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Block Introduction

This paper includes the Meghadûta of Kâlidâsa  and  the Chandomañjari of

Gangadasa. The Meghadûta is a famous  lyrical work  based on the story of

sending a message of  certain  Yâksa to his beloved through a patch of cloud

which appeared in the sky on the first day of the month of asadha. The Yâksa

was banished by his master Kuvera due to his negligence towards his duty and

he had to remain away from his newly wedded wife for a year. After passing

some days  in separation, the Yâksa  wanted to send a message of his welfare to

his wife  and for this purpose he selected the cloud as his messenger and sent his

message through it. This story is portrayed in the Meghadûta in a very artistic and

systematic manner by the great poet Kâlidâsa. The Meghadûta is divided into

two parts viz. the Purvamegha and the Uttaramegha, the first part exclusively

deals with the narration of the road leading to the abode of the consort of the

Yâksa whereas the second part describes the miserable  plight of the wife of

Yâksa due to her separation from her beloved husband. The whole work exhibits

the unique literary style of the great poet Kâlidâsa and the entire work shows the

artistic application of the  use of personification. It is very much important for

every student of Sanskrit literature to get an idea of this lyrical work of Sanskrit

literature.

The Chandomañjari of Gangadasa is an important work on the metres  used in

Sanskrit. In this work the metres are divided into different categories according

to the structural features. The writer furnishes the definition of each metre with

proper examples. The most important feature of this work is that the definition of

every metre is composed in that particular metre only. This is very innovative and

this has proved the mastery of the writer on the use of letters and words. This

book is famous for its easy style and diction. The beginners can get enough

information of Sanskrit metres from this work. So the inclusion of this work in the

syllabus is very much necessary.

The present block has the following units

Unit 1  : Sanskrit Literature and Meghadûta of Kâlidâsa

Unit 2  : Meghadûta: Pûrvamegha (Verse: 1–27)

Unit 3  : Meghadûta: Pûrvamegha (Verse: 28–66)

Unit 4  : Chandomañjari
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Unit-I

Sanskrit Literature and Meghadu–ta of Ka–lida–sa

Contents :

1.1 Introduction

1.2 Objectives

1.3 Evolution of Sanskrit Kavya

1.4 Ka–vya– an art form

1.5 Divisions of Ka–vya

1.6 What is a Khaňdǎka
–
vya?

1.7 Introducing the poet : Ka–lida–sa

1.8 Works of Ka
–
lida

–
sa

1.9 Style of Ka
–
lida

–
sa

1.10 Ka
–
lida

–
sa’s concept of Love

1.11 Nature in Ka
–
lida

–
sa’s works

1.12 Introducing the text : the Meghad

u

ta

1.13 Summary of the Pu
–
rvamegha

1.14 Gist of the Uttaramegha

1.15 The sources of the Meghadu
–
ta

1.16 Principal Sentiment of the Meghadu
–
ta

1.17 Meghadu
–
ta as a Khaňďaka

–
vya/ Lyric

1.18 Poetic Beauty of the Meghad

u

ta

1.19 Summing up

1.20 Sample Questions

1.21 Suggested Readings

1.1  Introduction :

Sanskrit literature is one of the oldest literatures of the world. This ancient

literature is studded with many precious literary jems created by great writers

like Ka–lida–sa, Bhavabhu– ti, Ba–n ˇa etc. Among those excellent writers

Ka
–
lida

–
sa’s name is very often taken first. It is said–

“¬È⁄UÊ ∑§flËŸÊ¢ ªáÊŸÊ¬˝‚¢ª ∑§ÁŸÁc∆U∑§ÊÁœÁc∆UÃ∑§ÊÁ‹ŒÊ‚—–

•lÊÁ¬ ÃûÊÈÀÿ∑§fl⁄U÷ÊflÊŒŸÊÁ◊∑§Ê ‚ÊÕ¸flÃË ’÷ÍflH”

Here Ka–lida–sa has been stated as an unparalleled poet. When Sir William

Jones published his own translation of the Abhijn~a–nasza–kuntala of Ka–lida–sa in
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1789, it created a sensation in the entire literary circles of the Europe. K

a

lid

a

sa,

then onward, is recognised as a world poet.

Meghaduuta, a Khaňďaka–vya, is one of the master pieces of great poet K

a

lid

a

sa.

This unique poem, containing hundred and twenty-one verses, is full of beautiful

descriptions of nature. In fact here nature is personified and human feelings are

super-imposed on nature. In other words it is a perfect blend of natural

descriptions and human feelings, and as such deserves a detailed study.

The work is divided into two parts, viz., the P

u

rvamegha and the Uttaramegha. In

this block we will discuss in three units about the P

u

rvamegha portion of the

Meghaduuta. Before studying the main text in the following units, we will discuss in

this unit regarding Sanskrit K

a

vya and poet Ka
–
lida

–
sa, and will also have knowledge

about some specialities of the Meghaduuta.

1.2 Objectives :

Ka
–
lida

–
sa is a world renowned poet of Sanskrit literature. Meghaduu ta, a

Khanďǎka–vya, is his master piece. This work is divided into two parts, viz.,

P

u

rvamegha and Uttaramegha. The P

u

rvamegha consists of 66 verses, while

Uttaramegha has 55 verses. You have to study the P

u

rvamegha part of the

Meghaduuta in this block. Before going to the main text, you will get a general

idea about Sanskrit literature (ka–vya), poet Ka–lida–sa and the text Meghaduuta in

this unit. At the end of the unit you will know :

� About the story of evolution of Sanskrit Ka
–
vya,

� About Ka
–
vya as a form of art like music etc.

� You will have an idea about divisions of Ka–vya.

� You will know about the concept of Khaňďaka
–
vya.

� You will be introduced to poet Ka
–
lida

–
sa, his works, style, his concepts of love

and nature.

� You will know about the text, i.e., Meghaduuta, the summary of its first part and

a gist of the second part.

� You will have ideas about the sources of the Meghaduuta, its main sentiment, its

poetic beauty and also why it is called a Khanď̌ak

a

vya.

1.3 Evolution of Sanskrit Ka–vya :

Consciousness of the divine, awareness of the myth and recognition of the

beauty arose at that auspicious moment, when the ancient man’s aspirations

transcended the limits of instinctive urges like food, sleep etc. Perhaps many

centuries had to pass by the time these subtle higher aspirations materialized

into verbal expressions. These expressions evolved into literary compositions

r
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through countless poets, who were recognised as Řsǐs, down a very long span.

These literary compositions were collectively termed as Veda and were classified

into four as Rǩ, Yajus, Sa–man and Atharvan.

Perhaps alongside the Vedic compositions, many stories of great warriors were

simultaneously in vogue, of which the epic Maha
–
bha

–
rata possibly materialized

centuries later. But the first traces of formal poetry (later recognised as Sanskrit

K

a

vya) can be found in the  ‘Krau

~n

ca-vadha’ episode in the prelude of the

Ra–ma–yanǎ. A
–

nandavardhana in his Dhvanya–loka says–

“∑§Ê√ÿSÿÊà◊Ê ‚ ∞flÊÕ¸SÃÕÊ øÊÁŒ∑§fl— ¬È⁄UÊ–

∑˝§ıÜømãmÁflÿÙªÙàÕ— ‡ÊÙ∑§— ‡‹Ù∑§àfl◊ÊªÃ—H” (Dhvany

a

loka, I.5)

Thus, the credit of introducing classical Sanskrit into Ka–vyas goes to A
–

dikavi (i.e.,

the first of the poets) Va–lm

i

ki, during whose time composing in Vedic Sanskrit,

which is a bit different from classical Sanskrit, had almost stopped. Moreover, the

focus of the Vedic composer, which was rather extrovert, being centralised on

nature, shifted to the human sentiment, thus becoming more introvert. The credit of

highlighting sentiment as the prominent drive of poetry, by introducing the pathetic

sentiment (Karun.a Rasa) in his grand epic, goes to Va–lm

i

ki. But he does not, in the

process, undermine the descriptions of nature. Thus, the feel for nature in poetry

never faded out in the process of the evolution of Sanskrit Ka–vya. Instead of merely

describing nature alone, the descriptions were gradually attributed to the human

sentiment and this gained acceptance as well. Like this the Sanskrit Ka–vya evolved.

1.4 Ka–vya– an art form :

It is natural for man to expect material benefits from most of the activities.

Let us call them ‘utility’ activities. But a life of such merely cyclic routines,

sooner or later could seem meaningless to man. That is because one of the

innermost realms of the human mind is never contented with mere

materialistic activities. Aspiring to make his life more meaningful, man

yearns to free himself at least temporarily from such repetitive work-loads

and desires to involve himself in materially ‘non useful’ activities. The results

of such endeavors are art forms such as music, poetry, painting, dance etc.

Life without these is meaningless for human being and is like that of an

animal. Hence it is said–

“‚ÊÁ„Uàÿ‚¢ªËÃ∑§‹ÊÁfl„UËŸ— ‚ÊˇÊÊà¬‡ÊÈ— ¬Èë¿UÁfl·ÊáÊ„UËŸ—–

ÃÎáÊ¢ ŸπÊŒŸÁ¬ ¡Ëfl◊ÊŸ— ÃŒ˜÷Êªœÿ¢ ¬⁄U◊¢ ¬‡ÊÍŸÊ◊˜H”

These art forms have the power to appease some unseen inner realm of human

consciousness. This power is nourished by the beauty in art. Discovery,

expression and enjoyment of beauty are different stages of all art forms.

Concerning poetry, one who discovers and expresses beauty may be called

Kavi or the poet, and the person who enjoys it, is Sahřdaya or the connoisseur.

ˇ
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Now, how does Ka–vya assert its uniqueness amongst other art forms? Coming

face to face with Ka–vya, it is the ‘word form’ that the Sahrďaya first becomes

familiar with. Whatever the poet intends to express has to manifest through

words. The words the poet uses are those, which we use in day-to-day life.

But, when the poet arranges the same words in certain patterns, they give

flashes of special meanings which soar beyond our imagination; and if the

words are replaced even by synonyms, they lose the core strength. What then,

does the poet want to express through these words apart from their literal meaning?

The explicit meaning or the direct sense is called Va–cya–rtha. But in poetry our mind

transcends the explicit meaning and proceeds on to rest on a much higher one.

This, not only forms the ultimate sense of the poetry, but fulfills the sense involved

throughout the poetry. Thus, all external features like the graceful combinations of

the words, the explicit meaning and   Ala

&m

ka–ra (figure of speech) put together

imply a sense which is called Bh

a

va or emotion. The Bha–va thus implied in poetry

inspires a corresponding feeling in the Sahřdaya. Here we must note that the different

Bh

a

vas like humor, anger, fear, disgust etc. repeatedly arise in our normal lives as

well. But there, they do not assure any aesthetic joy to us. That is because we

experience them with the element of attachment and consider them as ‘ours’. But

the same Bh

a

vas when in a poetry, appeal as ‘beautiful’ as they do not carry the

sense of attachment in them. But then, that does not mean that they are not ‘ours’ at

all. They are ‘ours’ in one sense and yet not ‘ours’. This inexplicable, rich feel

which thus rises within us without the binding sense of ‘mine’, is called Rasa.

It is in this state of Rasa that we can forget the day-to-day world and rise to a

state of bliss which is devoid of different exciting passions. Such an

unconditional bliss is termed as Rasa–nubh

u

ti and it is the ultimate goal of a k

a

vya,

i.e., a literary piece. Thus, Ka–vya is rightly defined by Vis«vana–tha Kavir

a

ja as–

“flÊÄÿ¢ ⁄U‚Êà◊∑¢§ ∑§Ê√ÿ◊̃”  (Sa–hityadarpanǎ, I.3).

Panˇdǐtara–ja Jaganna–tha says– “⁄U◊áÊËÿÊÕ¸¬˝ÁÃ¬ÊŒ∑§— ‡ÊéŒ— ∑§Ê√ÿ◊˜”– “⁄U◊áÊËÿÃÊ ø
‹Ù∑§ÙûÊ⁄UÊ„Ũ‹ÊŒ¡Ÿ∑§ôÊÊŸªÊø⁄UÃÊ”–  (Rasagan4ga–dhara, I.1). Here ‘ramaň

i

yata–’ means

Rasa. Thus Rasa is the core element of a Ka–vya and the most important

utility (¬˝ÿÙ¡Ÿ) of Ka–vya is to give instant ineffable bliss to the connoisseur.

Thus, Mammat ˇa says– “‚∑§‹¬˝ÿÙ¡Ÿ◊ıÁ‹÷ÍÃ¢ ‚◊ŸãÃ⁄U◊fl ⁄U‚ÊSflÊŒŸ‚◊ÈŒ˜÷ÍÃ¢
ÁflªÁ‹ÃfllÊãÃ⁄U◊ÊŸãŒ◊̃...........” etc. (Ka–vyapraka–sza, under I.2)

1.5 Divisions of Ka–vya :

Sanskrit Ka–vya is broadly divided into two categories, viz., Dřs«ya and S«ravya.

Dr ˇs «ya again is sub-divided into ten R

u

pakas and eighteen Upar

u

pakas,

whereas S«ravya is divided into Gadya, Padya and Mis«ra. Gadya is that variety

of Ka–vya, which is written in prose. Main divisions of Gadya Ka–vya are

Katha– and A
–

khya–yika–. Padya, which is written in verses, is divided into

Maha–ka–vya, Khanďˇaka–vya etc. The other variety of Ka–vya is called a Mis «ra,

which is written using both prose and poetry in a balanced way. Campu– is a Mis«ra
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K

a

vya. Works on Poetics—like Sa–hityadarpanǎ, Das «aru–paka, Ka–vya–dars«a

and others have discussed in detail regarding these divisions of Ka–vya.

The Meghadu–ta of Ka–lida–sa is a famous Khanďǎka–vya. Later on we will find

out how the characteristics of a Khaňďaka–vya fit into the Meghadu–ta. But here we

will discuss as to what a Khaňďaka–vya is.

1.6 What is a Khan ˇˇ ˇˇ ˇdˇˇ ˇˇ ˇaka–vya?

Apart from the Mah

a

k

a

vya (which proceeds on a definite theme and

possesses character depictions), the other types of compositions found in

Sanskrit poetry (Padya) are Muktaka and Khanďǎk

a

vya (which is otherwise

known as Sa

&n

gh

a

ta).

The Muktakas  are independent verses, not contextually bound to the adjacent

verses, having an element of fascination and are usually composed in short

clusters of verses (Bandhas). Muktakas are condensed expressions of a

sentiment or description of nature. Here the canvas is small but the picture

is big enough; words are few but suggestion is rich. The word Muktaka has

two meanings– ‘small pearl’ and ‘independent’. Both these meanings are

justified in a verse of the Muktaka style.

Unlike the Muktakas, the Khan ˇd ˇak

a

vyas are shorter versions of

Maha–ka–vyas. “πá«U∑§Ê√ÿ¢ ÷flà∑§Ê√ÿSÿÒ∑§Œ‡ÊÊŸÈ‚ÊÁ⁄U ø–” (Sa–hityadarpanǎ, VI. 329)

But they do not contain a sequentially developed story line or elaborate character

depictions. From the available Khan ˇd ˇaka–vyas we may infer that in a

Khanďˇaka–vya there are approximately 50 to 200 verses. Although all the verses

end in themselves, they are all supplementary to the main theme. However

feeble the theme may seem to be, it still continues to silently underlie the

Ka–vya. Khanď̌aka–vya is not technically a ‘lyric’ as many think it to be. Muktakas

may be termed as lyric. But the lyrical element is a necessary aspect in a

Khanďǎka–vya. It can rather be termed as a sentimental song since the sentimental

appeal is prominent in a Khanˇdǎka–vya. The verses of a Khanďǎka–vya usually

have a common metre. The ancient texts term this type of K

a

vya as San4gha–ta. Thus

Danˇdǐn says–“¬̋àÿ∑§¬Á⁄U‚◊ÊåÃÊÕ̧∑§¬ŒÒ— ∑§ÕÊ‚◊ÊÁ#SÃŒÈQ¢  ÿòÊ ∑§Áfl⁄U∑§◊ÕZ flÎûÊŸÒ∑§Ÿ fláÊ¸ÿÁÃ
∑§Ê√ÿ ‚YÊÃ— ‚ ÁŸªÁŒÃÙ flÎãŒÊflŸ◊ÉÊŒÍÃÊÁŒÁ⁄UÁÃ–” (Explanation under Ka–vya–darÿs«a, I. 13).

So, a Khaňďaka–vya is one in which the verses, although committed to a common

storyline, sharing a common sentiment and metre, are still independent of each

other. The speciality of the Khanˇdǎka–vya is the unique blend of the human

sentiments with the nature outside. Works like Řtusam
.
ha–ra, Meghadu–ta, and

other D

u

tak

a

vyas written imitating Meghadu–ta, can be called as Khaňďak

a

vyas.
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SAQ :

1. Show how words which we use in our day-to-day life differ from those

used by a poet. (50 words)

..................................................................................................................

..................................................................................................................

2. What is the position of Rasa in a K

a

vya? (100 words)

..................................................................................................................

..................................................................................................................

..................................................................................................................

..................................................................................................................

3. Where lies difference between a Muktaka and a Khaňďak

a

vya?  (50 words)

..................................................................................................................

..................................................................................................................

1.7 Introducing the Poet : Ka–lida–sa :

Poet Jayadeva in his drama Prasannara–ghava has beautifully imagined poetry

as a damsel and has named several of his great predecessors as different

elements of that damsel. In that context he has referred to poet Ka–lida–sa as

the master figure of the poetic tradition (kavikulaguru) and has described

him as graceful– gesture of that poetry personified as follows–

“ÿSÿÊ‡øı⁄UÁ‡ø∑È§⁄UÁŸ∑§⁄UÙ ∑§áÊ¸¬Í⁄UÙ ◊ÿÍ⁄UÙ

÷Ê‚Ù „UÊ‚— ∑§Áfl∑È§‹ªÈL§— ∑§ÊÁ‹ŒÊ‚Ù Áfl‹Ê‚—–

„U·Ù¸ „U·¸— NUŒÿfl‚ÁÃ— ¬Üø’ÊáÊSÃÈ ’ÊáÊ—

∑§·Ê¢ ŸÒ·Ê ∑§Õÿ ∑§ÁflÃÊ-∑§ÊÁ◊ŸË ∑§ıÃÈ∑§ÊÿH”

Famous poetician A
–

nandavardhana mentions Kaalidaasa as Mahaakavi and says

that there are hardly two, three or five of such great poets in this world.

‘ÿŸÊÁS◊ãŸÁÃÁflÁøòÊ∑§Áfl¬⁄Uê¬⁄UÊflÊÁ„UÁŸ ‚¢‚Ê⁄U ∑§ÊÁ‹ŒÊ‚¬˝÷ÎÃÿÙ ÁmòÊÊ— ¬Üø·Ê flÊ ◊„Ê∑§flÿ

ßÁÃ ªáÿÃU’–– (Dhvanyaaloka, prose under I.6)

A connoisseur of Kaalidaasa’s writing says that he wants to take rebirth to enjoy

several things in this world. In that list Ka– lida– sa’s poetry has been named first.

