nail cut’  etc. with both paronomasia and 

simile by supporting utprekÀ¡. Moreover the poet also says that by 

pleasing the spotted one, she roused the jealousy of another lover. In this 
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way by incorporating the behavior of an unjustifiable woman using the 

figure of speech metaphor (r£paka), the poet again adds an extreme 

charm to this verse. Here too the dominant figure of speech is utprekÀ¡ 

and the other figures like simile are subordinate to it. 

 Here Kuntaka perfectly explains how this verse is apt to this 

particular context. This is one of the major features of Kuntaka, which is 

not found in other rhetoricians. They just cite a verse without explaining 

their aptness to the context. But a drawback of Kuntaka is that he did not 

follow the same method throughout his text and sometimes says that it 

needs no further explanation because a sah¤daya can grasp it without 

explanation. Kuntaka cites the yet another verse as an example of a 

figure of speech named ‘praise of the inapposite’ (aprastutapra¿ams¡). 

Kuntaka defines it as:- 

aprastutopi vicchittim prastutasy¡vat¡rayan/ 

pad¡rtho v¡tha v¡ky¡rthaÅ pr¡pyate var¸an¢yat¡m// 

yatra tats¡myam¡¿ritya sambandh¡ntarameva v¡/ 

aprastutapra¿amseti kathit¡vas¡valamk¤tiÅ//44 

Here sometimes the unintended subject came to be depicted by 

describing the beauty of the intended subject. When the particular 

intended meaning is expressed through the word meaning or sentence 

meaning by the similarity of the unintended and intended subjects or by 

any other relation is known as ‘praise of the in apposite’ 

(aprastutapra¿ams¡). 

     ch¡y¡ n¡tmana eva y¡ kathamas¡vanyasya niÀpragrah¡ 

              gr¢ÀmoÀm¡padi ¿¢tal¡stalabhuvi ¿par¿o’nil¡deÅ kutaÅ/ 
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              v¡rtt¡ varÀa¿ate gate kila phalam bh¡v¢ti v¡rtteva s¡ 

     dr¡ghim¸¡ muÀit¡Å kiyacciramaho t¡lena b¡l¡ vayam//45 

“When there is no shade for itself, how can it provide shade to 

others?  When the scorching summer comes, we can’ t have cool breeze 

below that tree. They talk that it bears fruit after a hundred years are 

passed, but it is nothing but loose talk; alas how long, we have been 

deceived by the mere height of the palm-tree.”  

 Here the poet brilliantly depicts some weakness of a palm tree 

without directly denoting the bad qualities of an intended person through 

some of their similarities. Thus the poet beautifully incorporates the 

figure of speech named aprastutapara¿ams¡. Moreover this figure of 

speech also helps to avoid the impropriety in blaming the person 

directly.  

 Kuntaka cites yet another verse as an example of s£kÀm¡la´k¡ra. 

Kuntaka does not consider s£kÀma as an ala´k¡ra. Bh¡maha also says 

that hetu, s£kÀma, le¿a are not adornments because they do not have any 

aesthetic turn of speech at the time of assigning the entirety of an idea. 

Then Kuntaka cites the k¡rika given by Bh¡maha.  

  hetu¿ca s£kÀmo le¿o’ tha n¡la´k¡ratay¡ mataÅ/ 

  samud¡y¡bhideyasya vakroktyanabhidh¡nataÅ//46 

 Da¸·in in his K¡vy¡dar¿a given the definition for the figure of 

speech s£kÀma as:- 

  i´git¡k¡ralakÀyo’ rthaÅ saukÀmy¡t s£kÀma iti sm¤taÅ//47 

 Minute expressions of self opinion through the facial or physical 
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gestures is known as s£kÀm¡la´k¡ra. Most of such gestures are used 

when something that is improper to be conveyed in the presence of 

elders like conveyance of the secret meeting time between the lovers etc. 

The example given for it is as follows:- 

     sa´ketak¡lamanasam vi¶am jµ¡tv¡ vidagdhay¡/ 

     hasannetr¡rpit¡k£tam l¢l¡padmam nim¢litam//48  

 This verse means that by understanding the mind of her secret 

lover that he was eager to know their meeting time, the clever damsel 

closed her toy-lotus as giving message with a smiling glance. Through 

this the heroine beautifully conveyed that the evening is the proper time 

for their meeting through closing the lotus by standing in front of the 

elders. It is taken as an example for s£kÀm¡la´k¡ra by earlier 

rhetoricians. But Kuntaka does not accept this view. He says the subject 

described in the verse itself is the adorned. Thus it cannot become an 

adornment. 

 Dhvany¡loka has the same verse wherein Ënandavardhana says 

that “ a context wherein one meaning is made to suggest another by 

taking the assistance of denotative power will not be an instance of this 

type of (artha¿aktyudbhavo n¡m¡nusv¡nopam¡vya´gya dhvaniÅ) 

suggestion” .49 He cites the above mentioned verse as an example to it. In 

this verse the suggestive element is the closing of the lotus and it is 

expressed through words. So it does not come under the division of 

suggestion (dhvani) according to Ënandavardhana. 

 Kuntaka’ s selection of stray verses has helped in regaining the 

name of some lost works or some rare poets. Their literary merits were 



 

 

246 

also recognized by such evaluations. It is doubtless that in the case of 

stray verses the contextual analysis is difficult. But the verses selected by 

Kuntaka for each and every situation is apt and beautiful and the absence 

of the contextual analysis never lessons the charm of any verse in any 

context. Most of the verses in them have their own uniqueness. 

 

                                                           

1  Saduktikar¸¡m¤ta  

It consists of two thousand three hundred and eighty (2380) verses and 
is compiled by one ár¢darad¡sa, son of Va¶ud¡sa in the 12th century C.E. It is 
also known as S£ktikar¸¡m¤ta which means the Ear-nectar of nice sayings. 
The verses of this anthology were composed by 446 poets and they are 
divided in to five sections named as prav¡has. The five prav¡has are again 
subdivided into numerous sub-sections known as v¢cis. Every v¢cis consists 
of five verses too. The five prav¡has are named respectively as amara or 
deva-prav¡ha, ¿¤´g¡ra-prav¡ha, c¡¶u-prav¡ha, ¡pade¿a-prav¡ha and 
ucc¡vaca-prav¡ha. It has verses from four hundred and eighty five poets. The 
compiler of this anthology worked under LakÀma¸asena of Bengal. The 
verses of this anthology are composed by Bengali poets like Dho¢, Jayadeva 
etc. This anthology consists of large number of vaiÀ¸ava verses because of 
the compiler’ s vaiÀ¸ava preference. Kuntaka cites four examples from 
Saduktikar¸¡m¤ta and uses some of them in two or three different situations.   

 S£ktimukt¡val¢  

 The author of S£ktimukt¡val¢ is Jalha¸a and it is also known as 
Subh¡Àitamukt¡val¢, which means a chain of pearls of beautiful sayings. 
Though the authorship is attributed to Jalha¸a, it is said that it is compiled by 
one Vaidya Bh¡nu Pa¸·it at 12th century C.E. The complete name of Jalha¸a 
is Arohaka Bhagadatta Jalha¸a Deva and he was the son of LakÀm¢deva. 
S£ktimukt¡val¢ consists of two thousand seven hundred and ninety (2790) 
verses and it is arranged on one hundred and thirty three sections on the basis 
of subject discussed in it. The topics discussed in it are poets and poetry, 
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wealth, generosity, union, separation, love, sorrow, fate, royal service etc. It 
also contains a section of traditional verses discussing about Sanskrit poets 
and poetry. The number of authors and works cited in this anthology is more 
than two forty. Information about the family of Jalha¸a is available from 
some beginning verses of this anthology.  There is another anthology of the 
same name as Subh¡Àitamukt¡val¢ of one PuruÀottamadeva, there is also a 
Bengali author of the same name. But it is not sure whether both are identical 
or not. 

á¡r´gadharapaddhati 

Another famous anthology is á¡r´gadharapaddhati of á¡r´gadhara, 
the son of D¡modara. It was written in 13th century C.E having four thousand 
six hundred and eighty nine (4689) verses under one hundred and sixty three 
(163) sections. These sections include the topics like dhanurvedaÅ, 
g¡ndharva¿¡stram, v¤kÀ¡yurvedaÅ, viÀ¡pahara¸am, bh£tavidy¡, ha¶hayogaÅ 
etc. Approximately three hundred authors and works were cited in this 
anthology. This compilation contains the verses of the famous poets like 
K¡lid¡sa, M¡gha, Bhart¤hari, Mur¡ri, Amaruka, Jayadeva, Bhavabh£ti etc. 
The subject matter and its arrangements are closely connected with the other 
two anthologies like Subh¡Àit¡val¢ of Vallabhadeva and S£ktimukt¡val¢ of 
Jalha¸a. Moreover it contains large number of same verses from 
Subh¡Àit¡val¢ and S£ktimukt¡val¢. The name of this text is sometimes 
confused with the Ëyurvedic text named á¡r´gadharasamhit¡. 

Subh¡Àit¡val¢  

The author of Subh¡Àit¡val¢ is Vallabhadeva. He wrote this text being 
inspired by á¡r´gadharapaddhati of á¡r´gadhara. This anthology has three 
thousand five hundred and twenty seven (3527) verses in one hundred and 
one sections or paddhatis. The verses of this work discuss about different 
seasons, love, beautiful natural sceneries, wisdom of the world, witty sayings 
etc. The verse of this anthology is from more than three hundred and sixty 
poets. Vallabhadeva is one among the numerous poets of this anthology, but 
it is not certain if these verses are his own or taken from earlier compositions. 
It contains more than eight verses from J¡nak¢hara¸a of Kum¡rad¡sa. It 
possesses great importance in literary history. It is believed that Vallabhadeva 
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is a Kashmirian and most of the poets of this composition are from North 
India. Vallabhadeva cites Johnar¡ja, a contemporary writer of Sultan 
Zainalabdin of Kashmir who lived in between 1417-67 century C.E. From 
this it is assumed that Vallabhadeva lived after this period and the date of 
Subh¡Àit¡val¢ is mostly assigned to 15 century C.E. 

It is notable that there is another anthology of the same name of 
ár¢vara, son or disciple of Jonar¡ja. It sometimes get confused with the 
Subh¡Àit¡val¢ of Vallabhadeva. Both these works belong to the same period. 
This anthology contains stanzas of more than 380 poets. 

2 K. Krishnamoorthy, Vakrokti-j¢vita of Kuntaka, p.17. 
3 ibid,p.304. In this chapter all the translation of verses are taken from K. 
Krishnamoorthy, Vakrokti-j¢vita of Kuntaka. 
4 ibid,p.63. 
5 ibid,p.349. 
6 ibid,p.99. 
7 ibid,p.387. 
8 ibid,p.111. 
9 ibid,p.397. 
10  ibid,p.186. 
11 ibid,p.185. 
12 T.K Ramachandra  Aiyar, The Kuvalayananda of Appayya Dikshita, p.102. 
13 ibid,p.219. 
14 M.M.Prof.Rew¡pras¡da Dwivwd¢(cri Ed.), á¤´g¡raprak¡¿a of Bhoja, Vol-
1, p.477. 
15 K.Krishnamoorthy,(cri Ed.),Dhvany¡loka of Ënandavardhana, p.73. 
16 K. Krishnamoorthy, op.cit,p.219. 
17 ibid,p.220. 
18 ibid,p.512. 
19 ibid,p.77. 
20 ibid,p.165. 
21 P.V.Naganatha Sastri, K¡vy¡la´k¡ra of Bh¡maha,p.47. 
22 Acharya Ranchandra Mishra (Ed.). K¡vy¡dar¿a of Mah¡kavi Dan·¢,p.146. 
23 K. Krishnamoorthy, op.cit,p.224. 
24 ibid,p.183. 
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CHAPTER 6 

KUNTAKA’S ASSESSMENT OF VERSES CITED IN 

áATAKAS AND ANTHOLOGIES 

 

 In Kuntaka’ s literary world, stray verses also play a significant 

role.  Unlike in the case of other compositions, it is difficult to assess 

stray verses because contextual analysis of these verses poses many 

difficulties. So here it is only possible to focus on the evaluation of the 

single verses rather than the text as a whole. However, from the appraisal 

of the verses found in them, it is sure that some of them give great 

aesthetic and moral appeal. They also help to understand the social 

condition and culture that was prevalent at the time of a particular poet. 

This shows that Kuntaka does not ignore any type of compositions. This 

renders Kuntaka utmost perfection in choosing appropriate examples. 

Some of them are taken from few ¿atakas and anthologies. Interestingly 

some other verses were later compiled in to various anthologies.1 

6.1. áatakas 

 Some famous ¿atakas in Sanskrit literature are N¢ti¿ataka and 

Vair¡gya¿ataka of Bhart¤hari, Dev¢¿ataka of B¡¸a, S£rya¿ataka, 

á¤´g¡ra¿ataka and Amaru¿ataka. It is believed that as the name indicates 

¿atakas are the collection of hundred verses of a single poet. But 

sometimes more than hundred verses are also found in them. The subject 

matter of ¿atakas is numerous which includes erotic, devotional, 

philosophical, moral teachings etc. Kuntaka’ s selection of verses from 
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¿atakas has an important role. He cites verses from the ¿atakas like 

S£rya¿ataka, á¤´g¡ra¿ataka, Amaru¿ataka and Bhalla¶a¿ataka. Kuntaka 

cites only one verse from both S£rya¿ataka and á¤´g¡ra¿ataka and two 

verses from Amaru¿ataka and Bhalla¶a¿ataka. 

6.1.1. S£rya¿ataka 

 The author of S£rya¿ataka is May£ra. Thus it is also known by the 

name May£ra¿ataka. It is believed that B¡¸a was a relative and 

contemporary of May£ra. From this, the date of the text is assigned to 

the first half of 7th century C.E. It is also believed that May£ra was the 

court poet of the king HarÀavardhana. As the name indicates, it contains 

hundred verses of the Sun god. There is a belief about this ¿ataka that the 

poet was cured of his leprosy by composing this eulogy of sun. In this 

¿ataka, May£ra discusses about the rays, the horses, the charioteer, the 

chariot and the orb of the sun god respectively. S£rya¿ataka made him a 

renowned poet. He wrote these verses in sragdhar¡ metre. K¡lid¡sa has 

also written five or ten verses using the metre sragdhar¡ in his entire 

composition. Other poets generally do not give much prominence to this 

metre. But his excellent language and themes really shine vigorously in 

this metre. One and only verse cited by Kuntaka from S£rya¿ataka is as 

follows:- 

  ¿¢r¸¸aghr¡¸¡´ghrip¡¸irvra¸ibhirapaghanairgharghar¡vyaktaghoÀ¡n 

 d¢rgh¡ghr¡t¡naghaughaiÅ punarapi gha¶ayatyeka ull¡ghayan yaÅ / 

 gharmm¡m¿ostasya vo’ntardvigu¸aghanagh¤¸¡nidhvanirvignav¤tter- 

 datt¡rgh¡Å siddhasamghairvidadhatu gh¤¸ayaÅ ¿¢ghramamhovigh¡tam//2 
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 In one of the varieties of var¸aviny¡savakrat¡, Kuntaka says that 

harsh syllables should not be used for the preparation of a verse and then 

he cites this example to show how the use of harsh syllables of a verse 

hampers its charm. S£rya¿ataka is a widely accepted work in Sanskrit 

literature, but not many rhetoricians had tried to criticize it. Here 

Kuntaka does not criticize the meaning of the verses, but he boldly 

points out the harsh and unpleasant use of syllables used by the poet 

May£ra. A keen evaluation of the text S£rya¿ataka makes it clear that 

the point of view of Kuntaka is exactly right. All the verses of this work 

are written with some harsh syllables using sragdhar¡ metre. Kuntaka 

reminds that both word and meaning are essential for a beautiful 

composition. Every poet should take utmost care in it otherwise it will 

hamper the taste of connoisseur.  