 “∑§ÊÁ‹ŒÊ‚∑§ÁflÃÊ Ÿfl¥ flÿ— ◊ÊÁ„U·¢ ŒÁœ ‚‡Ê∑¸§⁄¢U ¬ÿ—–

∞áÊ◊Ê¢‚◊’‹Ê ‚È∑§Ù◊‹Ê ‚ê÷flãÃÈ ◊◊ ¡ã◊¡ã◊ÁŸH”



(10)

Thus, tradition has placed Ka
–
lida

–
sa on the highest pedestal of Sanskrit writers

and he is often referred to as Maha–kavi, Kavikulas«iroman∏i or Kavikulaguru.

Western writers like Goethe, Schiller etc. were very much influenced by the

writings of Ka
–
lida

–
sa and praised him in unequivocal terms.

But it is a matter of great regret that Ka– lida–sa himself has not mentioned anything

regarding his time and place, and whatever information could be gathered from

secondary sources, does not suffice to determine those with certainty. In the

following passages we shall now browse over a few prominent views regarding

some personal details of Ka– lida– sa.

Agnimitra, the hero of Ka– lida– sa’s play Ma– lavika– gnimitra was crowned as the

king of the S«u

&n

ga clan in 148 B.C. Therefore, the 2nd century may be ascertained

as the prelimit of Ka
–
lida

–
sa’s time. The Aihole inscription belonging to 634 A.D.

mentions–

“‚ Áfl¡ÿÃÊ¢ ⁄UÁfl∑§ËÁÃ¸— ∑§ÁflÃÊÁüÊÃ∑§ÊÁ‹ŒÊ‚÷Ê⁄UÁfl∑§ËÁÃ¸—”–

It can, therefore, be inferred that the 7th century was the post limit of his life.

Considering only those opinions which stand within this time frame, we

may tentatively accept the two opinions which place the poet in the 1st century

B.C., and 5th century A.D. respectively. Both these views agree that

Ka– lida– sa was the court poet of King Vikrama– ditya. But there are again

differences of opinions about whether this Vikrama– ditya was the founder

of the SZaka clan or king Chandragupta the 2nd of Gupta clan with the title

Vikrama– ditya. Fergusson supports the first view while Maxmüller, the second.

Maxmüller’s theory is known as theory of renaissance. He places the poet in the

middle of the sixth century A.D. and says—‘The Indians did not show any literary

activity during the first and second centuries of our era, in consequence of the

inroads of the different foreign races.’ and ‘……… that the period of the bloom

of artificial poetry is to be placed in the middle of the sixth century of Christ.’

(from—‘India—What can it teach us’ by Maxmüller). In support of his view

Maxmüller further refers to the verse from P

u

rvamegha part of the Meghad

u

ta,

where K

a

lid

a

sa mentions one Di

&n

gn

a

ga as his opponent, who according to

him flourished in the 6th century A.D. But Keith refutes this view and calls

Di

&n

gn

a

ga to be a man of not later that 400 A.D. and thus places K

a

lid

a

sa in

the first part of 5th century A.D. Summing up the above stated views S.K. De

comments—‘Since his works reveal the author as a man of culture and urbanity,

a leisured artist probably enjoying, as the legends say, royal patronage under

Vikram

a

ditya, it is not unnatural to associate him with Chadragupta II (c.380—

413A.D), who had the style of Vikrama
–
ditya and whose times were those of

prosperity and power.’ Since the fundamental culture and ideologies reflected in

K

a

lid

a

sa’s works match that of the Gupta age, which is considered as the golden

age of the Indian history, Ka
–
lida

–
sa may be placed in the 4th or 5th century A.D.

Since there is the regional tradition of using the name ‘Da
–
sa’ as a suffix in some

families in Bengal and also because Ka
–
li is the popular deity worshipped there,
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some are of the opinion that Ka
–
lida

–
sa belonged to Bengal. Since his work

Meghad

u

ta has detailed descriptions of some regions of Madhya Pradesh, some

others argue that he belonged to that state. His special descriptions of Ujjayini
–

and Vidarbha, which belong to Madhya Pradesh support this view. But with

such an acute shortage of authentic data, it is not fair to confine the great poet to

any one region of India. But if we accept that he was the court poet of king

Vikram

a

ditya, we can infer that he probably lived in Ujjayini
–
 for a long time.

K

a

lid

a

sa was a devout worshipper of Lord S«iva. He started most of his works

with a benediction to S«iva. He seems to have travelled a great deal throughout

India. His graphic descriptions of different places, even the Him

a

laya, prove his

acquaintance with all these places. His works bear testimony to his considerable

knowledge of the Vedas, the philosophy of the Upani

•

s

ads, the Puraaňas and the

great epics (i.e., the Raamaayaňa and the Mahaabhaarata), medicine, astronomy

and a lot more. Altogether he must have been a person of great taste and rich

culture blended with profound erudition.

Stop to consider :

There are many legends woven around the life of K
a

lid
a

sa. According

to one of those, K alid asa was initially an idiot. There was an arrogant

princess, who happened to be an erudite scholar. Some scholars being

offended by her arrogance planned a trick for her marriage with K

a

lid

a

sa.

According to this trick she was made to believe that K

a

lid

a

sa was a

great scholar and she would be fit for a matrimonial alliance with him.

Accordingly they got married and on the very first night she discovered

the truth and drove him out. Later on by the grace of goddess K

a

li,

K

a

lid

a

sa became a great scholar.

Some modern Indian scholars accept this legend to be a reality. They

opine that the princess was learned Vidyottam

a

. According to Abhir

a

ja

Rajendra Mishra she was otherwise known as Varatanu. Research on such

legends regarding K

a

lid

a

sa’s life are still going on.

Check your progress

1. What is a K

a

vya? What is its main utility?

2. Discuss about different views on date of K

a

lid

a

sa. Give your own

comment on it.
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1.8 Works of Ka–lida–sa

A good number of books are attributed to Ka
–
lida

–
sa. But a close study of those

reveal that the style of writing differ in them. Some seem to be written by one not

as mature a poet as Maha
–
kavi Ka

–
lida

–
sa. Works definitely believed to have been

written by great poet Ka
–
lida

–
sa are—(i) three dramas, viz., Abhijn

~
a
–
nasza

–
kuntala,

Vikramorvasziya and Ma– lavika–gnimitra, (ii) two Maha–ka–vyas, viz.,

Raghuvammsza– and Kuma–rasambhava ; and (iii) two Khanˇdǎk

a

vyas, viz.,

Meghaduuta and Řtusammha–ra. Out of these seven works, there are differences

of opinion among critics regarding the authorship of Řtusa

&m

ha–ra. Some of them

opine that it was not authored by the great poet. The language there is not as

lucid as that of the rests. Moreover, Mallin

a

tha has not written any commentary

on it, though he has written commentaries on rests of his poems. But scholars like

Keith deny this view. Keith opines—‘ In point of fact, the Rťusa

&m

ha–ra is far

from unworthy of K

a

lid

a

sa, and, if the poem is denied him, his reputation would

suffer real loss.’ (History of Sanskrit Literature).

Some scholars opine that whole of the Kumaarasambhava was not written by

K

a

lid

a

sa. Out of 17 cantos, first 7 cantos are definitely Ka
–
lida

–
sa’s creation,

whereas authorship of rest of the cantos is doubtful, as the style of those does not

match with the first seven cantos. Again, the tradition says that this Mah

a

k

a

vya

consisted of 22 cantos, but we now find only 17of them. Griffith opines– ‘the

birth of the War God was either left unfinished or time has robbed us of the

conclusion. The later is the more probable supposition, tradition informing us that

the poem originally consisted of 22 cantos’. Despite such speculations, the above

listed 7 works are as a whole considered to be creations of great poet Ka
–
lida

–
sa.

1.9 Style of Ka–lida–sa :

Simplicity of expression and lucidity of language mark K

a

lid

a

sa’s writings,

which are embellished with similes unparalleled in their beauty and

appropriateness. His diction is marked by absence of long compounds,

obscure words and artificial puns. Sentiments (i.e., Rasas) depicted in his

works make direct appeal to the heart. Hence, B

a

nˇabhatťˇa, the famous

Sanskrit prose-writer, comments on K

a

lid

a

sa’s writings at the beginning

of his Harsǎcarita as follows–

 “ÁŸª¸ÃÊ‚È Ÿ flÊ ∑§Sÿ ∑§ÊÁ‹ŒÊ‚Sÿ ‚ÍÁQ ·È–
¬˝ËÁÃ◊œÈ⁄U‚Êº˝̧Ê‚È ◊T⁄UËÁcflfl ¡ÊÿÃH”

It means—‘When K

a

lid

a

sa’s sweet sayings charming with sweet sentiment went

forth, who did not feel delight in them as in honey-laden flowers?’

When analysed from a poetician’s point of view, it becomes evident that

K

a

lid

a

sa’s writings are in Vaidarbhi
–
 Ri

–
ti, which is endowed with all the Guňas

(e.g., S «lesǎ, Pras

a

da, Samat

a

, Ojah ̌etc.). Thus it is said–“flÒŒ÷Ë¸ ⁄UËÁÃ‚ãŒ÷¸
∑§ÊÁ‹ŒÊ‚— ¬˝ªÀ÷Ã–”
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Stop to Consider :

V

a

mana, the writer of  Kaavyaa lammkaarasu–travřtti and propounder of the         Ri
–

ti school, defines Vaidarbhi Riti as–“‚fļªÈáÊÙ¬ÃÊ flÒŒ÷Ȩ̈”, meaning thereby that

Vaidarbhi  consists of all the Gun ˇas. Vaamana recognises 10

S«abdagunǎs and 10 Arthagunˇas. Hence, all these 20 Gunǎs are found in the

diction (Riti) called Vaidarbh

i

. This diction is so called, as it is generally used by

the writers of Vidarbha region “ÁflŒ÷Ê ¸ÁŒ·È Œ Îc≈ UàflÊà‚◊ÊÅÿÊ”
(Kaavyaalammkaarasu

–
travřtti, II.2.10).

K

a

lid

a

sa excels in using Ala

&m

k

a

ras. Upam

a

 being the foremost of the

Ala

&m

k

a

ras, it is very often commented that K

a

lid

a

sa has mastery on using

Upam

a

. “©U¬◊Ê ∑§ÊÁ‹ŒÊ‚Sÿ”– It is generally believed that the quoted comment

indicates that K

a

lid

a

sa has used Upam

a

 and other such Ala

&m

k

a

ras

profusely. But in reality it is not exactly so. It is true that K

a

lid

a

sa has used

Upam

a

 and also a large variety of other Arthaala

&m

kaaras, but he has avoided

S«abdaala

&m

kaaras and has used the Arthaala

&m

kaaras in such a way that those have

not marred the contextual Rasa in his creation, rather they have enhanced the

beauty of the Rasa. The following is a famous and beautiful verse from the

Raghuvammsza of K

a

lid

a

sa where through Upam

a

 princess Indumat

i

 has been

compared with a Di
–
pas«ikh

a
 (flame of a lamp)–

“‚ÜøÊÁ⁄UáÊËŒË¬Á‡Êπfl ⁄UÊòÊı ÿ¢ ÿ¥ √ÿÃËÿÊÿ ¬ÁÃ¢fl⁄UÊ ‚Ê–

Ÿ⁄Uãº˝◊Êª¸Ê^ ßfl ¬˝¬Œ ÁflfláÊ¸÷Êfl¢ ‚ ‚ ÷ÍÁ◊¬Ê‹—H”  (Raghuvammsza , VI.67)

This verse was appreciated so much for the beautiful Upama– here, that later on

K

a

lid

a

sa came to be known as ‘Di
–
pas«ikh

a

 K

a

lid

a

sa’.

As regards Dhvanik

a

vya, which is the best variety of K

a

vya and where a poem

suggests more that what it directly expresses, K

a

lid

a

sa is a master of

acknowledged skill. Thus, it can be said that K

a

lid

a

sa’s poetic genius has

brought Sanskrit poetry to the highest level of elegance and refinement.

Stop to consider :

The greatest ever Sanskrit poetician A
–

nandavardhana warns the poets regarding

use of Ala

&m

ka–ras. It is advised that a poet should use  Artha–la

&m

ka–ras like

Upam

a

, Ru–paka etc. in a Ka–vya very judiciously, specially in the context of

S«řn
.
g

a

rarasa (Dhvanya
–
loka, II.17—19), and a SZabda

–
la

&m

k

a

ra like Yamaka,

S«leša etc. should always be discarded in such a context, so that employment of

an Ala

&m

k

a

ra does not mar the embellishment of the contextual Rasa. To illustrate

such a judicious and balanced use of Ala

&m

k

a

ra for enhancement of the beauty

of Rasa,  A
–

nandavardhana has quoted a verse from Abhijn~a–nasza–kuntala of



(14)

Ka
–
lida

–
sa “ø‹Ê¬ÊX¢ ŒÎÁc≈¢U S¬Î‡ÊÁ‚ ’„ÈU‡ÊÙ fl¬ÕÈ◊ÃË¥......”, etc.,I.22) at first, and has

summed up the discussion by quoting another such example from Meghaduuta

(“‡ÿÊ◊ÊSflX¢ øÁ∑§Ã„UÁ⁄UáÊË¬̋̌̋ ÊáÊ ŒÎÁc≈U¬ÊÃ¢ ..........” etc. Uttaramegha, 44). This certainly

proves the greatness of poet K

a

lid

a

sa.

1.10 Ka–lida–sa’s concept of Love :

Love or S«řn
.
g

a

ra is invariably the principal sentiment in all the works of K

a

lid

a

sa.

But the delineation of love in his poems and dramas is not merely for the sake of

itself. Here love is connected with a definite ideal. The ideal is that love must not

end with only sensual pleasure. Love must always be associated with a sense of

service to the society. While in love, one must not forget one’s basic duties. Pure

love is far above the mere considerations of physical beauty and sensual pleasure.

In the interest of the above ideal Pa–rvati
–
 had to practise austere penances to win

the love of S«iva. K

a

lid

a

sa says–

“ßÿ· ‚Ê ∑§ÃÈ¸◊’ãäÿM§¬ÃÊ¢ ‚◊ÊÁœ◊ÊSÕÊÿ Ã¬ÙÁ÷⁄UÊà◊Ÿ—–

•flÊåÿÃ flÊ ∑§Õ◊ãÿÕÊ mÿ¢ ÃÕÊÁflœ¢ ¬˝◊ ¬ÁÃ‡ø ÃÊŒÎ‡Ê—H”
 (Kumaarasambhava, V.2)

[Meaning of the said verse is—‘When Pa–rvati
–
 found out that it was not possible

to win the love of S«iva with mere physical beauty, she decided to win it by

performing penances. Otherwise, how could such love and such a husband be

won?’]

Likewise S «akuntala– had to receive the punishment in the form of the curse of

Durva–sas, and Yaks.a of Meghadu
–
ta had to remain separated from his wife, as

both S«akuntala– and Yaks.a neglected their respective duties. K

a

lid

a

sa shows

that the pangs of separation purify the hearts of the lovers, and qualify them for a

type of union where the emotional attachment is more dominant than sensual

attraction.

1.11 Nature in Ka– lida– sa’s works :

Ka
–
lida

–
sa is famous world-wide for his very successful depiction of nature. Great

poet Goethe observes that if the fascinating beauty and grace of the spring season,

the ripeness of summer in its copiousness and whatsoever  is attractive and

satisfactory in this world—all these and along with them the union of heaven and

earth can be conjointly found at one place—that is only in K

a

lid

a

sa’s work.

K

a

lid

a

sa is unparalleled in creating a unique harmonious relation between nature

and man. When the virtuous Dil

i

pa followed the divine cow Nandin

i

, the whole

forest welcomed him. The goddesses of the jungles sang his glory; the wind God

(V

a

yu) fanned him who was tired under the hot sun. They all respected him for

his pious life style. (Raghuvammsza, II.12)
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In the Kumaarasambhava, Kaalidaasa describes that being strictly austere, Paarvat

i

tends the trees and saplings with great love and care (V.14). During winter season,

she beholds a pair of Cakrav

a

ka birds desperate for union. Her heart melts out

with compassion for the helpless birds (V.26). An unconditional feeling of love

towards nature blossoms forth in her heart as a result of penance.

In the Abhijn~a–nasza–kuntala it is seen that the heroine S«akuntal

a

 is closely

connected with nature. She has grown up in the hermitage of sage Kanˇva,

by the river M

a

lin

i

, in the lap of nature. She has treated the flora of the

hermitage as her siblings. She does not take a drop of water before watering

them, does not pluck even a leaf to decorate herself and becomes very happy

to see them having flowers. Fauna of the hermitage of Kanv̌a is also attached

to S «akuntal

a

. She takes due care of the animals when they were sick. She

nurtures them taking them to be her own children. While she is taking leave

from the hermitage and starts her journey to her husband’s home, entire

animal folk can sense it and becomes grief-stricken. (IV.14 and prose under

it).

Likewise, Yaksǎpatn

i

, the heroine of the Meghad

u

ta, takes care of the

Mand

a

ra tree of her home considering it to be her own child. (Uttaramegha,

15). In another description she is sharing her grief with a domestic bird

behaving with it like a close friend. (Uttaramegha, 25).

In the Abhijn~a–nasza–kuntala  at the very first act Dusy̌anta is prohibited by an

ascetic to kill a deer of the hermitage (“÷Ù ÷Ù ⁄UÊ¡ŸH •ÊüÊ◊◊ÎªÙ˘ÿ¢ Ÿ „UãÃàÿÙ Ÿ
„UãÃ√ÿ—–”–Abhijn~a–nasza–kuntala , prose under I.9). A very important message is

given by the poet through it. K

a

lid

a

sa while asking king Dušyanta, through the

mouth of the ascetic not to kill the deer, has given the message that we should not

destroy flora and fauna in view of protecting and preserving the ecological order

on this planet. It is also conveyed that the ruler of a country should not misuse his

power and his weapons. He should maintain utmost restraint in exercising his

power for the welfare of all living beings. In the Kuma–rasambhava also poet

warns not to cut a tree even if it is of no use. “Áfl·flÎ̌ ÊÙ̆ Á¬ ‚¢fläÿ̧ Sflÿ¢ ¿UûÊÈ◊‚Êê¬̋Ã◊̃”
(II.55). Thus it can easily be said that K

a

lid

a

sa has aptly been described as a

‘Poet of Nature’.

1.12 Introducing the text : The Meghadu– ta :

The Meghadu– ta, one of the masterpieces of Sanskrit literature, is a Khaňďak

a

vya

comprising one hundred and twenty-one verses. The whole book is composed

in the Mand

a

kr

a

nt

a

 metre and it is divided into two parts, viz., P

u

rvamegha

and Uttaramegha.
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Stop to Consider :

Mand

a

kr

a

nt

a

 is a Samavřtta type of metre having 17 syllables in each quarter.

It has been defined by Chandoman~jar

i

 as– “◊ãŒÊ∑˝§ÊãÃÊê’ÈÁœ⁄U‚ŸªÒ◊Ù¸ ÷Ÿı Ãı
ªÿÈÇ◊◊̃–”  This metre consists of  “◊, ÷, Ÿ, Ã, Ã, ª, ª-” Gaňas in a quarter, and

there are pauses after the 4th, 10th and the 17th syllables (4, 6, 7).[ •ê’ÈÁœ =
4,⁄U‚ = 6,Ÿª = 7,]

A Yaksǎ who had erred in his duties was punished by his master Kubera, to

live apart from his wife for a year. He migrates to mount R

a

magiri in the

south from his abode in Alak

a

puri
–
 near mount Kail

a

sa. He somehow spent

eight painful months in separation. Once he saw a piece of cloud passing

northwards. The Yaksǎ decided to convey a message of his well-being to his

beloved through the cloud. He described to the cloud in detail, the route from

R

a

magiri upto Alak

a

 and after that spoke about the message to be delivered.

K

a

lid

a

sa adds so much of colour into so short a story. As one reads through the

Meghad

u

ta, the taste for poetry increases manifold, so also, a world of new

meanings opens up. This is a story of an ordinary Yakša; but it could also represent

the story of any common man. The Yaksǎ’s beloved represents everyone’s

beloved. The geographical descriptions in this K

a

vya inspire deep love for nature

in our minds. The Vipralambha S «ř

&n

g

a

ra (love in separation) depicted here is

applicable to all love-lorn hearts. These aspects make Meghadu
–
ta a universal and

everlasting piece of art. K
a

lid
a

sa’s mastery, sense of appropriateness, feel of

Rasa and his rare combination of words enable him to include so many aspects in

such a short ka–vya. It is indeed an astounding achievement on his part.

1.13 Summary of the P

u

rvamegha :

As stated above, the Meghadu–ta is divided into two parts, viz., Pu– rvamegha

and Uttaramegha. It is found that in the P

u

rvamegha the Yaksˇa requests the

piece of cloud to be his messenger and describes him the path to be followed

from Ramagiri to Alak

a

puri
–
. In the Uttaramegha Yaksǎ gives descriptions

of Alak

a

puri
–
, his residence in that city, his wife and finally the message to be

delivered. Here a summary of our text, i.e., the P

u

rvamegha is presented:

A certain Yakša being cursed by his master Kubera, the god of wealth, takes up

his abode on Ramagiri in the Vindhya mountains. After spending eight painful and

lonely months of separation from his beloved wife at Alaka–, he on the first day of

the month of A
–
sǎ–dȟa, finds a piece of cloud, huge as an elephant, resting on the

peak of the mountain. Knowing that the cloud in its northward course would be

visiting Alak

a

, his home, the love-lorn Yaksǎ resolves to make the cloud his

messenger.
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Stop to Consider :

This beautiful short K

a

vya has been aptly named as Meghad

u

ta, as here the

hero of the poem, i.e., the Yaksǎ employs a piece of cloud (Megha) as his

messenger (d

u

ta). This has been considered as a unique idea as cloud is an

insentient object, and thus, not fit to be a messenger. But Yakša could not take

notice of this aspect as he was love-blinded.

Full of joy at this opportunity of sending message of his well-being to his

wife, Yaksǎ requests the cloud to go to Alak

a

puri
–
 and deliver his message.

He then proceeds to describe the route the cloud must take before he reaches

the city of Alak

a

 in the Him

a

layas. Yakša says that encouraged by good omens

and attended by the swans eagerly flying to the M

a

nasa lake, he should fly to the

mountain A
–
mrak

u

ťa. Resting for a short while on its peak, he would be displaying

all his dark glory amidst the golden-yellow mango fruit of the trees that thickly

line its slopes. He should then fly to the Vindhyas, where he would see the river

Rev

a

 (otherwise known as Narmad

a

), break into streamlets on the rocky sides

of the Vindhyas and obstructed in its course by the Jambu trees. With the showers

poured by him, all the nature would be gladdened; the Kadamba would put forth

new buds and the burnt forest would exhale sweet odours. Traveling further he

would reach the country called Das«

a

rňa. Here at his approach the hedges would

be all aglow with the opening Ketaka buds, the village trees would be alive with

birds busy with building nests, and the borders of the forests would appear dark

with ripe Jambu fruits. After visiting its capital Vidis«a , and after tasting the water

of Vetravat

i

, he should rest on the Nichais hill. Though the path would be a bit

circuitous for the cloud, still he should visit the city of Ujjayini. After crossing the

river Nirvindhy

a

 he would reach Ujjayini
–
, brilliant fragment of heaven, as it were,

situated on the earth. In this city of historic fame, the cloud would see markets full

of pearls and gems exposed for sale. Here cloud should visit the famous shrine of

Lord S «iva, which is known as Mah

a

k

a

la temple and offer his prayer to the

Lord. Spending the night on some terrace, cloud must proceed towards Devagiri,

the abode of K

a

rtikeya. Here he should worship the god by showering on him

blossoms wet with the waters of the Ganges, and then speed away to the river

Carmaňvat

i

. Beyond this river lies Das«apura, a country noted for its beautiful

women. After this place the cloud would be at Kurukšetra by the river Sarasvat

i

.

This is the region named as Brahmavarta. In Kuruksětra of Brahmavarta the

famous battle of Mah

a

bh

a

rata took place. After drinking waters of the Sarasvat

i

,

the cloud should now proceed to the Ganges, who, leaping forth from the

Him

a

layas, fell with her foaming waters on the head of S«iva before her descent

on this earth. Arriving at the snow-clad peaks of the Him

a

layas, the cloud is

invited to rest on some breezy height. Here the bamboo-trees filled with wind

give out musical sounds. Viewing several wonders of this mountain, the cloud

should pass to the north through Krau

~n

carandhra, and come upon mount Kail

a

sa,

the abode of Lord S«iva. On the top of this mountain stands the city of Alak

a

, the

city of perfect glory and bliss.
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1.14 Gist of the Uttaramegha

The second part of the Meghaduuta, which is known as Uttaramegha, consists of 55

verses. At the end of the P

u

rvamegha Yakša mentions about Alak

a

pur

i

. Thus,

Uttaramegha starts with the description of the unique tace Alak

a

 and its inhabitants.

In 14 beautiful verses Yakša describes the city where there are high-rise buildings

with jeweled floors. This is the city where flowers of all the seasons are available

round the year and the evenings are always pleasant by the presence of constant

moonlight. The inhabitants of this city are always happy and in festive mood and

surprisingly they never grow old. In that city towards the north of the house of

Kubera, the lord of wealth, there lies the exquisitely decorated house of the

Yaksǎ. He fondly remembers the beautiful features of his residence in 6 verses.

He then describes his extremely beautiful wife and also about her probable mental

as well as physical pathetic state due to the sadness of being separated from

Yakša, her husband. At last Yakša requests the cloud to deliver his message to his

wife. At fist cloud should inform her about the well-being of Yaksǎ and then

deliver the message. In the message Yakša speaks about his pang of separation

and says that though he is in grief, still he is living with the hope of being united

with her. Thus, he requests her to spend the four more months of sorrows with

great effort, to be united with him and enjoy the autumnal moonlit nights after

those four months. The Yaksǎ then begs the cloud to return with a message of

comfort from his wife, and dismisses the cloud with a prayer that the cloud may

never be separated, even for a moment, from lightning, his wife.

1.15 The Sources of the Meghaduuta:

The Meghaduu ta is a creation of great poet K

a

lid

a

sa’s own fancy. The short

story of the separated love-lorn Yaksˇa and his message to his beloved wife

through a piece of cloud, is found nowhere in Sanskrit traditional works.

Some scholars are of the opinion that the book is an autobiography of the

poet. But scholars like M.R.Kale reject it calling it guesswork. Some researchers

are of the opinion that K

a

lid

a

sa possibly drew the idea from instances like—

S«y

a

v

a′s

va sending message through Ra–tri to his future wife (Rǧveda, V. 61),

Suik

a

n and Huskan of China sending messages through the cloud, the messaging

of a crow in the J

a

taka tales etc. But the most prominent and convincing opinion

has been put forward by great commentator Mallin

a

tha, though a good number

of scholars reject his opinion also. He opines that the story is based on the episode

of Han

u

mat carrying the message of S«r

i

r

a

ma to his wife S

i

t

a

 as found in the

Raamaayanˇa. In Mallin

a

tha’s words– “‚ËÃÊ¢ ¬˝ÁÃ ⁄UÊ◊Sÿ „ŸÍ◊à‚ãŒ‡Ê¢ ◊ŸÁ‚ ÁŸœÊÿ
◊ÉÊ‚¢Œ‡Ê¢ ∑§Áfl— ∑Î§ÃflÊÁŸàÿÊ„ÈU—” (commentary on P

u

rvamegha, 1). This view is

supported by a line from the book itself–  “ßàÿÊÅÿÊÃ ¬flŸÃŸÿ¢ ◊ÒÁÕ‹ËflÙã÷ÈπË ‚Ê”
(Uttaramegha, 40), where there is a direct reference of the said episode. This

view seems to be convincing to a good number of scholars. But all are of the

opinion that, even if K

a

lid

a

sa has got inspiration from Raamaayaňa to write his
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Meghad

u

ta, the beautiful piece of poem is certainly an out-come of his own

fancy with the added flavour of his creative genius.

1.16 Principal Sentiment of Meghaduuta :

Like all other works of K

a

lid

a

sa, the principal sentiment of Meghaduuta is also

S «r ˇ

&n

ga
–
ra. Works on poetics show that S «r ˇ

&n

ga
–
ra is of two types–viz.,

Sambhogas«ř

&n

g

a

ra (love in union) and Vipralambhas«řnga–ra (love in separation).

Though it is generally believed that the predominant sentiment of the Meghaduuta

is Vipralambha

′s

r ˇ

&n

g

a

ra, as it is an expression of a love-lorn Yaksǎ, still

Sambhoga

′s

ř

&n

g

a

ra is also nicely delineated in the poem in its P

u

rvamegha part.

It is to be noted that K

a

lid

a

sa’s ideal of love–i.e., love must not end with only

sensual pleasure and while in love, one must not forget one’s basic duties,– is

very well depicted in Meghadu–ta also. Here Yakša is seen suffering, being

separated from his beloved wife for one full year, as he neglected his duty for the

sake of love. It is seen that separation works as a touch-stone for testing the

purity and sincerity of a relationship. In the initial stage of the story Yaksǎ is

presented as having yearning for sensuous love, which ultimately became the

cause of his sufferings in the form of the curse. But being separated from his

beloved his attitude has changed and his love towards his beloved attains a higher

level. This is expressed by him in the Uttaramegha when he says–

“SŸ„UÊŸÊ„ÈU— Á∑§◊Á¬ Áfl⁄„U äfl¢Á‚ŸSÃ àfl÷ÙªÊ-

ÁŒc≈U flSÃÈãÿÈ¬ÁøÃ⁄U‚Ê— ¬˝◊⁄UÊ‡ÊË÷flÁãÃH” (Uttaramegha, 52)

meaning thereby that it is often said that affections die away during separation; on

the contrary they with the taste for the desired object heightened, become

accumulated into a heap of love. This proves the sincerity of Yakša’s love towards

his wife.

Stop to consider :

Mammat ˇa in his Kaa vyaprakaa sza shows five-fold division of

vipralambhas«r

&n

gaara. They are Abhil

a

šahetuka, Virahahetuka, 

I

rsˇ

a

hetuka,

Prav

a

sahetuka and S «

a

pahetuka. He says– “•¬⁄USÃÈ •Á÷‹Ê·-Áfl⁄U„Ucÿ¸Ê-¬˝flÊ‚-
‡ÊÊ¬„UÃÈ∑§ ßÁÃ •ÜøÁflœ—–” To illustrate the ‡ÊÊ¬„UÃÈ∑§ variety of Vipralambha he

quotes a verse from the Uttaramegha (verse 45) where the pathetic condition

of love-lorn Yakša, who is under the influence of the spell of a curse ( ‡ÊÊ¬ ) is

described. The verse runs as follows–

“àflÊ◊ÊÁ‹Åÿ ¬˝áÊÿ∑È§Á¬Ã¢Ê œÊÃÈ⁄UÊªÒ— Á‡Ê‹ÊÿÊ-
◊Êà◊ÊŸ¢ Ã ø⁄UáÊ¬ÁÃÃ¢ ÿÊflÁŒë¿UÊÁ◊ ∑§Ã¸È◊˜–
•dÒSÃÊflã◊È„ÈUL§¬ÁøÃÒŒ¸ÎÁc≈U⁄UÊ‹ÈåÿÃ ◊

∑˝Í§⁄USÃÁS◊ãŸÁ¬ Ÿ ‚„UÃ ‚¢ª◊¢ Ÿı ∑Î§ÃÊãÃ—H”
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1.17 Meghadu– ta as a Khan ˇˇ ˇˇ ˇdˇˇ ˇˇ ˇak

a

vya/Lyric :

Meghadu– ta has all the characteristics of a Khaňdǎk

a

vya, which is also called

Sa

&n

gh

a

ta by the ancient poeticians. It has a single event as its subject matter,

viz., a love-lorn Yakša’s sending his message of well-being to his beloved

wife through a piece of cloud. The story depicts mainly S «r ˇ

&n

g

a

ra rasa. It is a

perfect blend of natural description and human feelings. Entire work is composed

in a single metre, i.e., Mand

a

kr

a

nt

a

.

Very often Meghadu– ta is said to be a Lyrical poem. Lyric is a concept of Western

poetics. A lyrical poem is one that expresses a subjective, personal point of view.

The term Lyric comes from the Greek word ‘lyrikos’, meaning ‘singing to the

lyre (a kind of stringed instrument)’. In fact in the ancient world, lyric poems

were sung, accompanied by a lyre. Khaňdǎk

a

vya of Sanskrit literature is quite

similar to western Lyric, because both are subjective, personal expressions and

have musical appeal. But a careful analysis depicts that Lyric is much nearer an

approach to Sanskrit Muktakas than to Khaňďak

a

vya. Thus, in a broader sense

Meghadu– ta may be called a Lyric, yet it is better to call it a Khaňdǎk

a

vya.

1.18  Poetic Beauty of the Meghad

u

ta:

Meghadu– ta is a master piece of master poet K

a

lid

a

sa. It is often said– “◊ÉÊ ◊ÊÉÊ
ªÃ¢ flÿ—”. It means that a major part of one’s life span gets consumed studying the

Megha (i.e., Meghadu– ta) and M
a

gha (i.e., S«is«upa–lavadha of Maghaakavi).

S«is«upa–lavadha comprising 20 cantos is a Scholastic Maahakaavya and thus it is

quite appropriate to say that it will take a substantial part of one’s study-time.

But Meghadu– ta  is a short poem having only 121 verses, that too in the lucid

Vaidarbh

i

 diction. Why then it is equated here with a difficult ornate poetry? It is

because of the fact that though Meghadu– ta is easily understandable and it is

written in a lucid style, still one has to spend life time studying it, as it is totally

absorbing and one tends to read the book again and again. Surprisingly, a

connoinsseur might find something new, every time he reads it. It is so because

Meghad

u

ta is a highly suggestive Dhvanik

a

vya. Here suggestivity is found not

only in the total meaning of the whole poem (¬˝’ãœ •Õ¸), but also in each and

every single verse. Over all suggestivity of the poem is found in the form of the

message from the poet that–in the conflict between duty and lust, the later initially

appears to gain the upperhand. But it soon gets cursed. Although love is not to

be undermined, it should not become an impediment in performing the social

duties. Otherwise the person is bound to perish. Thus a celestial Yakša is demoted

to the state of an ordinary suffering mortal on the earth. Thus ‘K

a

ma’ should be

purified through ‘Viraha’ and put to test. It has thus to qualify as a desire which is

governed by Dharma. This echoes the great Indian ideal stated in the 

I

szopanišad–

“ÃŸ àÿQ Ÿ ÷ÈTËÕÊ”–
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To illustrate suggestivity in a single verse “•º˝— oÎX¢ „U⁄UÁÃ ¬flŸ— .........” etc.

(P

u

rvamegha, 14) may be  pointed out. (See exposition of this verse in unit

II of this block).

The Ala

&m

k

a

ras like Upam

a

, Arth

a

ntarany

a

sa etc. are profusely used in this

K

a

vya, but they blend so naturally with the theme that they do not even make

their presence felt. Their employment has not marred the contextual Rasa, rather

it has enhanced the appeal of the Rasa. The most commonly used Ala

&m

k

a

ra

here is Arth

a

ntarany

a

sa. Through this Ala

&m

k

a

ra the poet sends messages to

the society. For example in the verse “¡ÊÃ¥ fl¢‡Ê ÷ÈflŸÁflÁŒÃ ¬Èc∑§⁄UÊflÃ¸∑§ÊŸÊ¢............”
etc. (P

u

rvamegha, 6) the poet has used Arth

a

ntarany

a

sa and has sent the

message- ‘to have one’s desires unfulfilled under a vituous man is better than

having them fulfilled under a vicious man’ (“ÿÊëÜÊÊ ◊ÙÉÊÊ fl⁄U◊ÁœªÈáÊ ŸÊœ◊ ‹éœ∑§Ê◊Ê”).
Meghadu– ta is full of such messages of wisdom.

The Meghadu– ta is full of magnificent verbal pictures which indeed an artist can

paint on his canvas in lines and colours. This is the picturesque description of

Yaksǎ’s beloved :

“ŸÍŸ¢ ÃSÿÊ— ¬˝’‹L§ÁŒÃÙë¿ÍUŸŸòÊ¢ Á¬˝ÿÊÿÊ

ÁŸ—‡flÊ‚ÊŸÊ◊Á‡ÊÁ‡Ê⁄UÃÿÊ Á÷ãŸfláÊ¸Êœ⁄ÊUc∆U◊˜–

„USÃãÿSÃ¢ ◊Èπ◊‚∑§‹√ÿÁQ  ‹ê’Ê‹∑§àflÊ-

ÁŒãŒÙŒÒ¸ãÿ¢ àflŒŸÈ‚⁄UáÊÁÄ‹c≈U∑§ÊãÃÁ’¸÷ÁÃ¸H” (Uttaramegha, 24)

It means–‘ her eyes are swollen due to incessant weeping, the lips are pale due

to the heavy sighs and her face is partially visible behind her disheveled locks.

She held in her palms her face, which resembled the moon that lacked lustre as it

is covered by the cloud.

The whole of the Meghadu– ta is written in the Manda–kra–nta– metre. This metre is of

slow tempo. Having 17 syllables in each quarter, among which 10 are long ones-

the metre is also a long one. Thus the use of this metre is considered to be appropriate

to depict Vipralambha

′s

ř

&n

g

a

ra. Hence it is said that K

a

lid

a

sa has used the metre

also very rightly.

Meghadu– ta is thus of an eternal aesthetic appeal. Meghadu– ta’s popularity is evident

in the long line of D

u

tak

a

vyas it gave birth to. Some of these imitations are–

R

u

pagosw

a

m

i

’s Hammsadu– ta, Dhoy

i

kavi’s Pavanadu– ta, Ved

a

ntades «ika’s

Ham
.
sasandes«a, Křsňǎs«arma–’s Padaan

.
kadu– ta, Uddanďǎ’s Kokilasandes «a,

Jinasena’s Pa–rs «va–bhyudaya. Man ˇd ˇikal R

a

ma S «as «tr

i

 has composed

Meghapratisandesza in which Yakša’s wife replies to the message sent to her by

the Yakša.
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1.19 Summing up

Sanskrit literature is one of the oldest literatures of the world. It is well known for

its richness as well as vastness. Among all the writers of this rich literature

K

a

lid

a

sa’s name is always taken first. He is called Mah

a

kavi, Kavikulaguru or

Kavikulasziromaňi.