6.1.2. á¤´g¡ra¿ataka 

 Kuntaka also cites one verse from á¤´g¡ra¿ataka. The author of 

á¤´g¡ra¿ataka is Bhart¤hari and his other two ¿atakas are N¢ti¿ataka and 

Vair¡gya¿ataka. These three ¿atakas are together known as ¿atakatraya in 

Sanskrit literature. Bhart¤hari is not only a poet but also a grammarian 

and a philosopher. There are different opinions about the date and 

identity of Bhart¤hari.3 á¤ng¡ra¿ataka reminds the Amaruka¿ataka of 

Amaruka by its subject. But undoubtedly Bhart¤hari excels Amaruka in 

his keen observation of the common aspects of love. But in the case of 

expressing deep emotions and intensity of feelings, it is Amaruka who 

undoubtedly excels Bhart¤hari. 

 Kuntaka opines that writing poetry is a dignified job. He has given 

a definition about poetry that it should delight the connoisseur. He adds 
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that the adornments like upam¡, r£paka etc. will never add any charm to 

the subject matter as if paintings on an improper canvas, if the subject 

matter is not excellent or attractive. Then Kuntaka compares the subject-

matter, which need to be adorned like a damsel, because she wears only 

a few ornaments at the time of taking bath, leading ascetic life during 

separation from her husband and also at the end of amorous sports. In 

such situations the natural beauty of the damsel is really attractive.  

 Kuntaka cites a verse from Bhart¤hari in the beginning of the third 

unmeÀa while he started to give a detailed description about sentential 

figurativeness. 

smitam kiµcinmugdham taralamadhuro d¤À¶ivibhavaÅ 

 parispandho v¡c¡maviralavil¡soktisarasaÅ / 

 gat¡n¡m¡rambhaÅ kisalayital¢l¡parimalaÅ 

          sp¤¿anty¡st¡ru¸yam kimiva hi na ramyam m¤gad¤¿aÅ//4 

 The verse means that the smile, glance, speech and walk of a 

maiden at the beginning of her youth are extremely gentle, tremulous 

and sweet. The verse concludes by saying that nothing is unattractive in 

a maiden in her advent youth. According to Kuntaka when the poet starts 

to describe the natural beauty of content there is no need of any 

adornment to it. That is why the poets depict the subjects like budding 

youth of a girl, the advent of the spring season, its enrichment and its 

completion etc. without adding any figure of speeches. In such natural 

depiction of matters, the poets use their extreme skill of spontaneous 

overflow of their sentential figurativeness. The verse mentioned above is 

its best example. There are slight difference in the words found in the 



 

 

254 

original text of á¤´g¡ra¿ataka from the verse cited by Kuntaka. The 

verse of the text is as follows:-  

 smitam kincidvakre saralataralo d¤À¶ivibhavaÅ 

 parispando v¡c¡mabhinavavil¡soktisarasaÅ/ 

 gat¡n¡m¡rambhaÅ kisalayital¢l¡parikaraÅ  

 sp¤¿anty¡st¡runyam kimiha nahi ramyam m¤gad¤¿aÅ//5 

 From this it is clear that Kuntaka has made slight modifications in 

this verse for making it more attractive. It is really appreciable of 

Kuntaka that he had chosen á¤´g¡ra¿ataka only for quoting this single 

and beautiful verse. There is no need of more evidence to show the 

utmost care Kuntaka has taken in choosing examples for each and every 

situation. At the same time it is notable that Kuntaka does not quote from 

the other two ¿atakas of Bhart¤hari. In the fourth udyota of Dhvany¡loka 

Ënandavardhana cites this verse as an example to show the beauty 

brought about by suggestion in a subject, often described by earlier 

poets. The verse comes under the category of 

atyantatirask¤tav¡cyadhvani one of the divisions of 

avivakÀitav¡cyadhvani.6 

6.1.3. Amaru¿ataka 

 Another ¿ataka cited by Kuntaka is Amaru¿ataka.  There is no 

certainty about the place and other details about the life of Amaruka. 

Amaru¿ataka is written by a king named Amaru or Amaruka. It is a love 

lyric like á¤´g¡ra¿ataka of Bhart¤hari. But Bhart¤hari depicts the general 

aspects of love and women related to life. Unlike this, Amaruka only 

deals with the relation between lovers and does not sketch the general 
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concepts of love and life. It is a belief that once áa´kar¡c¡rya was 

defeated in an argument because of his inability to express his 

knowledge in k¡ma¿¡stra or science of love. Then for learning 

k¡ma¿¡stra his soul entered in to the body of dead king Amaru, keeping 

his own body in a hole of a tree and he had enjoyed with the queens. 

Recordings of his experience with the queens resulted in the creation of 

Amaru¿ataka. ¿¡rd£lavikr¢·ita metre is largely used in it. Amaruka was 

perhaps the first person who has given wide popularity to this metre in 

the field of lyric poetry.  

 The popularity of this ¿ataka increased as verses from it were cited 

by Ënandavardhana and V¡mana in their works. Ënandavardhana says 

in Dhvany¡loka that the stray verses of Amaruka are as good as big 

compositions due to their emotional appeal. This also helps in 

calculating the approximate date of Amaru¿ataka also. The earliest 

anthology named Subh¡Àitaratnako¿a of Vidy¡kara, which belongs to the 

end of the 10th century C.E, has few verses from Amaru¿ataka. In some 

of them their authorship is explicitly stated but some of the verses are 

anonymously cited. Abhinavagupta, in both of his commentaries namely 

Locana and Abhinavabh¡rat¢, cites verses anonymously from it.7 With 

the support of such external evidences it is believed that the date of 

Amaru¿ataka is before 8th century C.E.  

 This is an excellent work giving importance to erotic sentiment. 

Each and every verse in it is unique and complete. There are numerous 

commentaries on it. Some of them suggest that the verses in it have the 

double sense of erotic and philosophy. So others suggest that it is 

rhetorical in nature. In most of the lyrics, world of plants and animals is 
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incorporated with artistic beauty. Here the poet gives beautiful 

descriptions about Red A¿oka, lotus and the birds like C¡taka, Cakora, 

Cakrav¡ka etc. There is a saying about Amaru¿ataka that one verse in it 

is equal to a hundred great poems.8 Kuntaka cites one of the beautiful 

verses of Amaruka as an example of sa´khy¡vakrat¡ or oblique beauty 

of number, the one of the variety of grammatical figurativeness. The 

verse is as follows:- 

     kapole patr¡l¢ karatalanirodhena m¤dit¡ 

     nip¢to ni¿v¡sairayamam¤tah¤dyo’dhararasaÅ/ 

     muhuÅ ka¸¶he lagnastara½ayati bh¡ÀpaÅ stanata¶¢m 

     priyo manyurj¡tastava niranurodhe na tu vayam//9 

“The paintings on the cheek are faded by the pressure from the 

palm of your hand. This juice of lips, so sweet as nectar, is quaffed by 

your sighs. The tear that clasps the neck so often has made the edge of 

your bosom throb. O hard-hearted one, anger has become your darling, 

not we.”  10  

 These are the words of a lover towards his beloved. Amaruka 

concludes this verse by saying a very beautiful sentence that now the 

anger has become your beloved one and not ‘we’ . Kuntaka’ s keen 

observation made him select this verse as an example of oblique beauty 

of number. Here instead of saying the singular ‘not I’or ‘na tvaham’  the 

poet deliberately uses the plural ‘not we’  or ‘na tu vayam’  for 

strengthening the strangeness between the lovers at the time of their 

anger. In sa´khy¡vakrat¡ for creating vaicitrya either the poet uses plural 

in the place of singular or he uses two different numbers in a same 
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sentence. So obviously Kuntaka’ s selection of this particular verse is 

praiseworthy. The yet another verse cited from this ¿ataka is given 

below:- 

kÀipto hast¡valagnaÅ prasabhamabhihato’py¡dad¡no’m¿uk¡ntam 

g¤h¸an ke¿eÀvap¡sta¿cara¸anipatito nekÀitaÅ sambhrame¸a/ 

¡li´gan yo’vadh£tastripurayuvatibhiÅ s¡srunetrotpal¡bhiÅ 

k¡m¢v¡rdr¡par¡dhaÅ sa dahatu duritam ¿¡mbhavo vaÅ ¿ar¡gniÅ//11 

“Let the fire of áiva’ s shaft burn down our sins, a shaft imitating a 

lover caught while deceiving his beloved. Though shaken off by the 

queens of Tripura with tearful eye-lilies, it would cling fast to their 

hands. Though pushed away, it would hold on to hem of their skirts. 

Though thrust aside by the hair (also of its feather), It would fall at their 

feet, but unnoticed in their flurry. Though pushed back, it would hug 

them verily.”  

 Here Kuntaka cites the opinion of the famous rhetorician 

Ënandavardhana that the rasavadala´k¡ra can be defined as wherein the 

main purport of the verse or sentence (ala´k¡rya) is something other 

than rasa and rasa itself is considered as an ala´k¡ra. 

pradh¡ne’nyatra v¡ky¡rthe yatr¡´gam tu ras¡dayaÅ/ 

k¡vye tasminnala´k¡ro ras¡diriti me matiÅ//12 

 In the second udyota of Dhvany¡loka Ënandavardhana says that 

the ras¡dirala´k¡raÅ is divided into two as ¿uddha and sa´k¢r¸a. He 

cites this verse as an example of sa´k¢r¸a type of ras¡dirala´k¡raÅ. In 

the first variety, the subordinate rasa should be one and in the latter type 

the subordinate rasa can be more than one. This verse gave prominence 
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to the utmost greatness of lord áiva and it is embellished by the 

sentiments of pathos by depicting the sad plight of queens of a demon. 

So undoubtedly this verse is an apt example for sa´k¢r¸a type of 

ras¡dirala´k¡raÅ according to Ënandavardhana. 

 But in the same verse Kuntaka gave prominence to the sentiment 

pathos, though the victory of the tripuraripu (Lord áiva) is very relevant 

and there is no possibility of the existence of subordinate sentiment 

¢rÀy¡vipralamba. Thus Kuntaka firmly objects to the opinion of 

Ënandavardhana. According to Kuntaka, rasa is always ala´k¡rya and 

never an ala´k¡ra. The second is one of the most frequently used verses 

by most of the rhetoricians in their works for rasavadala´k¡ra.  

 Though Kuntaka had selected only two verses from it, his 

observation is praiseworthy. It is appreciable that he did not merely 

followed Ënandavardhana. He had the boldness to object the 

predecessors and to express his own opinion. This is undoubtedly one of 

the magnificent features of Kuntaka.   

6.1.4. Bhalla¶a¿ataka 

 Bhalla¶a¿ataka is the next ¿ataka cited by Kuntaka. As the name 

indicates the author of Bhalla¶a¿ataka is Bhalla¶a. It contains one 

hundred and eight (108) verses of different metres. Bhalla¶a is a 

Kashmirian poet and the name of his patron is King Sankaravarman. 

Sankaravarman ruled Kashmir from 883 to 902. This helps to assign the 

date of Bhalla¶a as 8th or 9th century C.E. This is an allegorical poem i.e 

any¡pade¿a or anyokti. Through this, the poet gives moral messages and 

advices to the birds, animals, trees etc. The famous Kashmirian 
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rhetoricians like Abhinavagupta, KÀemendra, Kuntaka etc. are cited 

some verses from this anthology. Moreover the anthologies like 

Saduktikar¸¡m¤ta and á¡r´gadharapaddhati contain few verses from it. 

The king was speaking in apabram¿a and did not know Sanskrit. 

Sankaravarman was an autocrat and he did not support any poet 

including Bhalla¶a. They were compelled to find out a way to earn their 

livelihood. But the uneducated received large amounts from the king. 

The discrepancies, which were prevalent at that time is indirectly 

expressed by Bhalla¶a beautifully through this ¿ataka. 

            Kuntaka cites three verses from Bhalla¶a¿ataka in the first 

unmeÀa of Vakroktij¢vita. He uses one of the examples to substantiate 

two different situations. According to Kuntaka, ¿abda means the exact 

expression that denotes the intended meaning of a poet even when there 

are numerous words to express the same thing. Kuntaka has used one 

example of Bhalla¶a¿ataka to substantiate the importance of the word 

¿abda.  

  kallolavellitad¤ÀatparuÀaprah¡rai- 

  ratn¡nyam£ni makar¡kara m¡’vamamsth¡Å/ 

  kim kaustubhena bhavato vihito na n¡ma 

 y¡cµj¡pras¡ritakaraÅ puruÀottamo’pi//13 

 Here the poet says that “O ocean, don’ t you slight these gems 

within you by pelting them with stones dashed down by waves. Did not a 

single gem, the Kaustubha, turn the Lord himself in to beggar before you 

with hands outstretched.”   



 

 

260 

 The general quality of an object is not enough to convey some 

particular feature of that objects. Here the poet starts to explain the 

qualities of gems in general, then in the second half of the verse he 

narrows down and pictures the specialty of a single gem kaustubha. If a 

poet wants to explain the importance of kaustubha gem there is no need 

to discuss about the general qualities of the gems. In this verse there is 

no harmony from beginning to end. So Kuntaka boldly points out the 

lack of beauty of this verse because of its discrepancy. Here Kuntaka 

reminds that poets should always be conscious about the harmony 

between the lines. The yet another verse taken from Bhalla¶a¿ataka is 

given below:- 

 n¡m¡pyanyatarornim¢litamabh£ttatt¡vadunm¢litam 

          prasth¡ne skhalataÅ svavartmani vidheranyat g¤h¢taÅ karaÅ/ 

          loka¿c¡yamad¤À¶adar¿nak¤t¡ d¤gvai¿as¡duddh¤to, 

          yuktam k¡À¶ika l£nav¡n yadasi t¡m¡mr¡½im¡k¡lik¢m//14 

 “O wood cutter, you have done well indeed in cutting down that 

unseasonal mango bush. It had obscured all, even the names of the other 

trees. You have given a helping hand as it were to the creator who had 

stumbled at the outset on his own highway. The world too is saved from 

an eyesore at seeing something unseen before.”  