K

a

lid

a

sa’s greatness lies in the lucidity and beauty of his style, his perfect

delineation of Rasa, and the depth of his subject matters. He is famous for

profuse yet judicious employment of Ala

&m

k

a

ras like Upam

a

,

Arth

a

ntarany

a

sa etc.

Meghadu– ta is a master piece of great poet K

a

lid

a

sa. It is a Khanˇdǎk

a

vya

written in two parts, viz., P

u

rvamegha and Uttaramegha. The poem is written

in a single metre, viz., Mand

a

kr

a

nt

a

, which has helped to depict the

contexual Rasa. The predominant Rasa (sentiment) here is S «r ˇ

&n

g

a

ra, and

mainly the Vipralambha

′s

ř

&n

g

a

ra, which is so nicely delineated that it touches

everybody’s heart and the reader feels his own emotions being depicted

through the poem. These aspects make Meghad

u

ta a universal and

everlasting poem.

1.20 Sample Questions

1. What type of K
a

vya is the Meghadu– ta? Justify your answer.

2. How nature is depicted in K
a

lid
a

sa’s works?

3. Discuss about the style of K

a

lid

a

sa.

4. Present the summary of the Meghadu– ta’s P

u

rvamegha part in your own words.

5. Discuss the date of K

a

lid

a

sa.

6. Comment on the statement ‘◊ÉÊ ◊ÊÉÊ ªÃ¢ flÿ—’–

7. Discuss about K

a

lid

a

sa’s employment of different Ala

&m

k

a

ras .

8. Write a note on K

a

lid

a

sa as a poet of love.
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lid
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i
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a
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a
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i
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a

tha Kavir

a

ja, ed. S«r

i
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Unit-2

Meghadu–ta

Text -from verse No. 1 to verse No. 27

Contents

2.1 Introduction

2.2 Objectives

2.3 Text

2.4 Prose order

2.5 Translation

2.6 Exposition/Notes

2.7 Model Explanation

2.8 Model Elucidations

2.9 Summing up

2.1 Introduction :

Meghadu– ta of Mahaka–vi Ka–lida–sa is a story of a love-lorn yaksa of  Alaka–puri,

who was banished from his abode for one full year as he neglected his duty.

From Alaka–, which is situated at the lap of the Hima–layas, Yaks∏a had to come

down to the earth and live in the hermitages of mount  Ra–magiri. Living there for

eight months being separated from his beloved wife, love-lorn Yaks∏a saw a piece

of cloud on the very first day of the month of A
–

s∏a–d∏ha. He knew that the piece of

cloud would travel nothwards. Thus, he decided to send a message of his well-

being to his beloved through the cloud.

In the Pu– rvamegha part of the book, which is your text, it will be found that

Yaks ∏a describes the path to be followed by cloud to reach Alaka– from

Ra–magiri. This part has 66 verses. We have divided the Pu– rvamegha into

two units. In this unit (i.e., unit II) you will study verse 1 to 27. From verse

28 the description of the city of Ujjayini
–
 starts. Thus, unit III will start with the

description of this important city, which should be visited by cloud in his journey.

Hence, in this unit you will study cloud’s journey till he reaches Ujjayini
–
.
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2.2 Objectives

This unite will help you to have a complete idea about first few verses of the

Purvamegha part of the Meghad

u

ta (i.e., from verse 1to 27). At the end of this

unit, you will be able to

● read the actual text

● render the prose order of the verse

● find out meanings of the verses

● penetrate deep into the purport of the text

● have an idea as to  how to write an explanation

● understand how to write an elucidation

2.3 Text (Pu–rvamegha, from verse No.1 to verse No.27)

∑§Á‡øà∑§ÊãÃÊÁfl⁄U„UªÈL§áÊÊ SflÊÁœ∑§Ê⁄UÊà¬˝◊ûÊ—

‡ÊÊ¬ŸÊSÃ¢ªÁ◊Ã◊Á„U◊Ê fl·¸÷ÙÇÿáÊ ÷ÃȨ̀—–

ÿˇÊ‡ø∑̋§ ¡Ÿ∑§ÃŸÿÊSŸÊŸ¬ÈáÿÙŒ∑§·È

ÁSŸÇœë¿UÊÿÊÃL§·È fl‚ÁÃ¢ ⁄UÊ◊ÁªÿÊ¸üÊ◊·ÈH vH

ÃÁS◊ãŸº˝ı ∑§ÁÃÁøŒ’‹ÊÁfl¬˝ÿÈûÊ— ‚ ∑§Ê◊Ë

ŸËàflÊ ◊Ê‚Êã∑§Ÿ∑§fl‹ÿ÷˝¢‡ÊÁ⁄UÄÃ¬˝∑§Ùc∆U—–

•Ê·Ê…USÿ ¬˝Õ◊ÁŒfl‚ ◊ÉÊ◊ÊÁ‡‹c≈U‚ÊŸÈ¢

fl¬˝∑˝§Ë«UÊ¬Á⁄UáÊÃª¡¬̋̌ ÊáÊËÿ¢ ŒŒ‡Ê¸H wH

ÃSÿ ÁSÕàflÊ ∑§Õ◊Á¬ ¬È⁄U— ∑§ıÃÈªÊœÊŸ„UÃÙ-

⁄UãÃ’¸Êc¬Á‡ø⁄U◊ŸÈø⁄UÙ ⁄UÊ¡⁄UÊ¡Sÿ Œäÿı–

◊ÉÊÊ‹Ù∑§ ÷flÁÃ ‚ÈÁπŸÙ˘åÿãÿÕÊflÎÁûÊ øÃ—

∑§á∆UÊ‡‹·¬˝áÊÁÿÁŸ ¡Ÿ Á∑¢§ ¬ÈŸŒÍ¸⁄U‚¢SÕH xH

¬˝àÿÊ‚ãŸ Ÿ÷Á‚ ŒÁÿÃÊ¡ËÁflÃÊ‹ê’ŸÊÕË¸

¡Ë◊ÍÃŸ Sfl∑È§‡Ê‹◊ÿË¥ „UÊ⁄UÁÿcÿã¬˝flÎÁûÊ◊˜–

‚ ¬˝àÿª˝Ò— ∑È§≈U¡∑È§‚È◊Ò— ∑§ÁÀ¬ÃÊÉÊ¸Êÿ ÃS◊Ò

¬˝ËÃ— ¬˝ËÁÃ¬˝◊ÈπfløŸ¢ SflÊªÃ¢ √ÿÊ¡„UÊ⁄UH yH

œÍ◊ÖÿÙÁÃ— ‚Á‹‹◊L§ÃÊ¢ ‚¥ÁŸ¬ÊÃ— Äfl ◊ÉÊ—

‚ãŒ‡ÊÊÕ¸Ê— Äfl ¬≈ÈU∑§⁄UáÊÒ— ¬˝ÊÁáÊÁ÷— ¬˝Ê¬áÊËÿÊ—–

ßàÿıà‚ÈÄÿÊŒ¬Á⁄UªáÊÿãªÈ±ÿ∑§SÃ¢ ÿÿÊø
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∑§Ê◊ÊÃ¸Ê Á„U ¬˝∑Î§ÁÃ∑Î§¬áÊÊ‡øÃŸÊøÃŸ·ÈH zH

¡ÊÃ¢ fl¢‡Ê ÷ÈflŸÁflÁŒÃ ¬Èc∑§⁄UÊflÃ¸∑§ÊŸÊ¢

¡ÊŸÊÁ◊ àflÊ¢ ¬˝∑Î§ÁÃ¬ÈL§·¢ ∑§Ê◊M§¬¢ ◊ÉÊÙŸ—–

ÃŸÊÁÕ¸àfl¢ àflÁÿ ÁflÁœfl‡ÊÊgÍ⁄U’ãœÈª¸ÃÙ˘„¢U

ÿÊëÜÊÊ ◊ÙÉÊÊ fl⁄U◊ÁœªÈáÊ ŸÊœ◊ ‹éœ∑§Ê◊ÊH {H

‚¢ÃåÃÊŸ¥Ê àfl◊Á‚ ‡Ê⁄UáÊ¢ Ãà¬ÿÙŒ Á¬˝ÿÊÿÊ—

‚¢Œ‡Ê¢ ◊ „U⁄U œŸ¬ÁÃ∑˝§ÙœÁfl‡‹Á·ÃSÿ–

ªãÃ√ÿÊ Ã fl‚ÁÃ⁄U‹∑§Ê ŸÊ◊ ÿˇÊ‡fl⁄UÊáÊÊ¢

’Ê±ÿÙlÊŸÁSÕÃ„U⁄UÁ‡Ê⁄U‡øÁãº˝∑§ÊœıÃ„Uêÿ¸ÊH |H

àflÊ◊ÊM§…¢U ¬flŸ¬ŒflË◊ÈŒ˜ªÎ„UËÃÊ‹∑§ÊãÃÊ—

¬̋ÁˇÊcÿãÃ ¬ÁÕ∑§flÁŸÃÊ— ¬˝àÿÿÊŒÊ‡fl‚àÿ—–

∑§— ‚¢Ÿh Áfl⁄U„UÁflœÈ⁄UÊ¢ àflƒÿÈ¬̌ ÊÃ ¡ÊÿÊ¢

Ÿ SÿÊŒãÿÙ˘åÿßÁ◊fl ¡ŸÙ ÿ— ¬⁄UÊœËŸflÎÁûÊ—H }H

ÃÊ¢ øÊfl‡ÿ¢ ÁŒfl‚ªáÊŸÊÃà¬⁄UÊ◊∑§¬àŸË-

◊√ÿÊ¬ãŸÊ◊Áfl„UÃªÁÃº˝̧ˇÿÁ‚ ÷˝ÊÃÎ¡ÊÿÊ◊˜–

•Ê‡ÊÊ’ãœ— ∑È§‚È◊‚ŒÎ‡Ê¢ ¬˝Êÿ‡ÊÙ ±ÿXŸÊŸÊ¢

‚l—¬ÊÁÃ ¬˝áÊÁÿ NUŒÿ¢ Áfl¬˝ÿÙª L§áÊÁhH ~H

◊ãŒ¢ ◊ãŒ¢ ŸÈŒÁÃ ¬flŸ‡øÊŸÈ∑Í§‹Ù ÿÕÊ àflÊ¢

flÊ◊‡øÊÿ¥ ŸŒÁÃ ◊œÈ⁄¢U øÊÃ∑§SÃ ‚ªãœ—–

ª÷¸ÊœÊŸˇÊáÊ¬Á⁄UøÿÊãŸÍŸ◊Ê’h◊Ê‹Ê—

‚ÁflcÿãÃ ŸÿŸ‚È÷ª¢ π ÷flãÃ¢ ’Ê‹Ê∑§Ê—H vÆH

∑§ÃÈZ ÿìÊ ¬˝÷flÁÃ ◊„UË◊ÈÁë¿U‹Ëãœ˝Ê◊flãäÿÊ¢

Ãë¿‰̨UàflÊ Ã üÊfláÊ‚È÷ª¢ ªÁ¡¸Ã¢ ◊ÊŸ‚Ùà∑§Ê—–

•Ê ∑Ò§‹Ê‚ÊÁm‚Á∑§‚‹ÿë¿UŒ¬ÊÕÿflãÃ—

‚¢¬àSÿãÃ Ÿ÷Á‚ ÷flÃÙ ⁄UÊ¡„¢U‚Ê— ‚U„UÊÿÊ—H vvH

•Ê¬Îë¿USfl Á¬˝ÿ‚π◊◊È¢ ÃÈæ˜UÇÿ◊ÊÁ‹Xÿ ‡ÊÒ‹¢

flãlÒ— ¬È¢‚Ê¢ ⁄UÉÊÈ¬ÁÃ¬ŒÒ⁄UÁVÃ¢ ◊π‹Ê‚È–

∑§Ê‹ ∑§Ê‹ ÷flÁÃ ÷flÃÙ ÿSÿ ‚¢ÿÙª◊àÿ

SŸ„U√ÿÁÄÃÁ‡ø⁄UÁfl⁄U„U¡¢ ◊ÈÜøÃÙ ’Êc¬◊ÈcáÊ◊˜H vwH
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◊ÊªZ ÃÊflë¿ÎUáÊÈ ∑§ÕÿÃSàflà¬˝ÿÊáÊÊŸÈM§¬¢

‚¢Œ‡Ê¢ ◊ ÃŒŸÈ ¡‹Œ üÊÙcÿÁ‚ üÊÊòÊ¬ÿ◊˜–

ÁπãŸ— ÁπãŸ— Á‡ÊπÁ⁄U·È ¬Œ¢ ãÿSÿ ªãÃÊÁ‚ ÿòÊ

ˇÊËáÊ— ˇÊËáÊ— ¬Á⁄U‹ÉÊÈ ¬ÿ— S⁄UÙÃ‚Ê¢ øÙ¬÷ÈÖÿH vxH

•º̋— oÎX¢ „U⁄UÁÃ ¬flŸ— Á∑¢§ÁSflÁŒUàÿÈã◊ÈπËÁ÷-

ŒÎ¸c≈UÙà‚Ê„U‡øÁ∑§ÃøÁ∑§Ã¢ ◊ÈÇœÁ‚hÊXŸÊÁ÷—–

SÕÊŸÊŒS◊Êà‚⁄U‚ÁŸøÈ‹ÊŒÈà¬ÃÙŒæ˜U ◊Èπ— π¢

ÁŒæU˜ ŸÊªÊŸÊ¢ ¬ÁÕ ¬Á⁄U„U⁄UãSÕÍ‹„USÃÊfl‹¬ÊŸ˜H vyH

⁄UàŸë¿UÊÿÊ√ÿÁÃ∑§⁄U ßfl ¬̋̌ ÿ◊Ãà¬È⁄USÃÊ-

iÀ◊Ë∑§Êª˝Êà¬˝÷flÁÃ œŸÈ— πá«U◊Êπá«U‹Sÿ–

ÿŸ‡ÿÊ◊¢ fl¬È⁄UÁÃÃ⁄UÊ¢ ∑§ÊÁãÃ◊Ê¬àSÿÃ Ã

’„̧UáÊfl S»È§Á⁄UÃL§ÁøŸÊ ªÙ¬fl·Sÿ ÁflcáÊÙ—H vzH

àflƒÿÊÿûÊ¢ ∑Î§Á·»§‹Á◊ÁÃ ÷Í̋Áfl∑§Ê⁄UÊŸÁ÷ôÊÒ—

¬˝ËÁÃÁSŸÇœÒ¡¸Ÿ¬ŒflœÍ‹ÊøŸÒ— ¬Ëÿ◊ÊŸ—–

‚l— ‚Ë⁄UÙà∑§·áÊ ‚È⁄UÁ÷ ˇÊòÊ◊ÊL§±ÿ ◊Ê‹¢

Á∑¢§Áøà¬‡øÊŒ˜fl˝¡ ‹ÉÊÈªÁÃ÷Í̧ÿ ∞flÙûÊ⁄UáÊH v{H

àflÊ◊Ê‚Ê⁄U¬˝‡ÊÁ◊ÃflŸÙ¬å‹fl¢ ‚ÊœÈ ◊ÍäŸÊ¸

flˇÿàÿäflüÊ◊¬Á⁄UªÃ¥ ‚ÊŸÈ◊ÊŸÊ◊˝∑Í§≈U—–

Ÿ ˇÊÈº˝Ù˘Á¬ ¬˝Õ◊‚È∑Î§ÃÊ¬̌ ÊÿÊ ‚¢üÊÿÊÿ

¬˝ÊåÃ Á◊òÊ ÷flÁÃ Áfl◊Èπ— Á∑¢§ ¬ÈŸÿ¸SÃÕÙìÊÒ—H v|H

¿UãŸÙ¬ÊãÃ— ¬Á⁄UáÊÃ»§‹lÙÁÃÁ÷— ∑§ÊŸŸÊ◊Ò̋-

SàflƒÿÊM§… Á‡Êπ⁄U◊ø‹— ÁSŸÇœfláÊË‚fláȨ̂–

ŸÍŸ¢ ÿÊSÿàÿ◊⁄UÁ◊ÕÈŸ¬̋̌ ÊáÊËÿÊ◊flSÕÊ¢

◊äÿ ‡ÿÊ◊— SÃŸ ßfl ÷Èfl— ‡Ê·ÁflSÃÊ⁄U¬Êá«ÈU—H v}H

ÁSÕàflÊ ÃÁS◊ãflŸø⁄UflœÍ÷ÈÄÃ∑È§Ü¡ ◊È„ÍUÃZ

ÃÙÿÙà‚ª¸ºÈ̋ÃÃ⁄UªÁÃSÃà¬⁄¢U flà◊¸ ÃËáÊ¸—–

⁄Ufl¢Ê º˝̌ ÿSÿÈ¬‹Áfl·◊ Áflãäÿ¬ÊŒ Áfl‡ÊËáÊ¸Ê¢

÷ÁÄÃë¿UŒÒÁ⁄Ufl Áfl⁄UÁøÃÊ¢ ÷ÍÁÃ◊X ª¡SÿH v~H

ÃSÿÊÁSÃÄÃÒfl¸Ÿª¡◊ŒÒflÊ¸Á‚Ã¢ flÊãÃflÎÁc≈U-
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¡¸ê’Í∑È§Ü¡¬˝ÁÃ„UÃ⁄Uÿ¢ ÃÙÿ◊ÊŒÊÿ ªë¿U—–