            Kuntaka cites this verse of Bhalla¶a¿ataka as an example of one 

of the varieties of vicitra m¡rga or the brilliant style propounded by 

Kuntaka. In this variety, Kuntaka says that sometimes the poets adds one 

or more figures of speech in a single verse without being satisfied by the 

charm of the particular verse just like adding beautiful pearls on a 

garland. Here the two figures of speech used by the poet are 
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aprastutapra¿ams¡ and vy¡jastuti. The definition of these figures of 

speech in Kuvalay¡nanda is respectively as follows:-  

                 aprastutapra¿ams¡ sy¡d yatra prastud¡¿ay¡/15 

     ukirvy¡jastudirnind¡studibhy¡m studinindayoÅ/16 

            Where a poet describes a non-relevant object keeping the relevant 

thing in mind is known as aprastutapra¿ams¡. In vy¡jastuti either praise 

is expressed by obvious strong criticism or disapproval is expressed by 

obvious praise. In this verse the poet indirectly expresses the failure of a 

generous man through the non-relevant mango tree using 

aprastutapra¿ams¡. Moreover the poet directly praises the falling down 

of a mango tree or the generous man keeping strong criticism through 

vy¡jastuti.  The selection of this verse of Kuntaka for this particular 

situation is highly appreciable. Yet another verse cites from it is as 

follows:- 

ko’yambhr¡ntiprak¡rastava pavana padam lokap¡d¡hat¢n¡m 

tejasvivr¡tasevye nabhasi nayasi yat p¡msur£p£ram pratiÀ¶¡m/ 

yasminnutth¡pyam¡ne jananayanapathopadravast¡vad¡st¡m 

kenop¡yena sahyo vapuÀi kaluÀat¡ doÀa eÀa tvayaiva//17 

           “O wind, how is this caprice of yours to be explained? You are 

conferring upon the mass of dust, trodden down by the feet of all and 

sundry, the highest status of glory in the sky enjoyed only by men of 

valour! Leave alone the pain caused by it to the eyesight of the 

onlookers. By what means would you endure the defilement of your own 

body.” Kuntaka cites this verse also an example of aprastutapra¿ams¡.  
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            In this verse a generous man engaged in helping the poor people 

is suggested by the poet in a suggestive way with his poetic genius. The 

effective creativity of the poet makes even suggestive sense feel as the 

primary meaning. Because of this reason there is no need to doubt it as a 

paronomasia or ¿leÀa, moreover here the primary meaning is not as 

important as the suggestive meaning. 

          The text Vakroktij¢vita of Krishnamoorthy has shown the 

reference of this verse as an anthology named Subh¡Àit¡val¢ of 

Vallabhadeva. But it is notable that the 95th verse of Bhalla¶a¿ataka has 

the same verse. The date of Bhalla¶a¿ataka (8th or 9th century C.E) is 

much earlier than the Subh¡Àit¡val¢ of Vallabhadeva (15th century C.E). 

So doubtlessly this verse can be assigned to the text Bhalla¶a¿ataka. 

Krishnamoorthy has pointed out the 60th and 83rd verses of 

Bhalla¶a¿ataka as cited by Kuntaka and then it is not clear how this verse 

went unnoticed. Here the emendation is seen only in a single word of the 

last line ‘kenop¡yena s¡dhyo’  as seen in the Bhalla¶a¿ataka. Kuntaka 

amends it as ‘kenop¡yena sahyo’ . In this verse the word ‘kenop¡yena 

sahyo’  is pertinent because ‘how the wind itself tolerates the dirtiness 

created by the dust’  is appropriate. Thus in this verse either the change 

made by Kuntaka or the scribe is really appreciable.  

          It is notable that for perfection of his of choice examples Kuntaka 

goes through the small branch of Sanskrit literature like ¿atakas. It is 

already said that the verses in them gave lots of beautiful moral 

messages than any other great poems. So their scope in Sanskrit 

literature is not negligible. Kuntaka who had made some beautiful 

modification in the verse of great poets like K¡lid¡sa also made essential 
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modifications in these ¿atakas too. It reveals his unbiased approach 

towards poets and every branch of literature. Every poet and poetry has 

their own unique features. But only a critic with sharp acumen can find 

out it. He can only extract the beauty and drawback hidden in it. He 

should also have the great intellect to depict it as he imbibed. Kuntaka’ s 

approach towards minor branch of literature too is praiseworthy.   

6.2. Anthologies  

 Generally anthology is a collection of literary works chosen by the 

compiler, and the literary works may include short stories, plays, songs 

etc. Most of the anthologies in Sanskrit are compilation of verses from 

various sources. The authorship of some of the verses found in them can 

be assigned to a definite poet or a definite source, but the sources of a 

majority of verses in the anthologies are completely unknown. So from 

this it can be assumed that the verses may have been either transmitted 

orally or its original source may have been irretrievably lost. The exact 

categorization of anthologies is really not an easy task because there are 

numerous anthologies of the same name. Among them some are 

anonymous too. There may be same verses in different anthologies. The 

uncertainty of date, authorship and the work from which it is taken etc. 

makes this categorization more crucial. The only notable feature of 

anthologies is that they preserve a wide variety of small poems of 

various known and unknown poets which would otherwise have been 

irrecoverably lost. Another notable feature of anthologies is that all 

verses found in them are not of unknown poets, but they also contain 

verses from the unpublished works of famous poets. From this, it is clear 

that we have lost numerous great compositions of some early poets. It is 
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very difficult to preserve all the knowledge of the past properly, though 

there are different types of preservative techniques from very early 

periods. It is well known that the information about numerous lost works 

is available only through valuable quotations and anthologies.  

 In Sanskrit literature, there are large numbers of anthologies. They 

are the collections or compilations of poems from various authors from 

various literatures. But it is unfortunate that there are some uncertainty 

about the name and authorship of the anthologies. In some anthologies 

there is no exact information about the author and the work from which 

the poem was taken, but some anthologies give such information. Many 

lost lyrics and didactic poems came to light only through some 

anthologies. Pady¡val¢ of R£pagosv¡min, Subh¡Àitah¡r¡val¢ of 

Harikavi, Padyave¸¢ of Ve¸¢datta, Vidy¡karasahasraka of 

Vidy¡karami¿ra, Subh¡Àitasudh¡nidhi of S¡ya¸a etc. are some of the 

name of the anthologies other than the anthologies cited by Kuntaka in 

his Vakroktij¢vita. Kuntaka take few verses from the anothologies like 

Subh¡Àitaratnako¿a, and G¡th¡sapta¿at¢. Details about Kuntaka’ s 

evaluation of verses from these anthologies are given below.  

 It is interesting to note that apart from ¿atakas other stray verses 

are taken from anthologies like Subh¡Àitaratnako¿a and G¡th¡sapta¿at¢. 

Some other stray verses cited by Kuntaka are later compiled in some 

anthologies like Subh¡Àit¡val¢, Saduktikar¸¡m¤ta, á¡r´gadharapaddhati, 

S£ktimukt¡val¢.  
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6.2.1. Subh¡Àitaratnako¿a 

 Subh¡Àitaratnako¿a is the earliest available anthology. It is also 

known as Kav¢ndravacanasamuccaya. At the beginning there is neither 

any information regarding the name nor any further details about this 

anonymous work. It is compiled by Vidy¡kara, a Buddhist monk of 

Bengal. It is most probably compiled at the end of the 10th century C.E 

or at the beginning of 11th century C.E. This compilation contains five 

hundred and twenty five (525) verses of one hundred and thirteen 

poets.18 It is arranged into different sections known as vrajyas. The 

authors who have cited verses from this compilation are May£ra, 

V¡kpatir¡ja, R¡ja¿ekhara, Kuntaka etc. This anonymous work was 

hidden in the form of a manuscript in Nepal in 12th century C.E.  

 The editor of this compilation, F.W Thomas, gave the title 

Kav¢ndravacanasamucchaya to this anonymous work. The first verse of 

this anthology starts with the word as n¡n¡kav¢ndra-vacan¡ni. It is 

believed that most probably this prompted the compiler to name the 

anthology as Kav¢ndravacanasamuccaya. This anthology gives 

information about some rare poets like Valla¸a, Buddh¡karagupta etc. 

No information about these poets can be found in any other source 

material. One portion of the work gives information about Buddha and 

another part gives description about Avalokite¿vara. The remaining 

sections deal with the topics as found in other anthologies like love, 

conduct of life, description of summer and the rainy season etc. Most of 

the poets of this anthology belong to the time before 10th century C.E.  

The edited text of Subh¡Àitaratnako¿a of D.D. Kosambi and V.V. 

Gokhale contains 1738 verses of different poets. Kuntaka cites five 
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verses from this anthology and quotes some of these verses more than 

once. The verses of Subh¡Àitaratnako¿a used by Kuntaka for 

substantiating different situations are given below. 

The definition of poetry of Kuntaka is as follows:- 

  ¿abd¡rthau sahitau vakrakavivy¡p¡ra¿¡lini/                                           

bandhe vyavasthitau k¡vyam tadvid¡hl¡dak¡ri¸i//19  

 Kuntaka gave the expansion of the word bandhe of this definition 

as:- 

v¡cyav¡cakasaubh¡gyal¡va¸yaparipoÀakaÅ 

vy¡p¡ra¿¡l¢ v¡kyasya viny¡so bandha ucyate//20 

 The diction or bandhaÅ means a brilliant use of sentence by 

heightening the general qualities like grace (saubh¡gya) and sensuous 

beauty (l¡va¸ya) of both the word and meaning. According to Kuntaka, 

grace (saubh¡gya) brought out by the selection of most appropriate 

words or by some other element through his poetic skill. Sensuous 

beauty (l¡va¸ya) means beauty of the proper use of syllables and words. 

As an example to this, Kuntaka cites a verse of Subh¡Àitaratnako¿a (465th 

verse). 

datv¡ v¡makaram nitambaphalake l¢l¡valanmadhyay¡ 

prottu´gastanamamsacumbicibukam k¤tv¡ tay¡ m¡mprati/ 

pr¡ntapotanavendran¢lama¸imanmukt¡val¢vibhram¡Å 

s¡s£yam prahit¡Å smarajvaramuco dvitr¡Å ka¶¡kÀaccha¶¡Å//21 

“Placing her left hand on her broad hip, his waist turning archly, 

stretching forward her high breast and with her chin toughing the 
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shoulder, she threw at me longingly two or three flashes of side looks. 

They bore the grace of a pearl necklace with blue sapphires strung at the 

edges and brought love-fever on me.” 

 Here a simple glance of a young lady towards her lover is very 

poetically portrayed by the poet. Here Kuntaka’ s selection of 

Vidy¡kara’ s verse is proper for this situation because the selection and 

arrangements of the syllables and words are highly aesthetical. The use 

of letters like the combination of spar¿a or mute consonants with the last 

consonant of their group, the medium length compounds, the 

combination of ‘ r’  and ‘¸’  with short vowels, harmonious diction etc. 

helps the reader to relish ¿¤´g¡rarasa.  

m£rdhni varg¡ntyag¡Å spar¿¡ a¶avarg¡ ra¸au lagh£/ 

¡v¤ttirmadhyav¤ttirv¡ m¡dhurye gha¶an¡ tath¡//22 

In the edited text of Subh¡Àitaratnako¿a of D.D. Kosambi and 

V.V. Gokhale this verse has some variant readings, which is as follows:- 

dattv¡ v¡makaram nitambaphalake l¢l¡valanmadhyay¡ 

vy¡v¤ttastanama´gacumbicibukam sthitv¡ tay¡ m¡m prati/ 

antarvisphuradindran¢lama¸imanmukt¡val¢m¡msa½¡Å 

saprema prahit¡Å smarajvaramuco dvitr¡Å ka¶¡kÀaccha¶¡Å//23 

       The emendation made by Kuntaka does not make any drastic change 

from the original meaning but they surely made the verse more beautiful 

through small changes like ‘prottu´gastanamamsacumbicibukam’  

instead of ‘vy¡v¤ttastanama´gacumbicibukam’ and ‘ s¡s£yam prahit¡Å’  

instead of ‘ saprema prahit¡Å’ etc. For bringing extreme charm to a verse 



 

 

268 

undoubtedly high breast is really beautiful than the separated breast so 

‘prottu´gastanam’ , the change made by Kuntaka is apt than 

‘vy¡v¤ttastanam’ . ‘A´gacumbicibukam’  means the chin touching the 

limbs and Kuntaka specifies the body as amsa, it is much realistic 

because at the time of turning the face the chin can only touch the 

shoulder and not any other part of the body. Here the changes will really 

help to increase the overall beauty of the verse. 

 The next verse of Subh¡Àitaratnako¿a is taken as an example to the 

expansion of tadvid¡hl¡dak¡ri¸¢, which is defined by Kuntaka as:  

 v¡cyav¡cakavakroktitritay¡ti¿ayottaram/ 

 tadvid¡hl¡dak¡ritvam kimapy¡modasundaram//24 

According to Kuntaka, the ultimate delight of poetry is something 

beyond the three elements of poetry like v¡cya or meaning, v¡caka or 

word, vakrokti or artful expression. Kuntaka takes the following verse as 

an example to substantiate his argument. 

  hams¡n¡m ninadeÀu yaiÅ kavalitair¡sajyate k£jat¡- 

  manya ko’pi k¡À¡yaka¸¶halu¶han¡d¡ghargharo vibhramaÅ/ 

  te sampratyaka¶horav¡ra¸avadh£dant¡´kuraspardhino 

  niry¡t¡Å kamal¡kareÀu bisin¢kand¡grimagranthayaÅ//25 

“The tapering buds of lotus-bulbs are in full bloom in the lotus 

ponds. They are now rivalling in their beauty the small sprouting tusk of 

a young cow-elephant. It is by swallowing these that swans acquire a 

unique shrillness of note in their songs, the astringent taste clearing their 
throats (like medicine).”  
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 The beauty of this verse undoubtedly lies not only in its words, 

meaning or in artful expression, the beauty of this verse is unique and 

beyond these three elements.   

 Kuntaka sometimes says that there is no need of further 

explanation of a verse for a sensitive reader and never substantiates how 

this verse became charming. The reason for this may be either that 

particular verse was very frequently used one in his time or was cited 

many times in any of the famous texts.  Thus being a sah¤daya himself, 

he would have avoided the mere explanation of the charm of the verses. 