•ãÃ—‚Ê⁄¢U ÉÊŸ ÃÈ‹ÁÿÃÈ¢ ŸÊÁŸ‹— ‡ÊˇÿÁÃ àflÊ¢

Á⁄UQ — ‚flÙ¸ ÷flÁÃ Á„U ‹ÉÊÈ— ¬ÍáÊ¸ÃÊ ªı⁄UflÊÿH wÆH

ŸË¬¢ ŒÎ¶Ê „UÁ⁄UÃ∑§ÊÁ¬‡Ê¢ ∑§‚⁄ÒU⁄Uœ¸M§…ÒU-

⁄UÊÁfl÷Í̧Ã— ¬˝Õ◊◊È∑È§‹Ê— ∑§ãŒ‹Ë‡øÊŸÈ∑§ë¿U◊˜–

¡ÉflÊ⁄UáÿcflÁœ∑§‚È⁄UÁ÷¢ ªãœ◊ÊÉÊ˝Êÿ øÊ√ÿÊ¸—

‚Ê⁄Uæ˜UªÊSÃ ¡‹‹fl◊Èø— ‚ÍøÁÿcÿÁãÃ ◊Êª¸◊H wvH

•ê÷ÊÁ’ãŒÈª˝„UáÊøÃÈ⁄UÊ¢‡øÊÃ∑§ÊãflËˇÊ◊ÊáÊÊ—

üÊáÊË÷ÍÃÊ— ¬Á⁄UªáÊŸÿÊ ÁŸÁŒ¸‡ÊãÃÙ ’‹Ê∑§Ê—–

àflÊ◊Ê‚Êl SÃÁŸÃ‚◊ÿ ◊ÊŸÁÿcÿÁãÃ Á‚hÊ—

‚Ùà∑§ê¬ÊÁŸ Á¬˝ÿ‚„Uø⁄UË‚¢÷˝◊ÊÁ‹ÁXÃÊÁŸH wwH

©Uà¬‡ÿÊÁ◊ ºÈ̋Ã◊Á¬ ‚π ◊Áà¬˝ÿÊÕZ ÁÿÿÊ‚Ù—

∑§Ê‹ˇÊ¬¢ ∑§∑È§÷‚È⁄U÷ı ¬fl¸Ã ¬fl¸Ã Ã–

‡ÊÈÄ‹Ê¬ÊXÒ— ‚¡‹ŸÿŸÒ— SflÊªÃË∑Î§àÿ ∑§∑§Ê—

¬˝àÿÈlÊÃ— ∑§Õ◊Á¬ ÷flÊãªÊãÃÈ◊Ê‡ÊÈ √ÿflSÿÃ˜H wxH

¬Êá«ÈUë¿UÊÿÙ¬flŸflÎÃÿ— ∑§Ã∑Ò§— ‚ÍÁøÁ÷ãŸÒ-

ŸË¸«UÊ⁄Uê÷ÒªÎ̧„U’Á‹÷È¡Ê◊Ê∑È§‹ª˝Ê◊øÒàÿÊ—–

àflƒÿÊ‚ãŸ ¬Á⁄UáÊÃ»§‹‡ÿÊ◊¡ê’ÍflŸÊãÃÊ—

‚¢¬àSÿãÃ ∑§ÁÃ¬ÿÁŒŸSÕÊÁÿ„¢U‚Ê Œ‡ÊÊáÊ¸Ê—H wyH

Ã·Ê¢ ÁŒˇÊÈ ¬˝ÁÕÃÁflÁŒ‡ÊÊ‹ˇÊáÊÊ¢ ⁄UÊ¡œÊŸË¥

ªàflÊ ‚l— »§‹◊Áfl∑§‹¢ ∑§Ê◊È∑§àflSÿ ‹éœÊ

ÃË⁄UÙ¬ÊãÃSÃÁŸÃ‚È÷ª¢ ¬ÊSÿÁ‚ SflÊŒÈ ÿS◊Ê-

à‚÷Í̋÷X¢ ◊ÈπÁ◊fl ¬ÿÙ flòÊflàÿÊ‡ø‹ÙÁ◊¸H wzH

ŸËøÒ⁄UÊÅÿ¢ ÁªÁ⁄U◊Áœfl‚SÃòÊ ÁflüÊÊ◊„UÃÙ-

Sàflà‚¢¬∑¸§Êà¬È‹Á∑§ÃÁ◊fl ¬˝ı…U¬Èc¬Ò— ∑§Œê’Ò—–

ÿ— ¬áÿSòÊË⁄UÁÃ¬Á⁄U◊‹ÙeÊÁ⁄UÁ÷ŸÊ¸ª⁄UÊáÊÊ-

◊ÈgÊ◊ÊÁŸ ¬˝ÕÿÁÃ Á‡Ê‹Êfl‡◊Á÷ÿı¸flŸÊÁŸH w{H

ÁflüÊÊãÃ— ‚ãfl˝¡ flŸŸŒËÃË⁄U¡ÊŸÊ¢ ÁŸÁ·Üø-

ãŸÈlÊŸÊŸÊ¢ Ÿfl¡‹∑§áÊÒÿÍ̧ÁÕ∑§Ê¡Ê‹∑§ÊÁŸ–
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ªá«USflŒÊ¬ŸÿŸL§¡ÊÄ‹ÊãÃ∑§áÊÙ¸à¬‹ÊŸÊ¢

¿UÊÿÊŒÊŸÊàˇÊáÊ¬Á⁄UÁøÃ— ¬Èc¬‹ÊflË◊ÈπÊŸÊ◊˜H w|H

2.4  Prose order (Pu–rvamegha, from verse 1to27)

(v) SflÊÁœ∑§Ê⁄UÊÃ˜ ¬˝◊ûÊ— ∑§ÊãÃÊÁfl⁄U„UªÈL§áÊÊ fl·¸÷ÙÇÿáÊ ÷ÃȨ̀— ‡ÊÊ¬Ÿ •SÃ¢ªÁ◊Ã◊Á„U◊Ê ∑§Á‡øÃ˜
ÿˇÊ— ¡Ÿ∑§ÃŸÿÊSŸÊŸ¬ÈáÿÙŒ∑§·È ÁSŸÇœë¿UÊÿÊÃL§·È ⁄UÊ◊ÁªÿÊ¸üÊ◊·È fl‚ÁÃ¢ ø∑̋§–

(w) •’‹ÊÁfl¬˝ÿÈQ — ∑§Ÿ∑§fl‹ÿ÷¢̋‡ÊÁ⁄UQ ¬˝∑§Ùc∆U — ∑§Ê◊Ë ‚— ÃÁS◊Ÿ˜ •º˝ı ∑§ÁÃÁøÃ˜ ◊Ê‚ÊŸ˜
ŸËàflÊ •Ê·Ê…USÿ ¬˝Õ◊ÁŒfl‚ •ÊÁ‡‹c≈U‚ÊŸÈ¢ fl¬˝∑§Ë«UÊ¬Á⁄UáÊÃª¡¬̋̌ ÊáÊËÿ¢ ◊ÉÊ¢ ŒŒ‡Ê¸–

(x) ⁄UÊ¡⁄UÊ¡Sÿ •ŸÈø⁄U — •ãÃ’Ê¸c¬— (‚Ÿ˜) ∑§ıÃÈªÊœÊŸ„UÃÙ— ÃSÿ ¬È⁄U— ∑§Õ◊Á¬ ÁSÕàflÊ Áø⁄¢U
Œäÿı– ◊ÉÊÊ‹Ù∑§ ‚ÈÁπŸ— •Á¬ øÃ— •ãÿÕÊflÎÁûÊ ÷flÁÃ– ∑§á∆UÊ‡‹· ¬˝áÊÁÿÁŸ ¡Ÿ ŒÍ⁄U‚¢SÕ
Á∑¢§ ¬ÈŸ—–

(y) ‚— Ÿ÷Á‚ ¬˝àÿÊ‚ãŸ ŒÁÿÃÊ¡ËÁflÃÊ‹ê’ŸÊÕË¸ (‚Ÿ˜) ¡Ë◊ÍÃŸSfl∑È§‡Ê‹◊ÿË¥ ¬˝flÎÁûÊ¢ „UÊ⁄UÁÿcÿŸ˜
¬˝ËÃ— ‚Ÿ˜ ¬˝àÿªÒ̋— ∑È§≈U¡∑È§‚È◊Ò— ∑§ÁÀ¬ÃÊÉÊ¸Êÿ ÃSÿ ¬˝ËÁÃ¬˝◊ÈπfløŸ¢ SflÊªÃ¢ √ÿÊ¡„UÊ⁄U–

(z) œÍ◊ÖÿÙÁÃ— ‚Á‹‹◊L§ÃÊ¢ ‚¢ÁŸ¬ÊÃ— ◊ÉÊ— Äfl ¬≈ÈU∑§⁄UáÊÒ— ¬˝ÊÁáÊÁ÷— ¬˝Ê¬áÊËÿÊ— ‚ãŒ‡ÊÊÕ¸Ê— Äfl–
ßÁÃ •ıà‚ÈÄÿÊÃ˜ •¬Á⁄UªáÊÿŸ˜ ªÈ±ÿ∑§— Ã¢ ÿÿÊø– Á„U ∑§Ê◊ÊÃ¸Ê øÃŸÊøÃŸ·È ¬˝∑Î§ÁÃ∑Î§¬áÊÊ—–

({) àflÊ¢ ÷ÈflŸÁflÁŒÃ ¬Èc∑§⁄UÊflÃ¸∑§ÊŸÊ¢ fl¢‡Ê ¡ÊÃ◊˜ ∑§Ê◊M§¬¢ ◊ÉÊÙŸ— ¬˝∑Î§ÁÃ ¬ÈL§·¢ ¡ÊŸÊÁ◊– ÃŸ
ÁflÁœfl‡ÊÊÃ˜ ŒÍ⁄U’ãœÈ— •„¢U àflÁÿ •ÊÁÕ¸àfl¢ ªÃ—– •ÁœªÈáÊ ÿÊëÜÊÊ ◊ÙÉÊÊ (•Á¬ fl⁄U◊˜) •œ◊
À’œ∑§Ê◊Ê (•Á¬) Ÿ fl⁄U◊˜–

(|) („U) ¬ÿÙŒ àfl¢ ‚¢ÃåÃÊŸÊ¢ ‡Ê⁄UáÊ◊˜ •Á‚– ÃÃ˜ œŸ¬ÁÃ∑˝§ÙœÁfl‡‹Á·ÃSÿ ◊ ‚ãŒ‡Ê¢ Á¬˝ÿÊÿÊ— „U⁄U–
’Ê±ÿÙlÊŸÁSÕÃ„U⁄UÁ‡Ê⁄U‡øÁãº˝∑§ÊœıÃ„Uêÿ¸Ê •‹∑§Ê ŸÊ◊ ÿˇÊ‡fl⁄UÊáÊÊ¢ fl‚ÁÃ— Ã ªãÃ√ÿÊ–

(}) ¬flŸ¬ŒflË◊̃ •ÊM§ àflÊ¢ ¬ÁÕ∑§flÁŸÃÊ— ¬̋àÿÿÊÃ̃ •Ê‡fl‚àÿ— ©UŒ̃ªÎ„UËÃÊ‹∑§ÊãÃÊ— ¬̋ÁˇÊcÿãÃ– àflÁÿ
‚¢Ÿh Áfl⁄U„UÁflœÈ⁄UÊ¢ ¡ÊÿÊ¢ ∑§— ©U¬̌ ÊÃ– •ãÿÙ˘Á¬ ÿÙ ¡ŸÙ •„UÁ◊fl ¬⁄UÊœËŸflÎÁûÊ— Ÿ SÿÊÃ̃–

(~) •Áfl„UÃªÁÃ— (‚Ÿ̃) ÁŒfl‚ªáÊŸÊÃà¬⁄UÊ◊̃ •√ÿÊ¬ãŸÊ◊̃ ∞∑§¬àŸË¥ ÃÊ¢ ÷̋ÊÃÎ¡ÊÿÊ◊̃ •fl‡ÿ¢ º̋ˇÿÁ‚
ø– Á„U •Ê‡ÊÊ’ãœ— ¬˝áÊÁÿ ∑È§‚È◊‚ŒÎ‡Ê¢ Áfl¬˝ÿÙª ‚l—¬ÊÁÃ •XŸÊŸÊ¢ NUŒÿ¢ ¬˝Êÿ‡Ê— L§áÊÁh–

(vÆ) •ŸÈ∑Í§‹— ¬flŸ— ø àflÊ¢ ◊ãŒ¢ ◊ãŒ¢ ÿÕÊ ŸÈŒÁÃ Ã flÊ◊— •ÿ¢ ‚ªãœ— øÊÃ∑§— ø ◊œÈ⁄¢U ŸŒÁÃ–
ª÷¸ÊœÊŸˇÊáÊ¬Á⁄UøÿÊÃ˜ π •Ê’h◊Ê‹Ê— ’‹Ê∑§Ê— ŸÿŸ‚È÷ª¢ ÷flãÃ¢ ŸÍŸ¢ ‚ÁflcÿãÃ–

(vv) ÿÃ˜ (ªÁ¡¸Ã¢) ◊„UË◊˜ ©UÁë¿U‹Ëãœ˝Ê◊˜ •flãäÿÊ¢ ∑§ÃÈZ ¬˝÷flÁÃ ÃÃ˜ üÊfláÊ‚È÷ª¢ Ã ªÁ¡¸Ã¢ üÊÈàflÊ
◊ÊŸ‚Ùà∑§Ê— Áfl‚Á∑§‚‹ÿë¿UŒ¬ÊÕÿflãÃ— ⁄UÊ¡„¢U‚Ê— •Ê ∑Ò§‹Ê‚ÊÃ˜ Ÿ÷Á‚ ÷flÃ— ‚Ê„UÊÿÊ—
‚¢¬àSÿãÃ–

(vw) Á¬˝ÿ‚π¢ ÃÈX¢ ¬È¢‚Ê¢ ’ãŒ˜ÕÒ— ⁄UÉÊÈ¬ÁÃ¬ŒÒ— ◊π‹Ê‚È •ÁVÃ◊˜ •◊È¢ ‡ÊÒ‹◊˜ •ÊÁæ˜UÇÿ •Ê¬Îë¿USfl–
∑§Ê‹ ∑§Ê‹ ÷flÃ— ‚¢ÿÙª◊˜ ∞àÿ Áø⁄UÁfl⁄U„U¡◊˜ ©UcáÊ¢ ’Êc¬¢ ◊ÈÜøÃ— ÿSÿ SŸ„U√ÿÁQ — ÷flÁÃ–

(vx) („U) ¡‹Œ ÃÊflÃ˜ ∑§ÕÿÃ— àflà¬˝ÿÊáÊÊŸÈM§¬¢ ◊ÊªZ oÎáÊÈ– ÃŒŸÈ üÊÙòÊ¬ÿ¢ ◊ ‚ãŒ‡Ê¢ üÊÙcÿÁ‚– ÿòÊ
ÁπãŸ— ÁπãŸ— Á‡ÊπÁ⁄U·È ¬Œ¢ ãÿSÿ ˇÊËáÊ— ˇÊËáÊ— S⁄UÙÃ‚¢Ê ¬Á⁄U‹ÉÊÈ ¬ÿ— ©U¬÷ÈÖÿ ø ªãÃÊÁ‚–
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(vy) ¬flŸ— •º̋— oÎX¢ „U⁄UÁÃ Á∑¢§ÁSflÃ˜ ßÁÃ ©Uã◊ÈπËÁ÷— ◊ÈÇœÁ‚hÊXŸÊÁ÷— øÁ∑§ÃøÁ∑§Ã¢ ŒÎc≈UÙà‚Ê„U—
(‚Ÿ̃) ‚⁄U‚ÁŸøÈ‹ÊÃ̃ •S◊ÊÃ̃ SÕÊŸÊÃ̃ ¬ÁÕ ÁŒæŨ ŸÊªÊŸ¢Ê SÕÍË‹„USÃÊfl‹¬ÊŸ̃ ¬Á⁄U„U⁄UŸ̃ ©UŒæ̃U◊Èπ—
(‚Ÿ˜) π◊˜ ©Uà¬Ã–

(vz) ⁄UàŸë¿UÊÿÊ√ÿÁÃ∑§⁄U— ßfl ¬̋̌ ÿ◊˜ •Êπá«U‹Sÿ ∞ÃÃ˜ œŸÈ—πá«¢U ¬È⁄USÃÊÃ˜ flÀ◊Ë∑§Êª˝ÊÃ˜ ¬˝÷flÁÃ–
ÿŸ Ã ‡ÿÊ◊¢ fl¬È— S»È§Á⁄UÃL§ÁøŸÊ ’„̧UáÊ ªÙ¬fl·Sÿ ÁflcáÊÙ— (‡ÿÊ◊¢ fl¬È—) ßfl •ÁÃÃ⁄UÊ¢
∑§ÊÁãÃ◊˜ •Ê¬àSÿÃH vzH

(v{) ∑Î§Á·»§‹¢ àflÁÿ •ÊÿûÊ◊˜ ßÁÃ ¬˝ËÁÃÁSŸÇœÒ— ÷Í̋Áfl∑§Ê⁄UÊŸÁ÷ôÊÒ— ¡Ÿ¬ŒflœÍ‹ÙøŸÒ— ¬Ëÿ◊ÊŸ—
(‚Ÿ˜) ◊Ê‹¢ ̌ ÊòÊ¢ ‚l—‚Ë⁄UÙà∑§·áÊ‚È⁄UÁ÷ •ÊL§±ÿ Á∑§ÁÜøà¬‡øÊÃ˜ ‹ÉÊÈªÁÃ— ÷Íÿ— ©UûÊ⁄UáÊ ∞fl
fl˝¡–

(v|) •Ê◊˝∑Í§≈U — (ŸÊ◊) ‚ÊŸÈ◊ÊŸ˜ •Ê‚Ê⁄U¬˝‡ÊÁ◊ÃflŸÙ¬å‹fl◊˜ •äflüÊ◊¬Á⁄UªÃ¢ àflÊ¢ ‚ÊœÈ ◊ÍäŸ¸Ê
flˇÿÁÃ– ̌ ÊÈº˝— •Á¬ ‚¢üÊÿÊÿ Á◊òÊ ¬˝ÊåÃ ¬˝Õ◊‚È∑Î§ÃÊ¬̌ ÊÿÊ Áfl◊Èπ— Ÿ ÷flÁÃ– ÿ— ÃÕÊ ©UìÊÒ—
Á∑¢§ ¬ÈŸ—–

(v}) ¬Á⁄UáÊÃ»§‹lÙÁÃÁ÷— ∑§ÊŸŸÊ◊Ò̋— ¿UãŸÙ¬ÊãÃ— •ø‹— ÁSŸÇœfláÊË‚fláȨ̂ àflÁÿ Á‡Êπ⁄U◊˜ •ÊM§…U
(‚ÁÃ) ◊äÿ ‡ÿÊ◊— ‡ÊÙ·ÁflSÃÊ⁄U¬Êá«ÈU— ÷Èfl— SÃŸ ßfl •◊⁄UÁ◊ÕÈŸ¬̋̌ ÊáÊËÿÊ◊˜ •flSÕÊ¢ ŸÍŸ¢
ÿÊSÿÁÃ–

(v~) flŸø⁄UflœÍ÷ÈQ ∑È§Ü¡ ÃÁS◊Ÿ˜ ◊È„ÍUÃZ ÁSÕàflÊ ÃÙÿÙà‚ª¸ºÈ̋ÃÃ⁄UªÁÃ— Ãà¬⁄¢U flà◊¸ ÃËáÊ¸— ©U¬‹Áfl·◊
Áflãäÿ¬ÊŒ Áfl‡ÊËáÊ¸Ê¢ ⁄Ufl¢Ê ª¡Sÿ •X ÷ÁQ ë¿UŒÒ— Áfl⁄UÁøUÃÊ¢ ÷ÍÁÃ◊˜ ßfl º˝̌ ÿÁ‚–

(wÆ) flÊãÃflÎÁc≈U — ÁÃQÒ — flŸª¡◊ŒÒ— flÊÁ‚Ã¢ ¡ê’Í∑È§Ü¡¬˝ÁÃ„Ã⁄Uÿ¢ ÃSÿÊ— ÃÙÿ◊ÊŒÊÿ ªë¿U—– („U)
ÉÊŸ •ãÃ—‚Ê⁄¢U àflÊ◊˜ •ÁŸ‹— ÃÈ‹ÁÿÃÈ¢ Ÿ ‡ÊˇÿÁÃ– Á⁄UQ — ‚fl¸— ‹ÉÊÈ— ÷flÁÃ– ¬ÍáÊ¸ÃÊ ªı⁄UflÊÿ
(÷flÁÃ)–

(wv) ‚Ê⁄UXÊ— •œ¸M§…ÒU— ∑§‚⁄ÒU— „UÁ⁄UÃ∑§Á¬‡Ê¢ ŸË¬¢ ŒÎ¶Ê •ŸÈ∑§ë¿U◊˜ •ÊÁfl÷Í̧Ã¬˝Õ◊◊È∑È§‹Ê— ∑§ãŒ‹Ë—
¡ÇÉflÊ •⁄Uáÿ·È •Áœ∑§‚È⁄UÁ÷◊˜ ©U√ÿ¸Ê ªãœ◊˜ •ÊÉÊ˝Êÿ ¡‹‹fl◊Èø— ◊ÊªZ ‚ÍøÁÿcÿÁãÃ–

(ww) •ê◊ÙÁ’ãŒÈª̋„UáÊøÃÈ⁄UÊŸ̃ øÊÃ∑§ÊŸ̃ flËˇÊ◊ÊáÊÊ— üÊáÊË÷ÍÃÊ— ’‹Ê∑§Ê— ¬Á⁄UªáÊŸÿÊ ÁŸÁŒ̧‡ÊãÃ— Á‚hÊ—
SÃÁŸÃ‚◊ÿ ‚Ùà∑§ê¬ÊÁŸ Á¬˝ÿ‚„Uø⁄UË‚¢÷˝◊ÊÁ‹ÁXÃÊÁŸ •Ê‚Êl àflÊ¢ ◊ÊŸÁÿcÿÁãÃ–

(wx) („U) ‚π ◊Áà¬˝ÿÊÕZ ºÈ̋Ã¢ ÁÿÿÊ‚Ù— •Á¬ Ã ∑§∑È§÷‚È⁄U÷ı ¬fl¸Ã ¬fl¸Ã ∑§Ê‹ˇÊ¬◊˜ ©Uà¬‡ÿÊÁ◊–
‚¡‹ŸÿŸÒ— ‡ÊÈÄ‹Ê¬ÊXÒ— ∑§∑§Ê— SflÊªÃË∑Î§àÿ ¬˝àÿÈlÊÃ— ÷flÊŸ˜ ∑§Õ◊Á¬ •Ê‡ÊÈ ªãÃÈ¢ √ÿflSÿÃ˜–

(wy) àflÁÿ •Ê‚ãŸ Œ‡ÊáÊ¸Ê— ‚ÍÁøÁ÷ãŸÒ— ∑§Ã∑Ò§— ¬Êá«ÈUë¿UÊÿÙ¬flŸflÎÃÿ— ªÎ„U’Á‹÷È¡Ê¢ ŸË«UÊ⁄Uê÷ÒÒ—
•Ê∑È§‹ª˝Ê◊øÒàÿÊ— ¬Á⁄UáÊÃ»§‹‡ÿÊ◊¡ê’ÍflŸÊãÃÊ— ∑§ÁÃ¬ÿÁŒŸSÕÊÁÿ„¢U‚Ê— ‚¢¬àSÿãÃ–

(wz) ÁŒˇÊÈ ¬˝ÁÕÃÁflÁŒ‡ÊÊ‹ˇÊáÊÊ¢ Ã·Ê¢ ⁄UÊ¡œÊŸË¥ ªàflÊ ‚l— ∑§Ê◊È∑§àflSÿ •Áfl∑§‹¢ »§‹¥ ‹éœÊ
ÿS◊ÊÃ˜ SflÊŒÈ ø‹ÙÁ◊¸ flòÊflàÿÊ— ¬ÿ— ‚÷Í̋÷X¢ ◊ÈπÁ◊fl ÃË⁄UÙ¬ÊãÃSÃÁŸÃ‚È÷ª¥ ¬ÊSÿÁ‚–

(w{) ÃòÊ ÁflüÊÊ◊„UÃÙ— ¬˝ı…U¬Èc¬Ò— ∑§Œê’Ò— àflÃ˜‚¢¬∑§Ê¸Ã˜ ¬È‹Á∑§ÃÁ◊fl ŸËøÒ⁄UÊÅÿ¢ ÁªÁ⁄U◊Áœfl‚—– ÿ—
¬áÿSòÊË⁄UÁÃ¬Á⁄U◊‹ÙŒ˜ªÊÁ⁄UÁ÷— Á‡Ê‹Êfl‡◊Á÷— ŸÊª⁄UÊáÊÊ¢ ©UgÊ◊ÊÁŸ ÿıflŸÊÁŸ ¬˝ÕÿÁÃ–

(w|) ÁflüÊÊãÃ— ‚Ÿ˜ flŸŸŒËÃË⁄U¡ÊŸÊ◊˜ ©UlÊŸÊŸÊ¢ ÿÍÁœ∑§Ê¡Ê‹∑§ÊÁŸ Ÿfl¡‹∑§áÊÒ— ÁŸÁ·ÜøŸ˜
ªá«USflŒÊ¬ŸÿŸL§¡ÊÄ‹ÊãÃ∑§áÊÙ¸à¬‹ÊŸÊ¢ ¬Èc¬‹ÊflË◊ÈπÊŸÊ¢ ¿UÊÿÊŒÊŸÊÃ˜ ˇÊáÊ¬Á⁄UÁøÃ— fl˝¡–
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2.5  Translation (Pu–rvamegha, verse 1to 27)

1. A certain Yaks∏a, who was negligent in respect of his duties, whose glory

had faded by his master’s curse, that was to be borne for a year and which

was painful due to the separation from his beloved, lived in the hermitages

of Mount Ra
–
magiri, having dense shady trees and waters sanctified by the

baths of Janaka’s daughter.

2. Passing some months on that mountain, he, a lover of sensual pleasures,

who was separated from his wife and with his fore-arm laid bare by the

slipping of a golden bracelet, saw on the first day of     A
–

s∏a–d∏ha, a piece of

could embracing a peak and as charming as an elephant, stooping to strike

obliquely against a rampart by way of sport.

3. Standing with great difficulty in front of it (that cloud), the cause of production

of longing, the servant of the Lord of the Yaks∏as was absorbed in thought

for a long time, with tears suppressed. The sight of a cloud brings about a

change in the feelings even of happy persons; what then must be the case,

when the person longing for an embrace of the neck (of his beloved) is far

away (from her)!

4. Anxious to support the life of his beloved, as the month of S«ra
–
vana was

approaching, and therefore, wishing to send the message of his welfare to

her by the cloud, he (the Yaks∏a) being delighted (at the thought of sending

the message), presented an offering of fresh Kut∏aja flowers to it, welcomed

him with words of affection.

5. What congruity can there be between a piece of cloud, a compound of

smoke, light, water and wind, and the import of messages that can be

transmitted (only) by creatures possessed of sound (i.e., competent) organs

of senses? Being unmindful of this because of eagerness, the Yaks∏a

addressed a petition to the cloud; for, love-stricken persons are by nature

incapable of distinguishing between sentient and insentient objects.

6. I know that you are born in the world-renowned family of the Pus∏karas

and A
–

vartakas, and that you are Indra’s chief person, capable to assume

any form at will. As such, I, separated from my relative through the

working of destiny, request you for help; addressed to a man pre-

eminent by his merits, even though unsuccessful, is rather to be

preferred, to one made to a wretch, though its object be gained.

7. O cloud, you are the shelter of the distressed. Hence, convey to my

beloved a message from me, separated from her due to the anger of

the Lord of wealth. You have to go to Alaka–, the abode of the Lord of

the Yaks∏as, where the mansions are illuminated by the crescent moon

on the head of  S«iva, residing in its outer garden.

8. Travellers’ wives holding aloft the ends of their locks of hair and comforting

themselves with confidence, will look up to you, moving in the sky. You
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being fully equipped, who will neglect his wife tormented by separation,

provided he is not like myself, dependent upon others?

9. You, unimpeded in your journey, will also certainly find your brother’s

chaste wife alive, absorbed in counting the (remaining) days (of

separation); generally, the tie of hope sustains the heart of women,

tender as a flower, full of affection and apt to sink readily during

separation .

10. Since a favourable breeze very gently impels you on, and this Ca–taka

here, with high spirits, is singing sweetly on your left, assuredly the

female cranes, arranged in rows from their experience of the pleasure

of conception, will attend upon you, so charming to the eyes, in the

sky.

11. On hearing your thunder, pleasing to the ear, capable of making the

soil fertile and abundant with mushrooms, the royal swans intent to

go to Lake Ma–nasa, having bits of the shoots of lotus stalks to serve

them as provisions on their journey, will become your companions in

the sky right upto the Mount Kaila–sa.

12. Bid adieu to this lofty mountain, your dear friend, by embracing him,

whose slopes bear the imprints of Ra
–
ma’s feet, worthy of being worshipped

by men; coming into contact with you season after season, he displays his

feelings of affection by shedding hot tears due to long separation.

13. O cloud! Listen now to me, who am describing the path favourable for

your journey, the course by which you will travel, resting on mountains,

when feeling exhausted now and then and drinking the wholesome water

of streams off and on, when you are emaciated. You will hear thereafter

my message, expressed in words pleasant to hear.

14. Fly up in the sky, with your face turned to the north, from this place, full of

juicy Niculas (i.e., a special variety of cane), with your flutter gazed at with

great astonishment by the naive (i.e., innocent) wives of the Siddhas, with

their faces turned up to see if the wind is bearing away the peak of the

mountain, and avoiding in your journey the blows from the tossings of the

huge trunks of the quarter-elephants.

15. A fragment of Indra’s bow, as charming to look at as the intermingling of

the lustres of (different coloured) gems, rises in front (of you) from the top

of an ant-hill. Your black body will be receiving an added splendour thereby,

as that of Vis ∏n∏u in his cowherd’s character (i.e., Kr∏s∏n∏a) by peacock’s

feather with their glowing splendour.

16. Intently gazed upon by the village women, since the fruit of agriculture

depends upon you, with eyes glistening through joy and ignorant of

sportive movements, ascend the field of Ma
–
la, fragrant by the ground

being just turned up with the plough, and then having travelled a little

westward, proceed again in the northerly direction with a quickened pace.
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17. The mountain A
–

mrakut∏a will thankfully bear you, fatigued by the journey,

on its peak, you having extinguished its wild fires with your heavy showers.

Even an insignificant man, out of regard to previous favours, does not turn

his back on a friend who comes for shelter, what to say of one so high?

18. With you resembling a braid of oiled hair resting on its peak, and with its

skirts covered with the groves of wild mango trees bristling with ripe fruit,

the mountain, looking thereby like the breast of the earth dark in its centre

and white in the rest of its expanse, will certainly attain to a state fit to be

gazed at by the pairs of celestials.

19. Taking rest for a while on it, whose bowers are enjoyed by the wives of

the foresters, and proceeding further along the track beyond it at a pace

quicker due to the discharge of water, you will see Reva– with its current

broken into streams at the foot of the Vindhya, rugged with stones and

resembling thereby the decoration on an  elephant’s body made with

ornamental drawings.

20. Having poured out showers, and taking her waters scented with the pungent

rut of wild elephants, and course obstructed by the clumps of Jambu trees,

you should move ahead. O cloud! the wind will not be able to carry you

away now, as you are heavy inside with water. Every one void of substance

becomes light, fullness contributes to heaviness (respect).

21. Seeing the kadamba flowers green and brown on account of half-grown

filaments, eating the kandali
–
s on marshy banks, with the first buds appearing

on them, and smelling the strong odour of the ground in forests respectively,

the bees, the deer and the elephants will indicate your path , showering

drops of water.

22. Looking at the Ca
–
takas intent to catch drops of water and pointing at the

female cranes, arranged in rows, by counting them in order, the Siddhas

will welcome you on account of getting, at the time of your thunder, the

eager and hasty embraces from their beloved consorts.

23. O friend, I foresee, that though you are desirous of going quickly for the

sake of my beloved, there will be delay on your part on each mountain

fragrant with Kut∏aja flowers; greeted by peacocks with eyes full of tears

(of joy) with their cries of welcome, I hope you will somehow try to  travel

quickly.

24. At your approach, (the country called) Das«a–rn∏a will have its garden fences

whitened by Ketaka (flowers) split up at their apexes, the sacred trees of

its villages will be resonant with preparations for building nests by domestic

birds, its skirts of Jambu forests dark with their ripe fruits, and the swans

halthing there for some days.

25. Reaching its capital named Vidis«a– well reputed in all the quarters, you will

at once obtain the entire fruit of your love-making, since you will drink the

sweet water, flowing with a gurgling sound at the banks of (river)

Vetravati
–
, restless with waves, appearing as it were a frowning face.
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26. To take rest you should stay there on a mountain called Ni
–
caih∏ bristling as

it were, at your touch, with the kadamba trees having full-blown flowers.

The stone-caves in it redolent of sweet perfumes used by prostitutes when

sporting, proclaim the unbridled youth of the city dwellers.

27. Having taken rest, proceed further, sprinkling with drops of fresh water

the buds of Jasmines in the gardens grown on the banks of the Vananadi
–

(or forest river) and coming into contact, for a moment, by giving

shade, with the faces of the women plucking flowers and having the

lotuses on their ears faded on account of injury caused to them by the

wiping off of the perspiration on their cheeks.

2.6  Exposition Notes: (Select verses from 1 to 27)

Verse (1)

A certain Yaks∏a was serving his master Kubera, the god of wealth. Once the

Yaks∏a neglected his duty as he was unwilling to leave the company of his

newly married beautiful wife. Hence, his master Kubera cursed him and as

a result he lost his super-human powers and had to come down from his

abode Alaka
–
 to the mount Ra

–
magiri and stay at the hermitages of the mount

for one full year being separated from his beloved wife. The hermitages of

Ra
–
magiri were full of dense shady trees which were thus suitably selected

by the love-lorn Yaks∏a to live in, because the Yaks∏a was so love-lorn that he was

unable to bear the heat of the sun. Moreover, the hermitages were very sacred,

as Lord Ra
–
ma and his wife Ja

–
naki

–
 stayed there in the past and the water bodies

nearby were sanctified by Ja
–
naki

–
’s daily bath in them.

To be noted :

K

a

lid

a

sa uses the choicest word in the right place. It is an important characteristic

of his style. In this first verse itself of the Meghad

u

ta this characteristic of his

style is found. For example, The name of the Yaks∏a has not been mentioned.

Rather to speak about him only the word ‘∑§Á‡øÃ˜’ has been used. Some

commentators opine that it is so as it is inauspicious to name one who is cursed.

Moreover, by not naming the Yaksǎ, the story has been generalised. Anybody,

who neglects his duty like the Yakša, has to face harsh consequences.

It is also to be noted that in this first verse itself the R

a

m

a

yanǎ story has been

referred to. While Ra
–
ma and Si

–
ta

–
 were in exile, they lived in the same hermitages

where Yakša lives during his period of banishment. It is indicated by the

commentators that the whole story of engaging a piece of cloud as a messenger

is based on the story of Hanumat being employed as a messenger to Si
–
ta

–
 by

Ra–ma in the R

a

m

a

yanǎ.

The book is started with the letter ‘∑§’, which serves the purpose of benediction

as the letter represents Brahman. The entire book is in   Manda
–
kra

–
nta

–
 metre,

which is apt to depict the predominant sentiment ‘◊ÈÅÿ⁄U‚’ of the work, i.e., Áfl¬̋‹ê÷
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oÎXÊ⁄U– The definition of  ◊ãŒÊ∑˝§ÊãÃÊ  according to the chandoma

~n

jar

i

 is:

‘◊ãŒÊ∑§ÊãÃÊê’ÈÁœ⁄U‚ŸªÒ◊Ù¸÷Ÿı Ãı ªÿÈÇ◊◊’̃–

Stop to Consider :

Yaksǎ is a kind of demi-god who possesses super-natural qualities.Yaksǎs

live in the city called  Alak

a

 at the lap of the Him

a

layas and their master

is Kubera, the lord of wealth and step- brother of Ra
–
vanǎ.

Verse (2)

Yaksǎ stayed for eight months in the mountain called R

a

magiri, which is

also otherwise known as Citrak

u

tǎ. In the present verse the number of months

passed by the Yakša in the mountain has not been mentioned. But from the

statement  ‘‡Ê·ÊŸ˜ ◊Ê‚ÊŸ˜ ª◊ÿ øÃÈ⁄UÙ ‹ÙøŸ ◊Ë‹ÁÿàflÊ’of the 50th verse of the

Uttaramegha part of the book, it can easily be understood that Yaks∏a had

already passed eight months of his year– long banishment, at the time when he

first saw the piece of cloud on the first day of the month of A
–

s∏a
–
d∏ha.

By the clause ‘∑§Ÿ∑§fl‹ÿ÷¢̋‡ÊÁ⁄UQ ¬˝∑§Ùc≈U—’ it is indicated that the Yaksǎ became

thin physically during the time of separation from his beloved. It was as

because the pang of separation was unbearable for him. That was why the

golden bracelet dropped down from his wrist. ∑Î§‡ÊÃÊ (i.e., thinness) is one of

the ten ∑§Ê◊Œ‡ÊÊs as stated in the S

a

hityadarpanǎ.(cf. ‘•Á÷‹Ê·Á‡øãÃÊ S◊Î-
ÁÃªÈáÊ∑§ÕŸÙmª‚¢¬˝‹Ê¬Ê‡ø– ©Uã◊ÊŒÙ˘Õ √ÿÊÁœ¡¸«UÃÊ ◊ÎÁÃÁ⁄UÁÃ Œ‡ÊÊòÊ ∑§Ê◊Œ‡ÊÊ—’
S

a

hityadarpaňa, III.190). Yaksˇa saw the piece of cloud on the very first

day of the month of A
–

s∏a–d∏ha, i.e., at the outset of the rainy season. The rainy

season is considered to be an ©UgË¬Ÿ Áfl÷Êfl for the oÎXÊ⁄U ⁄U‚– Thus, the

separation would be more unbearable during that season. Hence, the Yaksǎ

became very asxious thinking about the well-being of his beloved wife during

this season. Such a thought occurred to his mind at the very first sight of a

piece of cloud in the sky. This is actually the seed of the whole story of sending a

message by the love-lorn Yakša to his beloved wife at Alaka
–
 through the piece of

cloud. Yaksǎ had a clear idea about the fact that the piece of cloud would travel

upto Alak

a

 from R

a

magiri during the rainy season and thus, he considered it apt

to appoint the cloud as the carrier of his message.

Some commentators propose to read  ¬˝‡Ê◊ÁŒfl‚ in place of ¬˝Õ◊ÁŒfl‚–
¬̋‡Ê◊ÁŒfl‚ means the last day. And thus, •Ê·Ê…USÿ ¬̋‡Ê◊ÁŒfl‚ means the last day

of the month of A
–

s∏a–d∏ha. But according to Mallina–tha and M.R.Kale ¬̋Õ◊ÁŒfl‚ is
a better reading. (For details see The Meghad

u

ta of K

a

lid

a

sa by M.R.Kale,

pp. 6-8)
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Verse (3) :

The sight of the piece of cloud caused a turmoil at the mind of the Yakša and with

great difficulty he could suppress his tears. He stood before the cloud being a

stupor for a long time. He was engrossed at the thought of his beloved wife from

whom he was separated for long eight months. During the days of monsoon, the

sight of cloud stimulates erotic feelings even in the minds of happy persons. No

wonder then, that the mind of a person, who is far away from his wife and has no

chance of being united with her in near future, suffers from great mental agony at

the sight of cloud, which indicates the advent of the rainy season.