Kuntaka cites this verse in three other situations for explaining the 

quality named grace (l¡va¸ya), and also for explaining phonetic 

figurativeness and sentential figurativeness. There is a variant reading of 

this verse in the second line, which is as follows:- 

                  k¡À¡yaka¸¶ali¶han¡d¡ghargharo nisvanaÅ//26 

 Here the word ‘ li¶han¡d’ may be the error done by the poet or 

scribe or someone else and instead of ‘nisvanaÅ’ , Kuntaka uses the word 

‘vibhramaÅ’  because this is suitable to the just previous word 

‘¡ghargharo due to alliteration.   

 Kuntaka has given ten different definitions for the variegated 

style. Among them, he says that:- 

  prat¢yam¡nat¡ yatra v¡ky¡rthasya nibadhyate/ 

  v¡cyav¡cakav¤ttibhy¡m vyatiriktasya kasyacit//27 

 It means that where something cannot be expressed directly, it 

communicates with suggestive sense. It is completely distinct from the 
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communicative use of meanings and the denotative use of words. For 

instance:-  

vaktrendorna haranti b¡Àpayas¡m dh¡r¡ manojµ¡m ¿riyam 

ni¿v¡s¡ na kadarthayanti madhur¡m bimb¡dharasya dyutim/ 

tasy¡stvadvirahe vipakvalaval¢l¡va¸yasamv¡din¢ 

ch¡y¡ k¡pi kapolayoranudinam tanvy¡Å param puÀyati//28 

“No streaming tears besmirch the pleasing charm of her moon like 

face. No sighs disturb the sweet sheen on her lips so red as the bimba 

fruit. During this separation from you, only the colour of the maiden’ s 

cheeks is changing, day by day, to resemble most the pallid glow of 

faded lav¡l¢ flower.”   

 Here a companion of a heroine telling the hero about the condition 

of the heroine in his absence. Such suggestive statement creates a 

suspicious state of mind in hero. The suggestive way used by the poet is 

noteworthy. Here the poet makes it clear that the heroine is not wasting 

time by shedding tears or making sighs and her beauty is increasing 

gradually. In this way the poet very easily and brilliantly creates the 

suspicious state of mind in the hero through the words of her companion. 

The selection of such beautiful verses by Kuntaka is really notable. 

 Here there is variant reading only in the last word of the last 

sentence. In the original text, ‘param ¿uÀyati’ 29 can be found instead of 

‘param puÀyati’ . The suggestiveness can be created only through the 

word ‘puÀyati’ . If the poet says that the beauty of her cheek is decreasing 

day by day because of the searation from her lover, there will not be any 

suggestive sense in this verse. So the apt and beautiful change made by 
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Kuntaka is appreciable. Another verse cited from this anthology is as 

follows:-  

¿v¡sotkampatara´gi¸i stanata¶e dhaut¡µjna¿y¡ma½¡Å 

k¢ryante ka¸a¿aÅ k¤¿¡´gi kimam¢ b¡Àp¡bhas¡m bindavaÅ/ 

kimc¡kuµjitaka¸¶harodhaku¶il¡Å kar¸¡m¤tasyandino 

hu´k¡r¡Å ka½apaµcamapra¸ayinastru¶yanti niry¡nti ca//30 

“O gentle maid, why is it that these drops of your streaming tears, 

darkened by the collyrium washed by them, are made to break up into 

particles as they hit the region of your bosom made billowy by heaving 

breaths? How is it that your moans, resembling the cuckoo’ s notes in 

sweetness, bathing the hearer’ s ears with heavenly music, and uneven by 

forced suppression on the throat, are breaking loose and bursting out?”  

 Kuntaka cites this verse in two contexts. First, he cites this as an 

example of metaphorical figurativeness (upac¡ravakrat¡), the division of 

lexical figurativeness (padap£rv¡rdhavakrat¡) because in the first line on 

the basis of general similarity the liquid nature like billowy is applied to 

the solid bosom. Kuntaka then cites this example for showing the nature 

of sensuous beauty (l¡va¸ya) of the variegated style (vicitra m¡rga). The 

nature of sensuous beauty of the variegated style is that there must be a 

harmonious combination of words, absence of the elision of final 

aspirates and also have short syllables preceding conjunct consonants. In 

the third line the short syllable ‘ku’  is used before the conjunct 

consonant ‘µji’  and ‘ka’  before ‘¸¶ha’  and also ‘pa’  before ‘µca’  in the 

fourth line etc. Thus it is clear that the selection of the verse for these 

particular situations is apt. 
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 In the original text the variation is only in a single word of the 

third line, there the poet uses ‘ ¿rotr¡m¤ta’  instead of ‘kar¸¡m¤ta’ . This 

simple change is apt because the word ¿rotr¡m¤tam is difficult to 

pronounce and surely the soft word kar¸¡m¤tam makes this verse more 

attractive. The last verse cited by Kuntaka from this anthology is:- 

teÀ¡m gopavadh£vil¡sasuh¤d¡m r¡dh¡rahas¡kÀi¸¡m 

kÀemam bhadra kalinda¿ailatanay¡t¢re lat¡ve¿man¡m/  

vicchinne smaratalpakalpanam¤ducchedopayoge’dhun¡ 

te j¡ne jara¶h¢bhavanti vigalann¢latviÀaÅ pallav¡Å//31 

 Here K¤À¸a asks Uddhava after reaching Dv¡rak¡ from Amb¡¶¢ 

that “How do they do, those bower-huts, o friend, on the banks of river 

Yamun¡? Those who were the companions of the sports of cowherdesses 

and those witnessed R¡dh¡’ s amours. Now that none will pluck them 

soft to turn them in to beds of love. I am afraid that all those fresh green 

leaves do lose their greenness and become old” . 

 Kuntaka cites this verse as an example of sentential figurativeness 

(v¡kya vakrat¡). The essence of the poetic elements like subject, 

embellishment and sentiment needs poetic skill. Among them 

embellishment deserves utmost necessity of poetic skill, otherwise it 

would look like a bare figure of speech in poetic descriptions. Kuntaka 

cites this example to indicate the subject or facts being beautified by 

artistic skill of a poet. Actually this verse discusses about a mere subject 

relating to common life like a bower-hut and it is very difficult to add 

any sentiment in it. But the author of this verse makes this ordinary 

subject very attractive by his poetic skill. In the second udyota of 
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Dhvany¡loka, Ënandavardhana cites this to substantiate that the non-

sentient things become attractive by adding sentient nature to them. 

 From some works, Kuntaka cites only very few verses. In such 

situations it is really a difficult task to make a clear idea about Kuntaka’ s 

opinion of that particular text as a whole. But from the works of 

K¡lid¡sa, Bh¡ravi etc. he cites numerous examples and it becomes 

helpful to assess an overall opinion of Kuntaka about that text. Difficulty 

of such assessment will be more in the works like anthologies, because it 

is only a compilation of verses of different poets. So sometimes only one 

verse of a single poet is available and this will not be sufficient to 

evaluate that poet. Kuntaka’ s minute observation of the individual verses 

has helped him to select the most suitable verse in various situations. 

This shows Kuntaka’ s perfection in the art of criticism and poetic 

analysis.   

 Kuntaka has chosen some of the beautiful verses found in 

Vidy¡kara’ s anthology. From these, it is clear that Kuntaka has a 

positive attitude towards the verses included in the anthology of 

Vidy¡kara. He has unveiled the beauty of many of the verses found in it 

and his selection of verses for each situation seems appropriate. Such 

keen evaluation of Kuntaka is really laudable.  

 Apart from these anthologies Kuntaka cites three verses from one 

famous Prakrit anthology named Satt¡si or G¡th¡sapta¿at¢. Brief 

information about the text and the verses of it are given below. 
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6.2.2. G¡th¡sapta¿at¢ 

 It is a Prakrit anthology of S¡tav¡hana H¡la of middle of the 1st 

century C.E. It is written in Mah¡r¡À¶ri Prakrit. As the name indicates it 

consists of seven hundred verses composed in ¡rya metres. It really lost 

its own individual beauty due to some interpolations and emendations. 

The theme of G¡th¡sapta¿at¢ is closely related to the life of common 

people. The characters of this work include common people like a farmer 

and his wife, village headman and his daughter, householder, his wife 

and children etc. Descriptions about kings are rarely mentioned in it. 

H¡la loves the language of common masses and he is really an exception 

in standing against devabh¡Àa though in power. This makes the 

composition of Satt¡si, the Prakrit word of G¡th¡spta¿at¢. This is one of 

the older works displaying creativity with in a conventional frame work. 

This is not a complete composition of the poet himself, but he collected 

them from his previous and contemporary writers. H¡la mentions at least 

the names of 398 poets. Though it is really erotic in nature, it discusses 

about various topics like common life of the village people, particularly 

of the Deccan region and perfect depiction of the nature etc.   

 This anthology has description of the rivers like Yamun¡, 

Narmad¡, God¡var¢, Rev¡, Tapti etc. Moreover it also discusses about 

the flowers like Kuravaka, Kadamba, Pun·ar¢ka etc. and the birds likes 

á¡rik¡, peacock, swan, crow etc. and the animals likes Cow, Elephant, 

Lion etc. A glance at this anthology makes us to think that the compiler 

had aimed to give advice to the human beings for well behavior. One of 

the older commentators named Ga´g¡dhara had written the important 

and early commentary of this anthology.  
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ratikelih¤tanivasanakarakisalayaruddhanayanayugalasya/ 

rudrasya trit¢yanayanam p¡rvat¢paricumbitam jayati// 32 

(raike½ihia¸iasa¸a karakisalaaruddha¸a¸jua½assa 

ruddassa taia¸aa¸am pavvaiparicuÆbiam jaai) 

“When Rudra disrobed her during amorous sports, P¡rvat¢ closed 

a couple of his eyes with her tender palms and gave a (sudden) kiss on 

his third eye, which indeed triumphs.”  

 Kuntaka cites this verse as an example of figurativeness related to 

verb (kriy¡vaicitryavakrat¡), one of the variety of lexical figurativeness 

(padap£rv¡rdhavakrat¡). Goddesses P¡rvat¢ covered the two eyes of 

Lord áiva with her two hands. The third eye of áiva is victorious 

because apart from the other two eyes it is covered by the kiss of 

P¡rvat¢. It is really a beautiful and apt example for figurativeness related 

to verb. Here the verb used by the poet ‘ triumph’  for the third eye will 

really delight the connoisseurs.  

 Kuntaka cites the next verse as an example of one of the varieties 

of the brilliant style (vicitra m¡rga) propounded by Kuntaka, the 

definition given for it is as follows:-  

yadapyan£tanollekham vastu yatra tadapyalam/ 

uktivaicitryam¡tre¸a k¡À¶h¡m k¡mapi n¢yate//33 

 In this variety, Kuntaka says that sometimes a dull subject due to 

its overuse will rise to a unique height of excellence merely through 

artistic expression. 
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anyad la¶abhatvamanyaiva ca k¡pi varttanacch¡y¡/ 

¿y¡m¡ s¡m¡nyapraj¡pate rekhaiva ca na bhavati//34  

(a¸¸am la·ahatta¸am a¸¸accia k¡vi vatta¸acch¡¡ 

s¡m¡ s¡ma¸¸pa¡ vai¸o reha ccia ¸a hoi) 

“Unlike others is her sprightliness and her bearing again is unlike 

the rest. The lovely maiden cannot be the work of the general creator, not 

one jot or little.” 35 

 Here the poet just describes the beauty of a maiden but in a 

different and charming style with his artistic excellence in order to attract 

the connoisseur. This verse is not in present available texts of 

G¡th¡sapta¿at¢. Kuntaka’ s observation would not get wrong, so the 

manuscript available to him must possess this particular verse. Later this 

verse may in oblivion either due to scribal error or something else.  

 Kuntaka cites the third and final verse from G¡th¡sapta¿at¢ as an 

example of beauty in the speciality of tense (k¡lavaicitryavakrat¡), one 

of the varieties of grammatical figurativeness (pratyayavakrat¡). When 

time or tense become beautiful due to the presence of utmost propriety, it 

comes under the division of this type of figurativeness. According to 

grammarians, it is the expressions like ‘ la¶’  which denotes the present 

tense. Here actually an efficient poet creates a beautiful chemistry 

between the subject and the propriety of time.  

 samaviÀamanirvi¿eÀ¡ samantato mandamandasaµc¡r¡Å/ 

 acir¡dbhaviÀyanti panth¡no manorath¡n¡mapi durla´ghy¡Å// 36 

(samavisama¸ivvises¡ samantao mandamandasaµc¡r¡ 

air¡ hohinti pah¡ ma¸orah¡¸am pi dulla´gh¡) 
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  “Ups and downs in the roads will all be leveled, Journeys 

everywhere become slow and slower still. Before long, they will exceed 

the reach of even of one’ s mind-chariots.”  

 Here a lover bears the extreme pangs of the separation from his 

beloved. By imagining the future, the lover is also unable to bear the 

beauty of his circumstances, the stimuli that increase his pangs of 

separation. He says these words with dilemma that soon the reverie 

might also not be able to overcome the main road. In this verse ‘hohinti’  

(bhaviÀyanti), the word denoting the future tense enhances the charm of 

this verse. There is no variant reading in the verses cites by Kuntaka 

from G¡th¡sapta¿at¢. 

 In Dhvany¡loka Ënandavardhana cites the same verse as an 

example of suggestiveness of tense. From such situations, it is clear that 

Kuntaka was undoubtedly influenced by Ënandavardhana. But Kuntaka 

never blindly imitates him. He developed his own theory taking 

inspiration from Ënandavardhana and acquired a unique position in the 

realm of Sanskrit.  

 These are some minute but beautiful observations of Kuntaka on 

few verses found in some ¿atakas and anthologies. Beautiful 

emendations made by either Kuntaka or the scribes are also discussed. 

Some other verses cited by Kuntaka were included in the anthologies 

compiled after him.  

6.3. Conclusion 

 Kunaka has cited many verses from anthologies and ¿atakas. 

Moreover he had also selected large number of verses from unknown 
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sources. They are given as appendix. Complete evaluation of a work is 

impossible through the analysis of stray verses alone. So they have no 

relevance in analyzing the contextual and compositional figurativeness. 

Kuntaka used these stray verses to substantiate his first four varieties 

figurativeness namely phonetic, lexical, grammatical and sentential. 

Kuntaka takes five verses from Subh¡Àitaratnako¿a and three from 

G¡th¡sapta¿at¢. He also takes single verses from S£rya¿ataka and 

á¤´g¡ra¿ataka, two and three verses respectively from Amaruka¿ataka 

and Bhalla¶a¿ataka.  