Stop to Consider :

K

a

lid

a

sa is famous for using Alam
.
ka–ras aptly. In the Meghad

u

ta he has used

the  Alam
.
ka–ra called Artha–ntaranya–sa profusely. The definition of Artha–ntaranya–

sa given by S

a

hityadarpan∏a is ‘‚Ê◊Êãÿ¢ flÊ Áfl‡Ê·áÊ Áfl‡Ê·SÃŸ flÊ ÿÁŒH ∑§ÊÿZ ø
∑§Ê⁄UáÊŸŒ¢ ∑§Êÿ̧áÊ ø ‚◊âÿ¸Ã– ‚Êœêÿ̧áÊÃ⁄UáÊÊÕ¸ÊãÃ⁄UãÿÊ‚Ù˘c≈UœÊ ÃÃ—H’ (Sa

–
hityadarpan∏a X.

61-62) Out of the eight varieties of Arth

a

ntarany

a

sa, the varitey where a

particular statement is supported by a general statement, has been used in

most of the cases of employment of this Alam
.
ka–ra in the Meghad

u

ta. The

present verse is the frist instance where this Alam
.
ka–ra is used in the said work.

In this verse first two lines speak about a particular incident, i.e., about the

condition of the love-lorn Yaksǎ. It is supported by later two lines, which

make a general statement.

Verse (4)

The month of S«ra
–
van∏a was approaching. It was to be a month of rains. Hence,

Yakša had the anxiety that his wife, finding the separation unbearable durning the

rainy season, might perhaps end her life. To avert this situation, the Yakša wished

to convey the news of his own well being and unchanged love to his beloved

wife. Thus, Yakša requested the piece of cloud with very sweet words to carry

his message to his wife at Alaka
–
 and worshipped him with offerings of fresh

Kut∏aja flowers.

Verse (5)

The cloud is a constituent of smoke, light, water and wind. It is inanimate. Can it

carry a message which can be delivered only by those endowed with able organs

of senses?

The Yaksǎ was so enthusiastic or rather crazy that he could not visualise the gulf

between the two and approached the cloud to be his messenger. Varily, persons

obsessed with love naturally fail to distinguish between objects, sentient and lifeless.
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Verse (6)

The cause of approaching the piece of cloud to be Yakša’s messenger is stated in

this verse. Yaksǎ opines here that one should approach only a great person and

never a low one. A request to a well-known or great person, though proving

futile, is better than a favour received from a low-born. Yakša knows the greatness

of cloud. He is born in the renowned family of the mighty clouds like Pus∏karas

and A
–

vartakas; he is associated closely with lord Indra and he also has the unique

quality of assuming any form according to his own will. Thus, it is quite justified to

approach cloud to be Yakša’s messenger, which will certainly bring good result.

Stop to Consider

¬Èc∑§⁄UÊflÃ̧∑§  are classes of mighty clouds, which pour vast quantity of water and

appear at time of the destruction of the world.

Verse (7)

Yaksǎ now speaks about the destination, where clould has to deliver Yaksǎ’s

message. The destination is the city of Alak

a

, the abode of the Yaksǎs. The

master of that place is Kubera, the god of wealth. Lord S«iva resides in the

outer garden of Alak
a

. Thus, the huge houses of that city are lit up by the

moon-beams emanating from the head of the Lord. In this verse Yakša directly

reveals about his mental agony. Yaksǎ expresses that he has been separated

from his beloved due to the wrath of his master Kubers. As cloud is considered

to be the shelter of the distressed, Yakša thinks that cloud will certainly carry his

message to his beloved staying at Alak

a

.

Stop to consider :

The garden situated at the out-skirts of Alak

a

 is well known. This garden of

Kubera was laid out by Citraratha, and thus it is called Caitraratha. This is

otherwise known as Vaibhra
–
ja, as it was guarded by Vibhra

–
ja, a famous devotee

of Lord S«iva. Ka–lida–sa has referred to this garden again in the 10 th verse of

the Uttaramegha, while he describes the city of Alak

a

. Here he has called the

garden as Vaibhr

a

ja.
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Check your Progress :

1. Express in your own words the love-lorn condition of Yaksǎ as you find

Pu
–
rvamegha part of the Meghad

u

ta.

2. Write down how Yakša approached the piece of cloud to be his messenger.

Verse (10)

Yakša, addressing cloud, says that the situation during the journey of cloud from

R

a

magiri to Alak

a

 is very congenial. The breeze is favourable to carry him

gently. C

a

taka birds are there to sing sweetly by his side and to attend upon

cloud there are rows of female cranes. Thus, the journey will be quite favourable

for cloud.

Verse (11)

Moreover, there are the royal swans, eager to go to the lake Ma
–
nasa, which is

very near to Alak

a

. Hence, these birds will be the companions of the peces of

cloud till Alak

a

. Yakša says to the cloud that these swans are very fond of lotus

stalks. So, they will carry lotus stalks  in their mouths and as such he need not

have to worry about providing food to his companions in his journey. On hearing

the cloud’s, thunder pleasing to the ear and capable to make the soil fertile and

teeming with mushrooms, these royal swans will immediately join him in his journey

to Alak a.

Verse (13)

From this verse onwards K

a

lid

a

sa describes the ariel path from R

a

magiri to

Alak

a

 through the mouth of his hero, i.e., the Yaksǎ. Yakša requests the cloud to

listen about the path to be followed first. He says that later on he will speak about

the message to be delivered by the cloud to his (Yakša’s) beloved. Yakša suggests

that when cloud becomes exhausted during his journey, he should rest awhile on

the tops of the mountains and when he feels thirsty, he should drink the light

waters of rivers and streams which he finds during the journey.

Stop to consider:

Ka–lida–sa’s knowledge of geography has been well depicted in the

Meghadu–ta. In fact during the months of A
–

s ∏a–d∏ha and S «r

a

van∏a, Northern

India gets a heavy rainfall. This is the Monsoon time. It seems that   Ka
–
lida

–
sa

was well aware of the direction of the Monsoon clouds, which drift towards

the Hima
–
layas after covering the mainland of Indian peninsula.
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Verse (14)

When cloud will fly high up in the sky, the innocent wives of the Siddhas will look

at him with great astonishment and will take him to be the peak of mountain,

carried away by wind. Yakša warns cloud that he should leave this place full of

juicy canes and keep on travelling. But he should be careful of the touch of the huge

trunks of the quarter- elephants. To indicate canes K

a

lid

a

sa has used the term

‘Nicula’ and to indicate quarter elephants he has used the term ‘Din
.
na–ga’. Mallina–

th, the famous commentator on Meghadu
–
ta has found out a suggested sense in the

verse. According to him ‘Nicula’ indicates a dear friend of K

a

lid

a

sa with the same

name, where as ‘Din
.
na

–
ga’ indicates a rival of the poet. The suggested meaning of

this verse as found by Mallin

a

tha is like this “From this place where dwells the poet

Nicula, ever ready to appreciate merits (‘sarasa’), ascend to heaven, with head

gloriously raised up, disproving in the course of your journey the salient faults

indicated by Din
.
na

–
ga, and with your vigour marked with great admiration by fair-

minded critics and women, with their faces raised up to see whether in your rapid

march the glory of critic Din
.
na

–
ga is being obscured by you.”

Stop to Consider :

The Siddhas are a class of semi-divine beings characterized by great purity

and holiness and possessed of the eight superhuman faculties viz., anim

a

,

mahim

a

, laghim

a

, garim

a

, pr

a

pti, pr

a

ka–mya, i
–
s«itva and vas/itva, It is

said that they live in between the earth and the sun.

SAQ :

Who will be the companions of cloud in his journey to Alaka
–
? (50 words)

...................................................................................................................

..................................................................................................................

What do you know about the place where Lord S«iva resides? (50 words)

..................................................................................................................

..................................................................................................................

...................................................................................................................

Verse (15)

This verse is one of the finest creations of poet Ka
–
lida

–
sa. Here cloud is compared

with Lord Kr∏s∏n∏a. Addressing cloud Yaks∏a says – your dark body will be rendered
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excessively charming by that Indra’s rain-bow which has begun to rise in your

front from the top of an ant-hill, combining as it does different hues red, yellow,

blue, green etc. of rubbies, saphires, emeralds and other colourful gems in the

same way as the black body of   S«ri
–
 Kr∏s∏n∏a, dressed as a shepherd, has its charm

enhanced by a crest studded with a colourful and brilliant peacock feather.

Stop to consider :

Lord Vis∏n∏u takes different incarnations in different times for the welfare of the

good people. Pura–n∏as provide lists of various incarnations of the Lord. In the

Dv

a

parayuga the Lord took incarnation as a shepherd boy and was famous

as  S«ri
–
 Kr∏s∏n∏a. This incaration of the Lord is considered to be a full incarnation,

where as some others are considered by Pura–n∏as as partial ones.In the 3rd

chapter of the 1st Skandha of the Bhaagavatapuraan∏a, we find a list of 22

incarnations of Lord Vis∏n∏u. At the end of the list it is stated that when most of

the incarnations are partial, Kr∏s∏n∏a is the full incarnation. cf. ‘∞Ã øÊ¢‡Ê∑§‹Ê— ¬È¢‚—
∑Î§cáÊSÃÈ ÷ªflÊãSflÿ◊̃§’ (Bhaagavatapuraan∏a , I.3.28)

Verse (17)

The cloud will now reach the mountain called A
–

mrakutˇa. Cloud is already

exhausted due to the journey. Hence, A
–

mrakutǎ, which is a friend of the

cloud will place it in its head (i.e., its peak) and will receive him. Cloud

extinguishes the wild fires of the mountain with its heavy shower. The

mountain cannot forget this favour from its friend and will certainly receive

the cloud with gratefulness in return. This particular instance is supported by a

general statement that even someone insignificant never forgets the help received

from a friend. Yakša then comments that in that case what to say of someone as

lofty as A
–

mrakuťa?

There is Artha–ntaranya–sa-alam
.
ka–ra in this verse.

According to Wilson, A
–

mrakutǎ is identical with Amarakaňťaka, from which

the Narmad

a

 flows and the mountain forms the eastern part of the Vindhya

mountain.

Verse (19)

After crossing A
–

mrakuťa, cloud will now see the river Rev

a

. This river is otherwise

known as Narmad

a

. Cloud will find Rev

a

 from the sky, with its flow broken into

streams at the rocky foot of the Vindhya mountain. At that time with its zigzag

flow (certainly white in colour due to the foam produced by the friction of its flow

of water with the rocky surface) along with the dark back-ground of the huge
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mountain, cloud will find Rev

a

 resembling  the decoration made on the body of

an elephant.

This is one of the beautiful picturesque descriptions of great poet

K

a

lid

a

sa. The whole of the Meghadu–ta is full of such magnificiant verbal

pictures which indeed an artist can paint on his canvas in lines and colours.

Verse 20 :

There are a lot of Jambu ( i.e., black berry) trees by the river bed of Rev

a

. Its

current gets obstructed by the clumps of these Jambu trees and its water gets a

bitter taste due to the fruits of these trees. Moreover, water of the river is scented

with the fragrant ichor of wild elephants. Yaksǎ advises the cloud to suck up

some water of this river. Thus, inwardly full of substance, air will now not be able

to shake the cloud. This is supported by a general statement thus– everyone void

of substance becomes light, fullness contributes to heaviness. In other words a

man of substance is respected by all, and not a light minded one.

Stop to consider

According to M. R. Kale, this verse has another meaning also. The words ÁÃQ
(fragrant, astringent or bitter) and §flÊãÃflÎÁc≈U ( heavy shower, vomiting) etc.

have double meanings. Thus, they imply that a man suffering from some intestinal

disorder should have an emetic given to him first to induce vomitting, and then

an astringent decoction to prevent the formation of phlegm.

Verse 24 :

Cloud and his companions, i.e., the swans will now be in the vicinity of a country

called Dasz

a

rňa. The hedges of the gardens of this place are full of white coloured

Ketaka flowers. The sacred trees of its villages are greatly disturbed by the

chirpings of the birds, which are busy in making nests as the rainy season is

approaching and it is the time of procreation for them. This is also the time when

the Jambu trees are full of dark and ripe fruits. The swans accompaning cloud

will halt in this place for some days.

Verse 27 :

After taking rest in Dasz

a

rňa for some time cloud is to move further in its journey.

At that time cloud should also sprinkle drops of fresh water over the gardens of

Jasmine flowers grown in the river banks of the forests and should provide shade

and thus give relief to the sweating faces of the females plucking flowers.
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SAQ :

Describe the river Reva
–
 in your own words follwing the description found

in Meghadu
–
ta. (50 words)

..................................................................................................................

..................................................................................................................

..................................................................................................................

Write few lines describing Das«a
–
rn∏a. (50 words)

..................................................................................................................

..................................................................................................................

..................................................................................................................

2.7 Model Explanation (from verse 1 to 27)

Verse No. (2) :

‘ÃÁS◊ãŸº˝ı ∑§ÁÃÁøŒ’‹ÊÁfl¬˝ÿÈQ — ............. ŒŒ‡Ê¸–§’

◊„UÊ∑§Áfl∑§ÊÁ‹ŒÊ‚Áfl⁄UÁøÃSÿ “◊ÉÊŒÍÃ” ŸÊ◊∑§Sÿ πá«U∑§Ê√ÿSÿ “¬Ífl¸◊ÉÊ” ßàÿSÿ ¬Ífl¸÷ÊªSÿ
ÁmÃËÿ¢ ¬lÁ◊Œ◊˜–

◊„UÊ∑§ÁflŸÊ ª˝ãÕÊ⁄Uê÷ flÁáÊ¸Ã¢ ÿÃ˜ œŸÊÁœ¬Ã— ∑È§fl⁄USÿ ÷Îàÿ— ∑§Á‡øÃ˜ ÿˇÊ—§ SflSflÊÁ◊ÁŸÁŒ¸c≈¢U
∑§ÊÿZ Áfl‚S◊Ê⁄U– •ÃÙ „UÃÙ— ∞∑§‚¢flà‚⁄UÿÊflŒ˜÷ÙÇÿŸ ‡ÊÊ¬Ÿ SflSflÊÁ◊ŸÊ •Á÷‡ÊåÃ— ‚Ÿ˜
Á¬˝ÿÊÁflë¿UÁŒÃ— ‚— ªÈ±ÿ∑§— ⁄UÊ◊Áªÿ¸ÊüÊ◊·È fl‚ÁÃ¢ ø∑§Ê⁄U– ÃòÊÒfl ÁSÕàflÊ ◊Ê‚∑§ÁÃ¬ÿÊŸãÃ⁄¢U ‚—
ÿˇÊ— •Ê·Ê…USÿ ¬˝Õ◊ ÁŒfl‚ ∞fl ∞∑¢§ ◊ÉÊπá«¢U ŒŒ‡Ê¸– ∑§Õ¢ ◊ÉÊ¢ ŒŒ‡Ê¸ ßÁÃ Á¡ôÊÊ‚ÊÿÊ◊ÈëÿÃ
∑§ÁÃÁøã◊Ê‚ÊŸ˜ ◊„UÃÊ ∑§c≈UŸ ŸËàflÊ ˇÊËáÊ∑§Êÿ— ÿˇÊ— ¬fl¸ÃÊª̋ ◊ÉÊπá«¢U ŒŒ‡Ê¸ ßÁÃ–

∑§ÁflŸÊ ∑§ÁÕÃ¢ ÿÃ˜ ÃŒÊ Á¬˝ÿÊÁfl⁄U„Ufl‡ÊÊÃ˜ ‚— ÿˇÊ— ∞fl¢ ˇÊËáÊ∑§Êÿ— ¡ÊÃ— ÿÃ˜ ÃSÿ ‡ÊËáÊ¸ÿÙ—
„USÃÿÙ— fl‹ÿÿÈª‹Sÿ ÁŸª¸ÃàflÊÃ˜ ◊ÁáÊ’ãœmÿ¢ Á⁄UQ¢  ¡ÊÃ◊˜– ∑§ÁflŸÊ ◊ÉÊSÿ Áfl‡Ê·áÊmÿ¢
ŒËÿÃ “•ÊÁ‡‹c≈U‚ÊŸÈ¢”, “fl¬˝∑˝§Ë«UÊ¬Á⁄UáÊÃª¡¬˝ˇÊáÊËÿ◊˜” ßÁÃ– •Õ¸ÊÃ˜ ÃŒÊ ◊ÉÊπá«U◊˜
•ÊÁ‹ÁXÃÁ‡Êπ⁄UÁ◊fl ÃÕÊ ¬fl¸ÃÃ≈U¬˝Œ‡Ê·È ÁÃÿ¸∑§˜ŒãÃ¬˝„UÊ⁄UM§¬∑˝§Ë«UÊ⁄UÃ— „USÃËÁfl‡Ê·flÃ˜
◊ŸÙ„U⁄U◊Ê‚ËÃ˜–

•òÊ „USÃÿÙ— ÿÊ ̌ ÊËáÊÃÊ ‚Ê ∞fl ÃSÿ ÿˇÊSÿ ◊„UÃË¥ Áfl⁄U„UflŒŸÊ¢ Áfl¬˝‹ê÷oÎXÊ⁄U‚È‹÷Ê¢ ‚ÍøÿÁÃ–
ÿŒÈQ¢  Œ¬¸áÊ-

“•Á÷‹Ê·Á‡øãÃÊS◊ÎÁÃªÈáÊ∑§ÕŸÙmª‚¢¬˝‹Ê¬Ê‡ø–

©Uã◊ÊŒÙ˘Õ √ÿÊÁœ¡¸«UÃÊ ◊ÎÁÃÁ⁄UÁÃ Œ‡ÊÊòÊ ∑§Ê◊Œ‡ÊÊ—H”

•òÊ “ª¡¬̋̌ ÊáÊËÿÁ◊” àÿòÊ ßfl ‹Ù¬ÊŒ˜‹ÈåÃÙ¬◊Ê– ∞ÃÃ˜ ¬l¢ ◊ãŒÊ∑˝§ÊãÃÊ¿UãŒÁ‚ ÁŸ’h◊˜– ÃÀ‹ˇÊáÊ¢
¿UãŒÙ◊Ü¡ÿ¸Ê¥ ÿÕÊ- “◊ãŒÊU∑˝§ÊãÃÊê’ÈÁœ⁄U‚ŸªÒ◊Ù¸ ÷Ÿı Ãı ªÿÈÇ◊◊˜” ßÁÃ–
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•ÁS◊Ÿ˜ ¬l “•Ê·Ê…USÿ ¬˝Õ◊ÁŒfl‚” ßÁÃ ¬Ê∆USÿ ¬Ê∆UÊãÃ⁄U◊∑§◊È¬‹èÿÃ “•Ê·Ê…USÿ ¬˝‡Ê◊ÁŒfl‚”
ßÁÃ– Á∑§ãÃÈ ◊ÁÀ‹ŸÊÕÊÁŒÁ÷— “¬˝Õ◊ÁŒfl‚” ßÁÃ ¬Ê∆U— ∞fl SflË∑§Êÿ¸— ßÁÃ Á‚hÊÁãÃÃ◊˜ ßÁÃ ‡Ê◊˜–

Verse No. 3 :

ÃSÿ ÁSÕàflÊ ∑§Õ◊Á¬ ¬È⁄U— ....... ¬ÈŸŒÍ¸⁄U‚¢SÕ–

◊„UÊ∑§Áfl∑§ÊÁ‹ŒÊ‚Áfl⁄UÁøÃ ◊ÉÊŒÍÃŸÊ◊∑§ πá«U∑§Ê√ÿ ‚◊ÈÀ‹‚ÁÃ ¬lÁ◊Œ◊˜–

∑È§fl⁄USÿ ÷Îàÿ— ∑§Á‡øÃ˜ ÿˇÊ— SflÊÁ◊‡ÊÊ¬fl‡ÊÊÃ˜ Á¬˝ÿÊÁflë¿UÁŒÃ— ‚Ÿ˜ ⁄UÊ◊Áªÿ¸ÊüÊ◊·È ∞∑§‚¢flà‚⁄¢U
ÿÊflŒ˜ fl‚ÁÃ¢ ø∑§Ê⁄U– ‚— ÃÁS◊Ÿ˜ SÕ‹ ◊Ê‚∑§ÁÃ¬ÿÊŸãÃ⁄U◊˜ •Ê·Ê…USÿ ¬˝Õ◊ÁŒfl‚ ∞∑¢§
◊ÉÊπá«¢U ŒŒ‡Ê¸– ÃŒÊ ŸÿŸ¡‹¢ NUŒÿ ∞fl ◊„UÃÊ ∑§c≈UŸ ⁄UÙœÁÿàflÊ ÃÊŒÎ‡ÊSÿ ÷ÊflÊflªSÿ
∑§Ê⁄UáÊ¢ ÿÃ˜ ◊ÉÊπá«¢U ÃSÿ ‚ê◊Èπ ∑§Õ◊Á¬ ÁSÕàflÊ ÿˇÊ— ’„ÈUˇÊáÊ¢ ÿÊflÁìÊãÃÿÊ◊Ê‚– fl·¸Ê∑§Ê‹—
oÎXÊ⁄U⁄U‚¢ ¬˝ÁÃ ©UgË¬ŸÁfl÷ÊflÙ ÷flÁÃ– ∞fl¢ ‚ÁÃ fl·¸Ê∑§Ê‹ Áfl⁄UÁ„¡ŸSÿ ◊ŸÁ‚ ÷ÊflÊflªSÿ
¬˝Ê’Àÿ¢ ¬Á⁄U‹ˇÿÃ– •Ã— Áfl⁄U„U√ÿÁÕÃSÿ ÿˇÊSÿ øÃ— ◊ÉÊŒ‡Ê¸ŸÊÃ˜ SflÊ÷ÊÁfl∑§ÃÿÒfl ‚◊Èà∑§á∆UÃ–
•Á¬ ø fl·¸Ê‚◊ÿ ¬˝ÊåÃ ‚ÁÃ ÁflÿÙªÁfl±fl‹ÊÿÊ— SflÁ¬˝ÿÊÿÊ— •‹∑§ÊÿÊ¢ ∑§ËŒÎ‡ÊË •flSÕÊ
÷ÁflcÿÃËÁÃ Áfl·ÿ˘Á¬ ÿˇÊSÿ ◊ŸÁ‚ ◊„UÃË ÁøãÃÊ ¡ÊÃÊ–

ÿˇÊSÿ ß◊Ê¢ ◊ÊŸÁ‚∑§Ë◊flSÕÊ¢ fløŸ‚Ê◊ÊãÿŸ ‚◊âÿ¸Ã ÿÃ˜- ◊ÉÊŒ‡Ê¸Ÿ ∑§Ê◊ÙgË¬Ÿ‚ê÷flÊÃ˜
Á¬˝ÿ¡Ÿ‚¢ªÃSÿÊÁ¬ ¡ŸSÿ ÁøûÊ— Áfl∑Î§ÁÃ◊Ê¬lÃ ßÁÃ– ÃÁ„¸U Á¬˝ÿ¡ŸÁflë¿UÁŒÃSÿ Áfl⁄U„UË¡ŸSÿ
ÁøûÊSÿ •ÁSÕ⁄UÃÊÿÊ— Áfl·ÿ Á∑§◊È flQ √ÿ◊˜?

•òÊ •Õ¸ÊãÃ⁄UãÿÊ‚Ù˘‹¢∑§Ê⁄U—– ÃÀ‹ˇÊáÊ¢ ‚ÊÁ„UàÿŒ¬¸áÊ ÿÕÊ-

 “‚Ê◊Êãÿ¢ flÊ Áfl‡Ê·áÊ Áfl‡Ê·SÃŸ flÊ ÿÁŒ–

‚Êœêÿ̧áÊÃ⁄UáÊÊÕ¸ÊãÃ⁄UãÿÊ‚Ù˘c≈UœÊ ÃÃ—H (‚ÊÁ„UàÿŒ¬¸áÊ◊˜, 10.32-32)

¿UãŒSÃÈ ◊ãŒÊ∑˝§ÊãÃÊ– ÃÀ‹ˇÊáÊ¢ ÿÕÊ-

 “◊ãŒÊ∑˝§ÊãÃÊê’ÈÁœ⁄U‚ŸªÒ◊Ù¸÷Ÿı Ãı ªÿÈÇ◊◊˜” ßÁÃ–

ßŒ◊òÊÊflœÿ¢ ÿÃ˜ ∑§ÊÁ‹ŒÊ‚Ÿ ‚Èc≈ÈU ÁfløÊÿ¸ ∞fl Áfl¬˝‹ê÷¬˝œÊŸ∑§ ¬lÁS◊Ÿ˜ ◊ãŒÊ∑˝§ÊãÃÊÿÊ—
¬˝ÿÙª— ∑Î§Ã—– œË⁄UœÊfl◊ÊŸàflÊÃ˜ ¿UãŒÙ˘ÿ¢ Áfl¬˝‹ê÷Sÿ ‚È¬˝∑§Ê‡Ê∑§— ßÁÃ ‚flZ ‚È‚◊Ü¡‚◊˜–

Verse No. 5 :

“œÍ◊ÖÿÙÁÃ— ‚Á‹‹◊L§ÃÊ¢ ........ øÃŸÊøÃŸ·È”–

‚ãŒ÷Ù¸˘ÿ¢ ∑§ÊÁ‹ŒÊ‚∑Î§Ã ◊ÉÊŒÍÃŸÊ◊∑§ πá¡«U∑§Ê√ÿ ‚◊È¬‹èÿÃ– ª˝ãÕÊ⁄Uê÷ ∑§ÁflŸÊ ©Q ◊ÁSÃ
ÿÃ˜ •‹∑§ÊÁœ¬Ã—U∑È§fl⁄USÿ ÷Îàÿ— ∑§Á‡øÃ˜ ÿˇÊ— ∑§Ã¸√ÿÁfl◊Èπ— ‚Ÿ˜ SflSflÊÁ◊ŸÊ •Á÷‡ÊåÃ—
¡ÊÃ—– •Á÷‡ÊÊ¬fløŸ’‹ÊÃ˜ ‚— ÿˇÊ— ∞∑§‚¢flà‚⁄¢U ÿÊflÃ˜ ⁄UÊ◊Áªÿ¸ÊüÊ◊·È fl‚ÁÃ¢ ø∑§Ê⁄U– ÃŒÊ
ÃÁS◊Ÿ˜ SÕ‹ ◊„UÃÊ ∑§c≈UŸ ∑§ÁÃÁøã◊Ê‚ÊŸ˜ ŸËàflÊ •Ê·Ê…USÿ ¬˝Õ◊ÁŒfl‚ ‚— ∞∑¢§ ◊ÉÊπá«¢U
ŒŒ‡Ê¸– ¬fl¸ÃÁ‡Êπ⁄U‚¢Á‡‹c≈¢U Ã¢ ◊ÉÊπá«¢U ŒÎ¶Ê ÁŸfl¸ÊÁ‚ÃSÿ Áfl⁄U„UÊÃ¸Sÿ ÿˇÊSÿ ◊ŸÁ‚ Ã◊fl ◊ÉÊ¢
Sfl∑È§‡Ê‹flÊÃ¸ÊflÊ„U∑§M§¬áÊ •‹∑§ÊÁSÕÃÊ¢ SflÁ¬˝ÿÊ¢ ¬˝ÁÃ ¬̋Á·ÃÈÁ◊ë¿UÊ ¡ÊÃÊ– ¬˝SÃÈÃ ¬l ∑§ÁflŸÊ
flÊÃ¸ÊflÊ„U∑§M§¬áÊ ◊ÉÊπá«USÿ ‚Ê◊âÿZ ÁfløÊÿ¸Ã– øÃŸ‚Êäÿ◊ÕZ ∑§Õ◊øÃŸŸ ∑§Ê⁄UÁÿÃÈ¢ ¬˝flÎûÊ—
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ßÁÃ Á¡ôÊÊ‚ÊÿÊ— ‚◊ÊœÊŸM§¬áÊ ∑§ÁflŸÊ ¬˝SÃÈÃSÿ ¬lSÿ ©U¬SÕÊ¬Ÿ¢ ∑Î§Ã◊˜–

œÍ◊—, ÖÿÙÁÃ—, ‚Á‹‹¢ ◊L§Ã̃ ø ßàÿÃ·¢Ê ‚¢ÿÙªM§¬— ◊ÉÊ— Äfl, ¬≈ÈU∑§⁄UáÊÒ— •Õ̧ÊÃ̃ ‚Ê◊âÿ̧¬ÍáȨ̂Áãº̋UÿÈûÊÒ—
◊ŸÈcÿÊÁŒÁ÷— ¬˝ÊÁáÊÁ÷— ¬˝Ê¬ÁÿÃ√ÿÊÁŸ ‚ãŒ‡ÊfløŸÊÁŸ Äfl? •øÃŸàflÊÃ˜ ◊ÉÊ— ‚ãŒ‡ÊflÊ„UŸÊÕZ
‚fl¸ÕÊ •‚◊Õ¸ ∞fl– ©Uà∑§á∆UÊfl‡ÊÊŒ˜ ©U¬ÿȨ̀ÄÃ ◊ÁfløÊ⁄UÿãŸfl ÿˇÊ— ◊ÉÊ¢ ¬˝ÊÁÕ¸ÃflÊŸ˜ ‚ãŒ‡Ê„U⁄UáÊÊÿ–
∞ÃÊŒÎ‡ÊSÿ ÁfløÊ⁄U⁄UÊÁ„UàÿSÿ ∑§Ê⁄UáÊ◊ÈëÿÃ ÿÃ˜ ∑§Ê◊¬ËÁ«UÃ¡ŸÊ— øÒÃãÿÿÈQ ·È øÒÃãÿ⁄UÁ„UÃ·È ø
¬ŒÊÕ̧·È Sfl÷ÊflÃ— ∞fl ÁfløÊ⁄U„UËŸÊ— Áfl±fl‹Ê— flÊ ÷flÁãÃ– ∑§Ê◊ÊãœÊŸÊ¢ ÿÈQ ÊÿÈQ Áflfl∑§‡ÊÍáÿàflÊÃ˜
•øÃŸÿÊëÜÊÊ ÷Í·áÊ◊fl Ÿ ÃÈ ŒÍ·áÊÁ◊àÿÊ‡Êÿ—–

Áfl⁄UÁ„UáÊ— ÿˇÊSÿ ÁfløÊ⁄U„UËŸÃÊM§¬Ê ÿÊ ©Uã◊ÊŒŸÊ ‚Ê ∞fl ÃSÿ ◊„UÃË¢ Áfl⁄U„UflŒŸÊ¢
Áfl¬˝‹ê÷‡ÊÎXÊ⁄U‚È‹÷Ê¢ ‚ÍøÿÁÃ– ÿŒÈQ¢ -

“•Á÷‹Ê·— S¬Î„UÊ ÁøãÃÊ ¬˝ÊåàÿÈ¬ÊÿÊÁŒÁøãÃŸ◊˜–

©ã◊ÊŒ‡øÊ¬Á⁄Uë¿UŒ‡øÃŸÊøÃŸcflÁ¬H” ßàÿÊÁŒ∑¢§ ‚ÊÁ„UàÿŒ¬¸áÊ– ¬l˘ÁS◊Ÿ˜
◊ÉÊ‚¢Œ‡ÊÿÙÁfl¸M§¬ÿÙÉÊ¸≈UŸÊÁm·◊Ê‹¢∑§Ê⁄U—– ÿŒÈQ ¢-“ÁflL§h∑§Êÿ¸SÿÙà¬ÁûÊÿ¸òÊÊŸÕ¸Sÿ flÊ ÷flÃ˜–
ÁflM§¬ÉÊ≈UŸÊ øÊ‚ı Áfl·◊Ê‹æ˜U∑Î§ÁÃÁSòÊœÊH” ßÁÃ– ‚Ê øÊÕ¸ÊãÃ⁄UãÿÊ‚ÊŸÈ¬˝ÊÁáÊÃÊ Ãà‚◊Õ¸∑§àflŸÒfl
øÃÈÕ¸¬ÊŒ ÃSÿÙ¬ãÿÊ‚ÊÃ˜– ¿UãŒSÃÈ ◊ãŒÊ∑˝§ÊãÃÊ–

Verse No. 14 :

“•º̋— oÎX¢ „U⁄UÁÃ ¬flŸ— ................ SÕÍ‹„USÃÊfl‹¬ÊŸ˜–”

◊„UÊ∑§Áfl ∑§ÊÁ‹ŒÊ‚Áfl⁄UÁøÃSÿ ◊ÉÊŒÍÃÊÅÿSÿ πá«U∑§Ê√ÿSÿ øÃÈŒ¸‡Ê‚¢Åÿ∑¢§ ¬lÁ◊Œ◊˜–

◊„UÊ∑§ÁflŸÊ ª˝ãÕÊ⁄Uê÷ flÁáÊ¸Ã¢ ÿÃ˜ œŸÊÁœ¬Ã— ∑È§fl⁄USÿ ÷Îàÿ— ∑§Á‡øŒ˜ ÿˇÊ— SflSflÊÁ◊ÁŸÁg¸c≈¢U
∑§ÊÿZ Áfl‚S◊Ê⁄U– •ÃÙ„UÃÙ— ∞∑§‚¢flà‚⁄UÿÊflŒ˜÷ÙÇÿŸ ‡ÊÊ¬Ÿ SflSflÊÁ◊ŸÊ •Á÷‡ÊåÃ— ‚Ÿ˜
ÁŸ¡Á¬˝ÿÊÁflë¿UÁŒÃ— ‚— ªÈ±ÿ∑§— ⁄UÊ◊Áªÿ¸ÊüÊ◊·È fl‚ÁÃ¢ ø∑§Ê⁄U– ÃòÊÒfl ÁSÕàflÊ ◊Ê‚∑§ÁÃ¬ÿÊŸãÃ⁄¢U
‚— ÿˇÊ— •Ê·Ê…Sÿ ¬˝Õ◊ÁŒfl‚ ∞∑¢§ ◊ÉÊπá«¢ U ŒŒ‡Ê ¸– •‹∑§ÊÁSÕÃÊÿÒ Á¬˝ÿÊÿÒ
Sfl∑È§‡Ê‹flÊÃ¸ÊflÊ„U∑§M§¬áÊ ◊ÉÊ◊fl ÁŸÿÙÖÿ ÿˇÊ— ⁄UÊ◊ÁªÁ⁄UÃ— •‹∑§Ê¬ÿ¸ãÃ¢ ◊Êª¸fláÊ¸Ÿ¢ ∑Î§ÃflÊŸ˜–
ÃŒfl‡Ê⁄U ‚◊ÊÿÊÁÃ ¬lÁ◊Œ◊˜–

◊ÉÊ¢ ‚ê’Ùäÿ ÿˇÊáÊ ©UQ ◊˜-““„U ◊ÉÊ, àfl◊˜ •œÈŸÊ flÊÃ¸Ê¬˝ŒÊŸÊÕ¸◊˜ •S◊ÊÃ˜ SÕÊŸÊŒÕ¸ÊÃ˜
ÁøòÊ∑Í§≈U‚¢ôÊ∑§ÊÃ˜ ¬fl¸ÃÊÃ˜ ©UŒæU◊Èπ— ‚Ÿ˜ π◊Õ¸ÊÃ˜ •Ê∑§Ê‡Ê¢ ¬˝ÁÃ ©Uà¬Ã– ÿˇÊáÊ ¬fl¸ÃSÿÊSÿ
Áfl‡Ê·áÊ◊∑§◊Á¬ ŒûÊ¢ “‚⁄U‚ÁŸøÈ‹ÊÃ˜” ßÁÃ– ÁøòÊ∑È§≈UŸÊ◊∑§— •Áº˝— ‚⁄U‚ÁŸøÈ‹— •Õ¸ÊÃ˜
⁄U‚¬ÍáȨ̂SÕ‹flÃ‚ÿÈÄÃÊ ÷flÁÃ– •S◊ÊÃ̃ ∑§Ê⁄UáÊÊÃ̃ SÕÊŸÁ◊Œ¢ ¬ÁÕ∑§ÊŸÊ¢ ∑Î§Ã ©Uà∑Î§c≈¢UU ÁflüÊÊ◊SÕÊŸÁ◊ÁÃ
◊ãÿÃ– ÃÕÊÁ¬ flÊÃ¸Ê„U⁄UáÊ∑§Êÿ̧ ÁŸÿÈQ Ÿ ◊ÉÊŸ ÁŸ¡∑§Êÿ¸‚ê¬ÊŒŸÊÿ ÃÊŒÎ‡ÊSÿ ©UûÊ◊SÕÊŸSÿÊÁ¬
¬Á⁄U„UÊ⁄¢U ∑§Êÿ¸◊˜– ÃŒÊ flÊÿÈ— ¬fl¸ÃSÿ Á‡Êπ⁄U¬˝Œ‡Ê¢ „U⁄UÁÃ Á∑§◊˜, ßŒ◊Èà¬àÿ •S◊ŒÈ¬Á⁄U •Ê¬ÁÃcÿÁÃ
Á∑§◊˜ ßÁÃ Ã∑¸§áÊ •Ê‡øÿ¸-÷ÿ-Áfl∑§‹ÃÊ÷ÊflÿÈQ ÊÁ÷— Á‚hÊXŸÊÁ÷— •Õ¸ÊÃ˜ ŒflÁfl‡Ê·ÊáÊÊ¢
SòÊËÁ÷— ŒÎc≈—U ‚Ÿ˜ flÎÁh¢ªÃÙà‚Ê„U— ©UûÊÊ⁄UÊÁ÷◊Èπ◊˜ ©UûÊë¿U ßÁÃ–””

ÿˇÊáÊ ◊ÉÊ¢ ¬˝ÁÃ ∑§ÊÁøÃ˜ ‚ÊflœÊŸflÊáÿÁ¬ ∑§