 Subh¡Àitaratnako¿a and a Prakrit anthology named G¡th¡sapta¿at¢ 

were the anthologies compiled before Kuntaka. So the analysis of variant 

readings is only possible in Subh¡Àitaratnako¿a and G¡th¡sapta¿at¢. 

There are some variant readings in the verses of the original text of 

Subh¡Àitaratnako¿a from poetic works. It reveals that it is not only 

sufficient to consult only some manuscripts while editing the works but 

comparison of some poetic works will also help to take more plausible 

decision. May be variant readings are the innovation made by either the 

editor or the author of that particular text. But it is sure that its 

comparison with other available evidence will surely help to take much 

more plausible decision. Whatever it is, beautiful modification made by 

Kuntaka is highly significant and apt to the particular context.  

 Kuntaka minutely evaluated the verses found in anthologies and 

¿atakas. This shows that he selects most suitable verses from various 

sources for illustrating different concepts. This also reveals that he not 

only followed written texts but also the verses prevalent at that time 

through oral transmission or by some other means. Ënandavardhana and 
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Kuntaka had taken same verses for discussing rasavadala´k¡ra. Another 

notable fact is that most of the stray verses were quoted to illustrate 

different figures of speech mentioned in Vakroktij¢vita. 

 Kuntaka’ s observation on few verses taken from ¿atakas like 

S£rya¿ataka, á¤´g¡ra¿ataka, Amaru¿ataka and Bhalla¶a¿ataka are 

praiseworthy. He selects most suitable verses for every situation. 

Ënandavardhana also cites verses from the ¿atakas like á¤´g¡ra¿ataka, 

Amaru¿ataka and Bhalla¶a¿ataka in his Dhvany¡loka. Bhalla¶a¿ataka is 

not as famous as other three ¿atakas and it came to be known through the 

citation of Kuntaka and Ënandavardhana. Here Kuntaka has done both 

criticism and appreciation of different verses of the same work and this 

reveals his keen evaluation of each verse. He never criticizes a work 

from the point of view of just one charmless verse found in it and also 

does not blindly appreciate a work on seeing a single beautiful verse. He 

completely goes through a composition and extracts the best for every 

situation. 

 The contributions of the authors of these ¿atakas and the compilers 

of the anthologies are not negligible. Most of the verses would be in the 

oblivion if Kuntaka would not have cited them. So the evaluations done 

by Kuntaka by going through relatively less important works along with 

the composition of the master poets are really commendable. These 

evaluations show Kuntaka’ s ability to analyse minute aspects of the 

verses and bring out their literary beauty. Thus these minute observations 

indicate the critical acumen and literary taste possessed by Kuntaka as a 

literary critic. 
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1 The difference between anthologies and ¿atakas is that the anthologies are 
the collected verses of different poets but the verses of ¿atakas are of a single 
poet. They can be included in a single category as they have similar style of 
writing and description of matter. 
2 Ramakant Tripathi(Ed.), S£rya¿atakam of ¿r¢ May£ra Bha¶¶a, p.4. 
3There are also some controversies about the authorship of the ¿atakas like 
Amaru¿ataka of Amaruka and the ¿atakatrayas of Bhart¤hari. Amaruka is 
often considered as identical to the Ved¡nta philosopher áa´kar¡c¡rya and 
Bhart¤hari, the author of ¿atakatrayas to the grammarian Bhart¤hari, who has 
wrote V¡kyapad¢ya and the commentary on Mah¡bh¡Àya of Pataµjali and a 
treatise on the philosophy of language. 
4 K. Krishnamoorthy, Vakrokti-j¢vita of Kuntaka, p.127. 
5 Swami Jagadishwaranand Saraswati(Ed.), Bharttriharishatakam, p.76. 
6Ac¡rya Jaggannath Pathak, op.cit,pp.559-560. 
7 ibid,p.80. 
   ekasmin ¿ayane par¡´mukhatay¡ v¢tottaram t¡myato- 
   ranyonyasya h¤disthitepyanunaye saÆrakÀatorgauravam/ 
   daÆpatyoÅ ¿anakairap¡´gavalan¡mi¿r¢bhavaccakÀuÀo- 
   rbhagno m¡nakaliÅ sah¡sarabhasavy¡v¤ttaka¸¶hagraham// 
8 C. Kunhan Raja, Amaru¿atakam, p.4. 
9 K. Krishnamoorthy,op.cit,p.117. 
10 ibid,p.403. In this chapter all the translations are taken from K. 
Krishnamoorthy, Vakroktij¢vita of Kuntaka. 
11 ibid,p.150. 
12 K. Krishnamoorthy,op.cit,p.149. 
13 ibid,p.14. 
14 ibid,p.55 
15 T.K Ramachandra Aiyar,op.cit,p.96. 
16 ibid,p.102. 
17 ibid,p.54. 
18 S.N Dasgupta, and S.K. De, History of Sanskrit Literature, pp.412-413. 
19 K. Krishnamoorthy, op.cit,p.6. 
20 ibid, p.38. 
21 ibid,p.p.39. 
22 Ganganatha Jha. K¡vyaprak¡¿a of Mammata,p.311. 
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23 Vidy¡kara, Subh¡Àitaratnako¿a, (Ed). D.D. Kosambi and V.V. Gokhale, 
p.54. 
24 K. Krishnamoorthy,op.cit,p.39. 
25 ibid,pp.39-40. 
26 ibid,p.35. 
27 ibid,p.53. 
28 ibid,pp.59-60 
29 ibid,p.62. 
30 ibid,p.63. 
31 ibid,p.136. 
32 ibid,p.32. 
33 ibid,p.53. 
34

 ibid,p.57. 
35 ibid,p.343. 
36 ibid,p.114. 
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Genre-wise list of works cited by Kuntaka 

Work Author 
No. of 
verses 

No. of 
context 

Period 

I Anthologies 

1 Subh¡Àitaratnako¿a Vidy¡kara(c) 5  +10 
2 G¡th¡sapta¿at¢ Vallabhadeva 12  +1 

II áatakas 

1 Amaru¿ataka  Amaruka 2  + 7 
2 S£rya¿ataka May£ra 1  + 7 
3 á¤´g¡ra¿ataka Bhart¤hari 1  + 7 
4 Bhalla¶a¿ataka Bhalla¶a 3  + 9 

III Dramas 
1 Uttarar¡macarita Bhavabh£ti 3  +7 
2 M¡lat¢m¡dhava ’’  2  + 7 
3 V¢racarita ’’    + 7 
4 B¡lar¡m¡ya¸a R¡ja¿ekhara 15  +10 
5 Viddha¿¡labhaµjika ’’  2  + 10 
6 Abhijµ¡na¿¡kuntala K¡lid¡sa 12  R1 

7 Vikramaorva¿¢ya ’’  9  R 
8 Mudr¡r¡kÀasa Vi¿¡khadatta 1 1 + 6 
9 R¡ghav¡nandha ’’  1  +9 
10 Ve¸¢samh¡ra Bha¶¶an¡r¡ya¸a  2 + 7 
11 T¡pasavatsar¡ja Ana´gaharÀaM¡t¤r¡ja 13  + 8 
12 Ud¡ttar¡ghava ’’    + 8 
13 N¡g¡nanda ár¢harÀa  1 + 7 
14 Ratn¡val¢ ’’  1  + 7 
15 P¡dat¡·itaka áy¡milaka 1  + 9 
16 P¡¸·av¡bhyudaya Unknown   U2 

17 R¡m¡nanda Unknown   +8 
18 M¡y¡puÀpaka Unknown   B 3+10 
19 K¤ty¡r¡va¸a Me¸¶ha   B+ 10 
20 Chalit¡r¡ma Unknown   B+ 10 
21 PuÀpad£Àitaka Brahmaya¿aswamin 2  U 

22 R¡m¡bhyudaya Ya¿ovarmman   + 8 

23  Pratim¡niruddha Vasun¡ga   U 

24 Abhijµ¡naj¡naki Unknown 3  U 

25 
Hanuman-n¡¶aka or 
Mah¡n¡¶aka 

Hanum¡n 
2  + 10 

26 M¤cchaka¶ika S£draka 1  + 1 
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Work Author 
No. of 
verses 

No. of 
context 

Period 

IV Mah¡k¡vyas 
1 Raghuvam¿a K¡lid¡sa 48  R 
2 Kum¡rasambhava ’’  20  R 
3 ái¿up¡lavadha M¡gha  7  + 7 
4 Kir¡t¡rjun¢ya Bh¡ravi 14  + 5 
5 Gau·avaho  V¡kpatir¡ja 3  + 8 
6 Harivijaya  Sarvasena 1  + 4 
7 Hayagr¢vavadha Me¸¶ha   U 
8 R¡macarita  Abhinanda   + 9 
V Kha¸·ak¡vya 
1  Meghad£ta K¡lid¡sa 5  R 

VI Prose works 
1 K¡dambar¢ B¡¸abha¶¶a  1 +7 
2 HarÀacarita ’’   5 +7 

3 
Tantr¡ky¡yika 
(Paµcatantra) 

ViÀ¸u¿arma 
1  +3 

VII Epics 
1 R¡m¡ya¸a V¡lm¢ki  1 R4 

2 Mah¡bh¡rata B¡dar¡ya¸a 1  R5 

 
Unknown Sanskrit 
verses 

 
113   

 Unknown Pr¡k¤t verses  14   
 Incomplete verses  5   
 Stray verses  20   

Total -46 works 335 
verses 

  

 

                                                           

1 Roughly between -1 to +5 
2 Unknown 
3 Before 
4 Roughly below -500 
5 Roughly +5 
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CONCLUSION 

 

 In the realm of Sanskrit poetics, the text Vakroktij¢vita and its 

author Kuntaka have a prominent place. Though Kuntaka had neither 

any recent followers nor a strong commentator in Sanskrit poetics, his 

contribution to Sanskrit poetics cannot be dispensed off. His theory of 

vakrokti has gained relevance in modern times. Kuntaka is considered as 

a practical literary critic among Sanskrit rhetoricians. The opinion of 

F.R. Leavis found in ‘The aesthetics of new criticism’ that the function 

of literary criticism is to define modern sensibility and to help in 

preserving it in a world of spiritual bankruptcy. T.S Eliot says that the 

aim of a critic is to realize the aim of an artist, which is completely 

different from the real world. Ransom opines that the duty of a critic is to 

understand the ontological maneuvers of a poet. A poem or any other 

poetic composition is an expression of temperament which is realized by 

the critic only if he possesses the same temperament. The duty of a critic 

is to elucidate and analyze the sensible imagination achieved by the poet 

through his poetic skill. This means that a critic should bring forth the 

ontology of a poem in a wide sense. According to T.S Eliot, criticism is a 

highly complex activity and chief tools of a critic are comparison and 

analysis. Critics have deep concern with human values. They always 

appreciate the compositions that possess moral values. At the same time 

they vehemently criticize the impropriety found in the composition 

because which may adversely affect the society and at the same time 

lesson the value of the poets.  These things make literary criticism 

relevant in the social arena.  



 

 

285 

 When Kuntaka’ s contribution is evaluated from the standards of 

modern criticism, he has his own features. A critic, in modern sense, is 

one who approaches all literary genres unbiasedly. He is not influenced 

by the greatness of the author, instead he is concerned with the literary 

text. The critic objectively analyzes the merits of the literary works and 

relishes their essence. He is also an adept in expressing his analysis and 

appreciation of literary works. Kuntaka is seen to fulfill these qualities of 

a literary critic. He is seen to approach Sanskrit literary works without 

any preconceptions. Works of all poets, both renowned and less-known 

poets feature in his criticism. He also takes up both major and minor 

works of all poets. It is only the literary merits that attract Kuntaka’ s 

attention. Kuntaka has his own uniqueness when compared with other 

Sanskrit rhetoricians. Most of the Sanskrit rhetoricians compose their 

own verses to illustrate various literary concepts. Only a few of them, 

quote examples from literary works. V¡mana, Ënandavardhana, 

Mahimabha¶¶a and Mamma¶a are seen to quote verses from both 

Sanskrit and Prakrit literary works. They are also seen to cite muktakas 

which are now seen in various compilations of subh¡Àitas (anthologies). 

Kuntaka is seen to cite examples from numerous literary works. He has 

given numerous examples from various literary works to substantiate his 

arguments. This reveals his immense scholarship of Sanskrit and Prakrit 

literatures. 

 Certain contributions of Kuntaka make him unique in the history 

of Sanskrit poetics. One of them is his choice of illustrations, which is 

highly representative. Kuntaka tries to explain how an example is 

suitable for a particular context and tries to evaluate the selected work as 
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a whole. Sanskrit rhetoricians did not try to evaluate the literary works 

completely. Ënandavardhana is surely an exception to this general 

feature. He tried to establish the dominant sentiment of Ram¡ya¸a and 

Mah¡bh¡rata respectively as karu¸a and ¿¡nta in his text Dhvany¡loka. 

Kuntaka has taken up various texts for complete analysis while 

discussing the last varieties of figurativeness. The compositional 

figurativeness itself shown in works like Abhijµ¡¿¡kuntala and 

Kir¡t¡rjun¢ya reveals that Kuntaka tries to evaluate the Sanskrit literary 

texts very intensely and completely. Moreover he also suggests some 

possible alternations to particular contexts without considering the 

stature of its author. These things make Kuntaka unique in the history of 

Sanskrit poetics. 

 The aptness of the title of a literary critic given to Kuntaka is 

obvious while going through the wide variety of citations he has taken 

from various literary sources and his complete evaluation of some 

compositions. It is well known that his last two varieties of 

figurativeness like contextual and compositional are helpful to assess the 

complete evaluation of a work. The highlight of Kuntaka is his unbiased 

nature in his citations. He cites the works of numerous famous poets at 

the same time novice too. Lots of rare works like Abhijµ¡naj¡naki, 

Ud¡ttar¡ghava etc. were cited by him. Kuntaka would not have chosen 

these examples mechanically; it is to his credit that he has not blindly 

borrowed the examples cited by earlier rhetoricians. He has 

independently made those choices. Use of different and beautiful literary 

verses in the poetic text will surely lessen the boredom while reading it 

and at the time it also pleases the sensitive readers.  
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 It is notable that uniqueness of Kuntaka is mainly due to three 

reasons. One of them is his boldness in criticizing the master poets. 

Another one is his boldness in breaking the theory of early rhetoricians 

with apt explanation and the suggestion of a new one in its place by 

replacing the old one. Yet another reason is his propriety in making 

plausible innovative changes in certain situations like 

‘vidhimapivipann¡dbhutavidhim’ in M¡lat¢m¡dhava etc. These 

emendations made by Kuntaka have already been appreciated by the 

scholars. They reveal his literary taste. 

 Anthologies are the storehouse of scattered verses of various 

poets. Knowledge about some rare poets and their meaningful verses 

would be in the oblivion if some rhetoricians like Kuntaka would not 

have cited them. In anthologies numerous verses were ascribed to some 

famous poets also. But it is unfortunate that the original texts did not 

possess any of the verses found in anthologies. For instance, Peterson’ s 

edition of Subh¡Àit¡val¢ have some verses ascribed to A¿vaghoÀa, but 

none of his works now contain the same verses. Either these are the 

muktakas written by the same poets or there must have been numerous 

poets of the same name. The anthologies possess some verses of women 

poets like Indulekh¡, Vijj¡ or Vijjak¡ etc. The rare verses in the famous 

poetical text must have been the inspiration for the compiler of the 

anthologies for compiling them.  

 The keen evaluation of some verses in Vakroktij¢vita from its 

original source will also help to assess his emendation skill for giving 

more charm to the verse. Such emendations are found largely in 

anthologies. Among the verses of anthologies cited by Kuntaka, the 
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compilation availed before him are Subh¡Àitaratnako¿a and 

G¡th¡sapta¿at¢. The beautiful emendation or variant readings in the 

verses cited by Kuntaka in Vakroktij¢vita and the verses found in the 

available compilation of the text Subh¡Àitaratnako¿a are given in the 

chapter named Kuntaka’ s assessment of verses cited in ¿atakas and 

anthologies. Kuntaka cites three verses from G¡th¡sapta¿at¢, among 

them two are as same as in the available texts like G¡th¡sapta¿at¢ edited 

by Bhatta Sri Mathuranath Sastry, and The pr¡k¤t G¡th¡sapta¿at¢ edited 

by Radhagovinda Basak. But another verse cited as taken from 

G¡th¡sapta¿at¢ is not found in these texts. Some version of 

G¡th¡sapta¿at¢ available at the time of Kuntaka may have this verse. The 

verse is as follows: - anyadla¶abhatvamanyaiva ca k¡pivarttanacch¡y¡/ 

¿y¡m¡ s¡m¡nyapraj¡paterekhaiva ca nabhavati// Gradually in new 

editions, it may have been lost due to some reasons like scribal error, 

loss of manuscripts etc. The relevance of citations will be more explicit 

in such situations because that particular verse was still preserved only 

through such citations. Thus the attempt taken by the rhetoricians to 

preserve few rare verses that completely would be in oblivion is really 

significant.   

 Though Kuntaka cites numerous verses from the works of 

K¡lid¡sa, it is notable that he does not use his compositional 

figurativeness in the works of the master poet except through the 

suggestion of the excellent choice of title of Abhijµ¡na¿¡kuntala. The 

other works cited for explaining compositional figurativeness are 

Ve¸¢samh¡ra, Kir¡t¡rjun¢ya, ái¿up¡lavadha, Uttarar¡macarita, 

N¡g¡nanda, Mudr¡r¡kÀasa and T¡pasavatsar¡ja. Moreover Kuntaka does 
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not cite any verse from M¡lavik¡gnimitra and Îtusamh¡ra. Kuntaka 

goes through the popular works of K¡lid¡sa like Raghuvam¿a, 

Kum¡rasambhava, Abhijµ¡na¿¡kuntala, Meghad£ta to bring forth both 

his excellence and drawbacks. At the same time Kuntaka cites excellent 

verses from large number of some lost works. It reveals the unbiased 

nature of Kuntaka.  

 Kuntaka brings forth the poetic excellence of K¡lid¡sa through the 

depiction of the hunting episode of Da¿ratha. Here for protecting 

Da¿aratha from his sin of killing an ascetic boy in his hunting, the master 

poet opines that even sometimes due to bad luck good people also go 

astray. Thus K¡lid¡sa very convincingly saved Da¿aratha’ s image 

instead of saying that he mistakenly killed a young blind ascetic boy. 

Such astounding poetic skill of K¡lid¡sa brilliantly paved the way for 

absolving Da¿aratha of his sins. Here Da¿aratha says that the curse fallen 

on him is like a blessing because of his childlessness. This is one of the 

beautiful incidents cited by Kuntaka to reveal the poetic beauty of 

K¡lid¡sa. At the same time Kuntaka boldly criticizes K¡lid¡sa indicating 

the faults found in Raghuvam¿a and Kum¡rasambhava. In Raghuvam¿a 

Kuntaka criticizes K¡lid¡sa because of the depiction of R¡ma’ s 

remembrance of the bad deed of Kaikey¢ even after his victory. He again 

points out the impropriety in the words of Dil¢pa. In Kum¡rasambhava, 

humiliating words showered by Cupid towards Indra is considered as 

highly improper. Here K¡lid¡sa would have included such a depiction so 

as to show that even the great personalities also have such weakness at 

times. But according to Kuntaka, a great poet should always be 

especially conscious in the depiction of ideal characters.  
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 Moreover Kuntaka’ s criticism of ái¿up¡lavadha is also 

praiseworthy. M¡gha gave lengthy description of the city of Dv¡rak¡ 

when K¤À¸a commences his journey towards Indraprastha. But Kuntaka 

points out that such long description of Dv¡rak¡ is really improper. The 

bold opinion presented by Kuntaka is highly remarkable because such a 

long description contribute, nothing for the further development of the 

story. M¡gha developed this portion through seven hundred sixty six 

verses in ten cantos, which was mentioned in M¡h¡bh¡rata only through 

few verses. Kuntaka again signifies that the straight forward title given 

to this mah¡k¡vya is charmless.  

 Kuntaka’ s analysis of Sanskrit dramas is also praiseworthy. In 

Ve¸¢samh¡ra, Bha¶¶an¡r¡ya¸a depicts the amours between Duryodhana 

and Bh¡numat¢ while going a great war outside. Kuntaka criticizes such 

impropriety of Bha¶¶an¡r¡ya¸a. According to Kuntaka in such a crucial 

time the presence of Duryodhana in the harem and a single word with 

deep passion to her wife is also improper. If so there is no need to say 

impropriety in explaining the amours. Moreover Kuntaka also points out 

the impropriety of suspecting the fidelity of his wife without properly 

understanding her mind. Such observations of Kuntaka reveal his keen 

literary taste.  

 Another striking observation of Kuntaka is in the drama 

N¡g¡nanda. Here the ideal hero J¢m£tav¡hana offers his own body and 

saves a serpent named áa´kac£da from Garu·a. J¢m£tav¡hana did so 

because once he happened to hear the lament of a serpent that today is 

the turn of her son to be the prey of Garu·a. Then Garu·a begins to eat 

áa´kac£da without realizing that this is not a serpent. Garu·a beomes 
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full of remorse when he comes to realize that the prey he started to eat 

was a great Vidy¡dhara prince. Afterwards Garu·a takes a vow of non-

violence. Through this J¢m£tav¡hana not only saves a single serpent but 

also the whole race of serpent. It is doubtless that pointing out such 

incidents Kuntaka would like to uphold the importance of moral values. 

Here the self-sacrifice of J¢m£tav¡hana is noteworthy.  

 Indication of impropriety in the words of S¢t¡ in B¡lar¡m¡ya¸a 

also shows that Kuntaka never tolerates improper behavior from an ideal 

character. Kuntaka also appreciates the authors of Mudr¡r¡kÀasa and 

T¡pasavatsar¡ja for their depiction of new way of political strategy in 

their work to delight the readers. Kuntaka’ s such bold attempt of 

criticism and beautiful observations on the compositions of master poets 

also help to attain a unique position in Sanskrit literature. A poet can 

easily influence the people of both the higher and lower classes of a 

society. So a responsible poet should be aloof from poetic blemishes.  

 The verses cited in a poetic text can make the composition 

attractive and at the same time awful. In some early poetic texts the 

distinctness is only due to the different examples cited for various 

situations. In most of the poetic texts, the verses cited are of the poet’ s 

own compositions or sometimes it may be the eulogy of their patron. By 

selecting appealing verses Kuntaka has done his job perfectly.  

 Among the five mah¡k¡vyas, Kuntaka cites four except 

NaiÀadha because of its later origin. He did not cite any verses from the 

famous mah¡k¡vyas like Buddhacarita and Saundarananda of 

A¿vaghoÀa. He has also avoided some other mah¡k¡vyas like 

Bha¶¶ik¡vya of Bha¶¶i, Setubandha of Pravarasena etc. It is well 
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known that there are some great resemblances between the works of 

K¡lid¡sa and A¿vaghoÀa. Kuntaka may also have a firm belief about the 

genuineness of K¡lid¡sa like most of the other Sanskrit poets. This may 

be the reason for the avoidance of the works of A¿vaghoÀa. 

 Another notable fact is that he did not cite any verse from the 

plays of Bh¡sa. At least Svapnav¡savadatta and 

Pratijµ¡yaugandhar¡ya¸a were must have been available at the time of 

Kuntaka. Still there is no exact reason why Kuntaka rejected these 

famous plays of Bh¡sa. This may also point towards the real authorship 

of Bh¡sa’ s plays. It is well known that a group of scholars opine that 

those plays were composed by the c¡kyars of Kerala for dramatic 

presentation at a later age. 

 Another notable fact is that names of certain cantos of some 

dramas have same name with some rare works cited by Kuntaka. For 

instance the name of tenth canto of B¡lar¡m¡ya¸a is R¡ghav¡nanda. It is 

also interesting to note that both the dramas like T¡pasavatsar¡ja and 

Ud¡ttar¡ghava were written by the same author named 

Ana´gaharÀam¡t¤r¡ja. There is also a work named Ud¡rar¡ghava cited 

some rhetoricians. This may sometime confuse with Ud¡ttar¡ghava. But 

it is only Kuntaka who cites Ud¡ttar¡ghava in his work. Kuntaka 

discusses about fifty literary compositions either citing few verses from 

them or sometimes just touching the name of a work. Among them he 

cites approximately three hundred and thirty five verses. In them ninety 

four verses are taken from the great poet K¡lid¡sa including forty eight 

from Raghuvam¿a.  
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  Kuntaka elaborates the qualities that each style possesses. But this 

elaboration seems to create certain difficulties. The vague distinction 

between the qualities at times seems blurred to the readers. Some of the 

traits found in one quality is said to be found in another quality too. Thus 

the line of demarcation of qualities is seen to overlap over each other. 

For instance, the use of uncompounded words is a feature of both 

perspicuity and sweetness in the tender style. 

 Moreover in several occasions he says that the beauty of this 

figurativeness can be imagined by the sensible readers without giving 

any apt explanation. In certain situations it is easy to assess as he said but 

sometimes it creates difficulties. This reluctance for further explanation 

may be due to either the familiarity of the situation or its recurrence in 

earlier poetic texts. It is also unfortunate that Kuntaka has no followers 

as Ënandavardhana etc. 

 Kuntaka seems to present numerous sub-divisions for the varieties 

of figurativeness. These divisions often create confusions. For instance, 

the difference between the sub-divisions of contextual and compositional 

figurativeness is found to be vague. Kuntaka makes such a distinction 

because he would like to show how a context helps the whole work 

through contextual and an overall assessment through compositional 

figurativeness. The ultimate aim of both the figurativeness is the 

complete evaluation of the text. The proposal of ideas like these two 

figurativeness are highly appreciable, but their distinction needs to be 

more vivid. Among the rhetoricians it is only Kuntaka who had done 

such an attempt to evaluate the whole compositions. The objection is 

only in the divisions given in those varieties.     



 

 

294 

 The text Vakroktij¢vita of Krishnamoorthy has shown the 

reference of the verse ‘ko’yambhr¡ntiprak¡rastavapavanapadam 

lokap¡d¡hat¢n¡m’ etc. as an anthology named Subh¡Àit¡val¢ of 

Vallabhadeva. But it is notable that the 95th verse of Bhalla¶a¿ataka has 

the same verse. The date of Bhalla¶a¿ataka (8th or 9th century C.E) is 

much earlier than the Subh¡Àit¡val¢ of Vallabhadeva (15th century C.E). 

So doubtlessly this verse can be assigned to the text Bhalla¶a¿ataka. 

Krishnamoorthy has pointed out the 60th and 83rd verses of 

Bhalla¶a¿ataka as cited by Kuntaka and then it is not clear how this verse 

went unnoticed. Here the emendation is seen only in a single word of the 

last line ‘kenop¡yenas¡dhyo’  as seen in the Bhalla¶a¿ataka. Kuntaka 

amends it as ‘kenop¡yenasahyo’. In this verse the word 

‘kenop¡yenasahyo’ is pertinent because ‘how the wind itself tolerates 

the dirtiness created by the dust’ is appropriate. Thus in this verse either 

the change made by Kuntaka or the scribe is really appreciable. 

 In the first unmeÀa Kuntaka compares a verse of Bharavi with a 

verse of an unknown poet, which is discussed in the chapter named 

Kuntaka’ s estimation of mah¡k¡vyas. The verse starts with 

kram¡dekadvitriprabh¤tiparip¡¶¢Å praka¶ayan etc. The same verse is in 

the anthology named Saduktikar¸¡m¤ta of ár¢dharad¡sa with a little 

change in the beginning as as¡veka instead of kram¡deka and is ascribed 

to R¡ja¿ekhara. But the available text of R¡ja¿ekhara does not have this 

verse. This makes one assume that either this is his stray verse or it was 

written by some other R¡ja¿ekhara. These are some new facts found as 

new from the available text of Vakroktij¢vita.  
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 Apart from other rhetoricians the name of compositions availed 

only through Kuntaka are P¡¸·av¡bhyudaya and Abhijµ¡naj¡naki. 

Kuntaka touched almost all branches in Sanskrit literature like dramas, 

anthologies, mah¡kavya’ s, Prakrit works like Gau·avaho, 

G¡th¡sapta¿at¢ etc. He has also cited prose works like K¡dambar¢ and 

Paµcatantra, ¡khy¡yikas, like HarÀacarit¡, epics like R¡m¡ya¸a, 

Mah¡bh¡rata. The keen analysis of the text Vakroktij¢vita again reveals 

that Kuntaka has the deep knowledge of grammar. Kuntaka also cites 

large number of verses from few poetic texts too. This reveals Kuntaka’ s 

all-round proficiency in the realm of Sanskrit and Prakrit literature. 

 A true critic uses literary theories to evaluate a literary text and 

provides personal point of view, ideas and their own conclusion about 

style and structure of a particular text and its author etc. Kuntaka used 

his six types of figurativeness to assess the literary texts and provides 

plausible emendations, modifications and criticisms by always keeping 

ethical values. Criticism does not simply evaluate literary works. It 

should also contribute to the betterment of the society. A critic can 

approach literature from different perspectives. He can interpret the 

literature through historical approach by understanding the time and 

culture in which the work was written. Biographical approach helps to 

investigate the life of an author using primary texts like letters, diaries 

and other documents that reveal the experience and feelings that led to 

the creation of a literature. Sociological criticism focuses on the relation 

between literature and society. Writers can sometimes affirm and 

criticize the values of the society in which they live. Philosophical 

approach involves the evaluation of a text and its moral content. It also 
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deals with how a work reflects the human experience in the world. 

Literature can generate good effect as well as bad effect in the society. 

Kuntaka, as a critic, has upheld moral values in his evaluation of literary 

works. His observations while explaining the contextual figurativeness in 

Ve¸¢samh¡ra, N¡g¡nanda and his criticism of Raghuvam¿a and 

Kum¡rasambhava reveal his affiliation to the traditional values of the 

society. 

 Kuntaka, in spite of the absence of any strong followers, still stand 

as a prominent figure in the line of Sanskrit rhetoricians. His originality 

and individuality evident in his criticism of Sanskrit literary works 

makes him an important thinker in the history of Sanskrit poetics. 

Acquaintance with various genres of literature is surely a desirable trait 

of a critic. Kuntaka’ s acquaintance with a large number of literary works 

both in Sanskrit and Prakrit equips him with a strong tool in the 

evaluation of literary works. His attempt to etch out a new path different 

from the established dhvani theory shows his boldness in the field of 

literary criticism. The new theory of vakrokti indeed became an asset to 

Sanskrit poetics which is proved by the recent studies on the same 

concept. His critical observations have actually helped in revealing the 

minute aspects of poetic beauty latent in literary works. Other 

rhetoricians have also unreservedly opened up the improprieties found in 

major literary works. Rhetoricians like Mamma¶a seem to point out 

blemishes in major literary works just for the sake of illustrating the 

definitions of poetic blemishes. This trend was criticized by later 

thinkers. But Kuntaka’ s observations were generally approved by the 

world of connoisseurs. Practical analysis of beauty of poetry is properly 
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analyzed by Kuntaka. This trait really makes Kuntaka a worthy critic. 

Kuntaka’ s scholarship combined with his critical acumen and aesthetic 

sensibility make him an irreplaceable critic in Sanskrit poetics.  

 From these the features of Kuntaka can sum up as:-  

1. His choice of illustrative verses from various Sanskrit literatures is 

highly representative. 

2. His attempt of complete evaluation of a text unlike other 

rhetoricians is also remarkable. 

3. So his criticism took into its fold both the criticism of individual 

verses as well as complete literary works unlike other rhetoricians, 

whom composed verses themselves to illustrate the poetic 

concepts. 

4. Unbiased approach while choosing instances, criticizing the author 

and also at the time of suggesting alteration. 

5. Kuntaka’ s criticism towards the master poets is a reminder to the 

budding poets that they should take utmost care in their 

compositions. Even master poets are also not free from poetic 

blemishes then what about novice poets.  

6. By the analysis of the dramas like Ve¸¢samh¡ra and N¡g¡nanda it 

is revealed that Kuntaka would like to uphold the importance of 

moral values. 

7. His strong criticism and upholding of moral messages prove that 

he was highly committed to the society. 
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8. Thus the title given to him by K. Krishnamoorthy as ‘practical 

literary critic’  is indisputable. He is the only critic who provides 

literary criticism in its wide sense among the rhetoricians of the 

history of Sanskrit poetics. 

9. Discussion of wide variety of literature proves his all round 

proficiency in Sanskrit literature. 

10. His grammatical skill is explicit through lexical and grammatical 

figurativeness. 

11. The compositions availed only through Kuntaka are 

P¡¸·av¡bhyudaya and Abhijµ¡naj¡naki. 

12. Acceptance of Kuntaka’ s opinion by the world of connoisseurs. 

13. His critical observations have actually helped in revealing the 

minute aspects of poetic beauty latent in literary works. 

14. He had used six types of figurativeness for evaluating different 

literary genre. These six varieties help to assess a text from 

phoneme to a text as a whole in a beautiful way. He is the only 

Sanskrit critic who tries to evaluate a complete text using his own 

theories.  
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APPENDIX-I 

SOME LOST PLAYS MENTIONED BY KUNTAKA 

 

In two varieties of compositional figurativeness Kuntaka has just 

mentioned the title of few works without citing any verses or contexts. 

Thus his evaluation of these works is impossible. Available information 

about these dramas is discussed below. Definition given for one of the 

varieties of compositional figurativeness is as follows:-   

 apyekakakÀay¡ baddh¡Å k¡vyabaddh¡Å kav¢¿varaiÅ/ 

  puÀ¸antyanargh¡manyonyavailakÀa¸yena vakrat¡m//1 

 “Even when great poets compose different literary works based on 

an identical theme, they are each seen to possess infinite individual 

beauty, each possessing distinctness from the others.”2  

Composition of various literary pieces based on an identical theme 

is common in the literary world. Among them some poets write in their 

own style without deviating from the original source. Some poets add 

some new concepts in it to relish the readers. For this instance Kuntaka 

cites few unique literary pieces written based on R¡m¡ya¸a. They are 

R¡m¡bhyudaya, Ud¡ttar¡ghava, V¢racarita, B¡lar¡m¡ya¸a, 

K¤ty¡r¡va¸a, M¡y¡puÀpaka etc. Here Kuntaka just cites the names of 

these texts for showing the uniqueness of the texts though they are 

written based on same source. This is enough to understand the positive 

attitude of Kuntaka towards these compositions. Available information 

of these compositions is given below.   
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1. R¡m¡bhyudaya 

R¡m¡bhyudaya is written by Ya¿ovarmman of the 8th century C.E. 

It is believed that the author Ya¿ovarman of this play is the King of 

Kanauj mentioned in Gau·avaho of V¡kpatir¡ja. In Gau·avaho the story 

ends by the victory of La½id¡ditya mukt¡p¢·a over Ya¿ovarman. In 

R¡jatara´gi¸¢, Kalha¸a says that after his failure the king Ya¿ovarman 

become dependent and flatterer of La½id¡ditya. Kalha¸a gives a verse 

which denotes that Ya¿ovarman was himself a poet.  

kavirv¡kpatir¡ja¿r¢bhavabh£ty¡disevitaÅ/ 

jitau yayau ya¿ovarm¡ tadgu¸astudivandit¡m//3 

This is a drama of six acts. This is one of widely cited dramas by 

some rhetoricians among the lost R¡ma plays. Some citations from the 

works like Dhvany¡loka, N¡¶yadarpa¸a, Da¿ar£pak¡valoka, 

S¡hityadarpa¸a etc. helps to trace out some essential information about 

this play. The theme of this play starts from R¡ma’ s sojourn in 

Paµchava¶¢ till his coronation. In this drama the poet does not make any 

deviation from the original source. But it is surmise that Ya¿ovarman 

rejected the portion of V¡livadha from his drama but not entirely. 

Reference of one or two sentence of the speech of V¡lin is in the 

N¡¶akalakÀa¸aratnako¿a. Absence of R¡ma’ s deceitful killing of V¡lin 

is one of the speciality of this drama. 

2. V¢racarita 

It is already said that V¢racarita is a unique literary piece written 

based on R¡m¡ya¸a. It is interesting to note that all the names of the 

work cited for this particular variety of compositional figurativeness are 
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dramas. So V¢racarita must be a drama. Undoubtedly all these works 

depict different sentiments and all the incidents described in them 

possess unique charm in spite of being taken from the same source. Here 

Kuntaka opines that the uniqueness of each composition reveals the 

creative genius of the authors of these works. Kuntaka’ s suggestion of 

the title of a work without citing any verse makes it difficult to identify 

the works. In N¡¶yadarpa¸a the author says that the sudden end of a 

sentiment while it is flowing well is improper. An instance taken for it is 

from the drama V¢racarita. The word fight between R¡ma and 

Para¿ur¡ma, which was enriched by the heroic sentiment, was 

interrupted by the words of R¡ma that ‘ka´ka¸amocan¡ya gacch¡mi.4 In 

the second act of Mah¡v¢racarita the word fight between them was 

interrupted by kaµcuk¢ by saying ‘devyaÅ ka´ka¸amocan¡ya milit¡ 

r¡jan varaÅ preÀyat¡m’.5 

 Moreover in the first viveka of N¡¶yadarpa¸a the author says that 

for making R¡ma an ideal hero, Bhavabh£ti brilliantly avoids deceitful 

killing of V¡lin in V¢racarita. Undoubtedly this prompt to think that title 

given as V¢racarita is none other than Mah¡v¢racarita of Bhavabh£ti. 

3. K¤ty¡r¡va¸a 

The largely cited drama next to R¡m¡bhyudaya among the lost 

R¡ma plays is K¤ty¡r¡va¸a. The citations of this drama are in the works 

like Abhinavabh¡rat¢, N¡¶yadarpa¸a, á¤´g¡raprak¡¿a, S¡hityadarpa¸a 

etc. The author of K¤ty¡r¡va¸a conjectured as Me¸¶ha. It is believed 

that it was written either before or in the beginning of the 8th century 

C.E.  According to the opinion of Subandu there are five types of n¡¶aka, 



 

 

317 

they are p£r¸a (complete), pra¿¡nta (tranquil), b¡svara (brilliant), la½ita 

(sportive) and samgraha (entire). Here the p£r¸a satisfies all the sandhis 

like mukha etc. Most probably it is equal to the normal types of dramas. 

K¤ty¡r¡va¸a is a drama known through only some minute incidental 

references and also from some rhetorical texts. It is interesting to note 

that Subandu considered it as an example of p£r¸a type of n¡¶aka. 

K¤ty¡r¡va¸a means ‘R¡va¸a and witch’ . Kuntaka also appreciates 

the name of this play for the selection of the significant title because 

R¡va¸’ s witchcraft is the main theme that leads the story. It deals with 

the story of R¡m¡ya¸a from the abduction of S¢t¡ up to the victory of 

R¡ma in seven acts. The author of this drama has made numerous 

innovations in it. In this drama á£rpa¸aka separates S¢t¡ from R¡ma and 

LakÀma¸a in the forest by disguising as Gautam¢. Moreover while the 

abduction of S¢t¡, she is in the midst of some hermits. Then S¢t¡ decides 

to go along R¡va¸a for the protection of the life of hermits. The poet 

planned a unique idea in making S¢t¡ more noble by depicting herself as 

taking such shocking suffering. Another innovation made by the 

dramatist is that R¡ma is an eyewitness of the abduction of S¢t¡. In 

original story R¡ma knows after some times to some extent from 

Ja¶¡yus. The innovations of this drama are considerable. 

4. M¡y¡puÀpaka 

 There is only a little information about this play of an unknown 

authorship. Three verses find in Abhinavabh¡rat¢ and one in 

N¡¶yadarpa¸a are the only source material to understand this drama. 

From one of the verse it is clear that the author of this drama gave 
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personification to Brahma¿¡pa. Here the dramatist says that the reason of 

the breakdown of coronation, the exile, and the death of Da¿aratha due to 

the separation of his son is because of the curse of the blind Brahmin. 

This is found in the original story. The innovation of the dramatists is his 

unique depiction of the personified form of the Brahma¿¡pa. Thus the 

Brahma¿¡pa is none other than the curse of the old Brahmin. Kuntaka 

here cites this drama to show the uniqueness of this drama from its 

original source. He again mentions this drama as an instance of a 

significant title, which gives an idea of fundamental theme. In the title 

the word m¡y¡ means illusion and puÀpaka signifies the flying chariot of 

Kubera. But from the available quotations it is impossible to find out the 

significance of the illusory chariot in this play. Kuntaka citation of it for 

denoting significance of title makes sure that in this drama the illusory 

chariot plays a major role.  

Kuntaka cites them for showing uniqueness of dramas though they 

were written based on an identical theme. It is explicit that poets of these 

dramas beautifully included innovations and emission of blemishes from 

them. So Kuntaka’ s selection of them as a unique piece of literary 

compositions written based on an identical theme is really praiseworthy. 

He cites K¤ty¡r¡va¸a and M¡y¡puÀpaka also for showing the 

significance of the title which brings forth the pivot motif. Kuntaka cites 

some other dramas also along with K¤ty¡r¡va¸a and M¡y¡puÀpaka to 

denote the significance of title. The definition given for this particular 

variety of compositional figurativeness is as follows:-   

¡st¡Æ vastuÀu vaidagdh¢ k¡vye k¡mapi vakrat¡m/ 

  pradh¡nasamvidh¡n¡´kan¡mn¡pi kurute kaviÅ//6 
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 “Even if we let alone the artistic skill of the poet in devising 

original incidents or episodes, we find that he can display his unique art 

even in designating his main plot with a very significant title.”7  

As pointed out earlier Kuntaka does not prefer the simple and 

straight forward titles of works such as Hayagr¢vavadha, ái¿up¡lavadha, 

P¡¸·av¡bhyudaya, R¡m¡nanda and R¡macarita. According to him such 

titles contribute nothing to the whole work. He opines that the unique 

title of a work plays a significant role in contributing the charm to the 

work as a whole. It should be related to the pivotal incident discussed in 

the plot. The examples given for such beautiful titles are 

Abhijµ¡na¿¡kuntala, Mudr¡r¡kÀasa, Pratim¡niruddha, M¡y¡puÀpaka, 

K¤ty¡r¡va¸a, Chalitar¡ma and PuÀpad£Àitaka. Some of them are well 

known compositions. The works like M¡y¡puÀpaka and K¤ty¡r¡va¸a 

were already discussed. So the lost works remained among them are 

R¡m¡nanda, P¡n·av¡bhyudaya, Chalitar¡ma, Pratim¡niruddha and 

PuÀpad£Àitaka. Available information of these compositions is given 

below. 

5. R¡m¡nanda and P¡¸·av¡bhyudaya 

Kuntaka cites the name of these two plays also for showing the 

impropriety of straight forward titles. In Ras¡r¸avasudh¡kara 

Si´gabh£p¡la cites two verses from R¡m¡nanda, the work of an 

unknown author. Bhoja and R¡ja¿ekhara also cite the same verses 

without mentioning these are from R¡m¡nanda. So date of R¡m¡nanda 

is assigned before 9th century C.E. The Uttarar¡macarita has the verses 

of it with some variant readings. But the unimportance of the verses in 



 

 

320 

Uttarar¡macarita makes it clear that it is from some other source. There 

is no more information of this drama except two or three verses. 

One of the compositions cites by Kuntaka related to Mah¡bh¡rata 

is P¡¸·av¡bhyudaya. There is not any available information about this 

work. Only the title helps to conjecture its relation with Mah¡bh¡rata. 

Kuntaka does not cite any verses from them, he just cites name of these 

two works to indicate the absence of beauty in the straight forward titles.  

6. Chalitar¡ma 

 Kuntaka cites the name of this play for indicating the beauty of the 

title. It is a six act R¡ma play of an unknown author. It describes the 

story of R¡ma from his coronation up to the acceptance of S¢t¡. In this 

drama two spies of a demon disguise as Kaikey¢ and Manthar¡ and 

deceives R¡ma by giving false news about the character of S¢t¡. This 

makes the author to give the title as Chalitar¡ma means Deceived R¡ma. 

The citations of it is seen in the works like Da¿ar£pak¡valoka, 

N¡¶yadarpa¸a etc. From the available citations a small portion of the 

story of this drama is surmise as follows. It is well known that in 

Uttarar¡macarita, there was a fight between the army of Candraketu and 

Lava in the name of A¿vamedha horse. In this drama Lava has been 

caught in the fight by LakÀma¸a and brings him Ayodhy¡ as a captive. 

There by seeing his mother’ s golden statue, he says like this in wonder, 

‘ayekathamiyamamb¡ r¡jadv¡ram¡gat¡, kathamiyam k¡µcanamay¢ etc. 

Then everyone came to realize that S¢t¡ is alive and he is the son of her. 

Because of the unavailability of the complete drama the presence of 

Ku¿a at the time of fight, and the story after realising Lava etc. are 
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unknown. From this a little information about the author’ s influence of 

Uttarar¡macarita is explicit. But it is noteworthy that the poet does not 

blindly follows Bhavabh£ti but also make plausible innovations in it.  

7. Pratim¡niruddha 

Kuntaka does not give any more detail of this play except its 

name. He just cites the name of it for indicating the beauty of the title. 

But from the brief reference of Mamma¶a and Abhinavagupta etc. it is 

conjectured that it is a drama of one Vasun¡ga, son of Bh¢ma or 

Bh¢madeva. Pratim¡niruddha is the only known work of Vasun¡ga 

though it is lost. It is based on the story of K¤À¸a’ s grandson Aniruddha 

with UÀ¡, daughter of a demon king named B¡¸a. Actually heroine UÀ¡ 

was the daughter of Hara and Gaur¢ but came to be known as the 

daughter of B¡¸a. The implication of this story is in the Harivam¿a. The 

story in Harivam¿a is as follows; UÀ¡ had a dream of Aniruddha and 

identify him with the help of her friend Citralekha through her paintings. 

Citralekha brings Aniruddha in his sleep and then B¡¸a imprisons the 

lovers. Then a great war took place between B¡¸a and K¤À¸a. K¤À¸a 

defeat B¡¸a but did not kill him by the will of Hara. Aniruddha become 

free by the help of Lord K¤À¸a and went to Dw¡rak¡ along with UÀ¡. 

Because of the unavailability of this text, it is not clear what the title 

Statue Aniruddha indicates. May be it is some innovation bring forth by 

the author.  

 

                                                           

1
 K. Krishnamoorthy, Vakroktij¢vita of Kuntaka, p.282. 

2 ibid,p.576. 
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3 Vishnu Bandhu (E.d). R¡jatara´gi¸¢ of Kalha¸a, part-I,p.131. 
4 T.C Upreti (Ed.). N¡¶yadarpa¸a of R¡macandra and Gu¸acandra, p.54. 
5  Ac¡rya ár¢ R¡macandra Mi¿ra (Ed.). Mah¡v¢racarita of Mah¡kavi Sr¢ 
Bhavabh£ti,    p.103. 
6 ibid,p.281. 
7 ibid,p.575. 
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APPENDIX –II 

SOME OTHER MAHËKËVYAS MENTIONED  

BY KUNTAKA 

 

Kuntaka has given elaborate discussion of various mah¡k¡vyas of 

Sanskrit literature. At the same time he just cites the name of two 

mah¡k¡vyas like R¡macarita and Hayagr¢vavadha for showing lack of 

beauty in straight forward titles given to a composition. Kuntaka’ s 

assessment of these texts is impossible as he does not cite any verses 

from it. Thus brief information of these mah¡k¡vyas is given as 

appendix.          

R¡macarita 

There are numerous poems entitled R¡macarita composed by 

different poets. Among them one work is of Abhinanda of 9th century 

C.E, another one is of Kashinatha of unknown date and yet another one 

is written by Sandhyakaranandin of 11th century C.E. Thus it can be 

assumed that Kuntaka has most probably mentioned about 

the R¡macarita of Abhinanda because Kuntaka might have been 

familiar with this work which was composed before him. 

R¡macarita of Abhinanda is a mah¡k¡vya in 36 cantos written 

based on the story of R¡m¡ya¸a. It is believed that it was written in the 

9th Century C.E by the inspiration of a King named HarivarÀa of 

the gau·¢yap¡la dynasty. The story starts from the dwelling of R¡ma 

and LakÀma¸a in the mountain named Prasrava¸a at the time of rainy 
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season and ends with the slaying of the demons Kumbhanikumbha. It is 

notable that in the form of pari¿iÀ¶a, four more cantos 

of R¡macarita are also available. It is not sure whether they are also 

written by Abhinanda or not. Style of writing and use of vaidarbhi r¢ti, 

pras¡da gu¸a etc. gives a hint that the first pari¿iÀ¶a may have been 

written by Abhinanda. The first three pari¿iÀ¶as discuss 

about makar¡kÀaparikÀayaÅ, the fighting skill of Indrajit and then his 

decline. The final pari¿iÀ¶a ends with the death of R¡va¸a. There is a 

verse which reveals that Abhinanda was considered as a mah¡kavi in 

the series of mah¡kav¢s next to K¡lid¡sa. 

kaviramaraÅ kaviracalaÅ kav¢ k¡lid¡s¡bhinandau ca/ 

anye kavayaÅ kapayaÅ c¡palam¡tram param dadhati//1 

    The anthologies like Saduktikar¸¡m¤ta and Subh¡Àitaratnako¿a 

cite few verses of Abhinanda. As in the case of the confusion related to 

the name of R¡macarita, the name Abhinanda produces some 

confusions because there have been several persons bearing the same 

name. Abhinanda, the author of R¡macarita is the son of one 

Sat¡nanda. There is also another Abhinanda, the author 

of K¡dambar¢kath¡s¡ra. It is believed that the latter one belongs to 

Kashmir and he himself describes as the son of Jayanta Bha¶¶a. 

 Hayagr¢vavadha 

Information about Hayagr¢vavadha and its author Me¸¶ha is 

available only through some scattered verses availed from some texts 

like R¡jatara´gi¸¢ of Kalha¸a, Suv¤ttatilaka of KÀemendra, 

Sarasvat¢kan¶h¡bhara¸a of Bhoja, B¡lar¡m¡ya¸a of R¡ja¿ekhara etc. 
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This makes one assume that Hayagr¢vavadha was written before 10th 

Century C.E. Some of its verses are also available in the anthologies like 

S£ktimukt¡val¢ of Jalha¸a, Subh¡Àit¡val¢ of Vallabhadeva, 

Saduktikar¸¡m¤ta of Sr¢dharad¡sa etc. R¡jatarara´gi¸¢ informs that the 

patron of Me¸¶ha was M¡t¤gupta of Kashmir.2    

Suv¤ttatilaka of KÀemendra is a text on Sanskrit prosody. It is 

divided in to three chapters known as viny¡sas. The first viny¡sa 

entitled v¤tt¡vacaya contains thirty eight k¡rikas. The second one 

named gu¸adoÀapradar¿anaÅ discusses about the merits and demerits of 

various metres. Here KÀemendra opines that a little carelessness in the 

use of metres is improper and it will adversely affect the poetic delight. 

The third viny¡sa named v¤ttaviniyoga contains forty k¡rikas. In 

this work he cites some examples of his own and also from other 

compositions. In the third viny¡sa, KÀemendra says that:- 

 ¡rambhe sargabandhasya kath¡vistarasa´grahe/ 

¿amopade¿av¤tt¡nte santaÅ ¿amsantyanuÀ¶ubham//3   

    The metre anuÀ¶ubh is prescribed by the prosodists to start with 

a mah¡k¡vya, to begin the description of a topic and also in the context 

of introducing a theme suggestive of the mood of indifference.4  

Then as an example to the use of anuÀ¶ubh in the beginning of 

the mah¡k¡vya, KÀemendra cites the first verse of Hayagr¢vavadha. 

                  ¡s¢ddaityo hayagr¢vaÅ suh¤dve¿masu yasya t¡Å/ 

        prathayanti balam b¡hvoÅ sitacchatrasmit¡Å ¿riyaÅ//5 
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There was a demon named Hayagr¢va, the power of his hands 

manifest through the wealth of white smile with the charm of the white 

umbrella, found in the house of his friends. The same verse is also cited 

by Bhoja in the second pariccheda of Sarasvat¢kan¶h¡bhara¸a at the 

time of discussing the divisions of prose. There is also a verse of 

Hayagr¢vavadha in B¡lar¡m¡ya¸a, where R¡ja¿ekhara boasts about 

himself. Moreover he considers Me¸¶ha after V¡lm¢ki, this reveals the 

acceptability of the poet Me¸¶ha. 

babh£va valm¢kabhavaÅ kaviÅ pur¡ tataÅ prapete bhuvi bhart¤me¸¶hat¡m/ 

sthitaÅ punaryo bhavabh£tirekhay¡ sa varttate samprati r¡ja¿ekharaÅ//6 

Earlier there was a poet named V¡lm¢ki and he later reached this 

world as Bhart¤me¸¶a. Again he becomes well known in the name of 

Bhavabh£ti, now he exists in the name of R¡ja¿ekhara. An anonymous 

verse of S£ktimikt¡val¢ says about me¸¶ha that:- 

vakrokty¡ me¸¶har¡jasya vahanty¡s¤¸ir£pat¡m/ 

¡viddh¡ iva dhunvanti m£rdh¡nam kavikuµjar¡Å//7 

These are some scattered verses which gives information about 

Me¸¶ha and Hayagr¢vavadha. This mah¡k¡vya is written by Me¸¶ha 

or Bhart¤me¸¶ha. The title Hayagr¢vavadha means the ‘ slaying of 

Hayagr¢va’ . Me¸¶ha wrote this by taking the scattered information from 

Mah¡bh¡rata and the Pur¡¸as like Agnipur¡¸a and Padmapur¡¸a etc. 

The verses in it are not lyrical in nature. They just provide proper and 

best examples for figures of speech like utprekÀ¡, vakrokti etc. There is 

no certainty about the date of this work. But a Malayalam scholar named 

M.P áa´ku¸¸i Nair, who is also well versed in Sanskrit, in his work 
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titled as Chatravum C¡maravum mentions that it was written between 

the time of K¡lid¡sa and Da¸·in. He also says that the works written 

after K¡lid¡sa 

like Ratn¡hara¸a, A¿makavam¿a, Hayagr¢vavadha etc. were lost. He 

also adds that a copy of Hayagr¢vavadha availed from Kerala is in a 

north Indian manuscript collection. He again comments that poets like 

Me¸¶ha, Sarvasena and K¡lid¡sa seems to have largely influenced by 

the critics like Kuntaka and Ënandavardhana. 

 Hayagr¢va is a mythical character found in the epics. The story 

related to Hayagr¢va found in the epics is as follows. It is believed that 

the story happened at the time of end of the 

sixth manu named C¡kÀuÀa. At that time the world was on the rise of 

distort. Meanwhile Hayagr¢va stole the Veda from Brahman, who was 

in sleep. The person who is going to inaugurate the seventh cycle was 

Vaivasvata. While lord ViÀ¸u was in the incarnation of fish, the fish was 

caught by Vaivasvata. He protected the fish until it grew and he left it in 

to the sea. The fish foretold him about the impending flood that will 

wipe out the corrupted world completely and warned him to build a ship 

to flee. Vaivasvata was to get on it with the seven sages. He also secured 

all the seeds to restart the world after flood. Following the storm heavy 

rain fall leashed the earth. The great fish appeared at the time of flood 

and he protected the ship of Manu from the strong waves by taking it in 

his horn. Then somehow they reached the mountains of Him¡laya. Manu 

inaugurated the new cycle of society. First of all he produced a daughter 

through Vedic practice. The whole dynasties that exist today emerged 

from Manu and his daughter. At the time of such complete destruction of 
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the world, Hayagr¢va conquered heaven by defeating the King Indra. 

Brahma realized the condition of heaven after awakening from his sleep 

and entrusted ViÀ¸u to liberate the heaven from Hayagr¢va. At last the 

great fish pierced his horn in to the chest of the demon Hayagr¢va. He 

then bestowed the Veda back to Brahman. In this way this epic ends with 

the optimistic way by the victory of good over the evil. 

It is familiar that in most of the k¡vyas the poet highlights the 

greatness of the hero. Deviating from this usual custom, in this epic the 

poet depicts the power of the evil demon Hayagr¢va. And at the end by 

killing such great evil Hayagr¢va, the poet brings forth the greatness of 

lord ViÀ¸u, who was in the form of the incarnation of the great fish. 

Thus the poet’ s indirect depiction of the strength of the hero should 

surely delight the readers. Moreover the appreciation he has got from 

some famous poets and rhetoricians also strengthens the significance of 

this work. There are also some other works that have their titles related 

to the name of antagonists. Some of them are ái¿up¡lavadha, 

R¡va¸avadha etc.  

 

                                                           

1 Chote Lal Tripathi, Ramacharita-mah¡k¡vyam of mah¡kavi Abhinanda,p.3. 
2  hayagr¢vavadham me¸¶astagre dar¿ayannavam/ 
 ¡sam¡pti tato n¡pats¡dhvas¡dhviti v¡ vacaÅ// 
 atha grathayithu tasminpustakam prastute nyadh¡t/ 
 l¡va¸yaniry¡¸abhiy¡ tadadhaÅ svar¸abh¡janam// 
 antarajµatay¡ tasya t¡d¤¿y¡ k¤tasatk¤tiÅ/ 
 bhart¤me¸¶aÅ kavirmene punaruktam ¿riyorpa¸am// 
 sa m¡t¤guptasv¡my¡khyam nirmame madhus£danam/ 
 k¡len¡datta yadv¡m¡nmammaÅ svasurasadmane// 
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“When Me¸¶ha showed before the king his new (poem 
called) Hayagr¢vavadha (‘ the death of Hayagr¢va’ ), he did not get any 
word of approval or dissent from the king until he had completed it. Then 
when he set about to bind the volume, he (M¡t¤gupta) placed below it a 
golden dish, lest its flavor might escape. Honoured by such appreciation on 
the part of that (king), the poet Bhart¤me¸¶ha thought the rich reward 
superfluous. He built a (shrine of) Madhus£dana (ViÀ¸u) called 
M¡t¤guptasv¡min, whose villages were in the course of time appropriated by 
Mamma for his own temple.” 2

 
3 Dipak Kumar Sharma, Suv¤ttatilaka of KÀemendra, p.67. 
4 ibid,p.68. 
5 ibid,p.67. 
6 Ganga sagar Rai, B¡lar¡m¡ya¸a of R¡ja¿ekhara, p.7. 
7 idem. 


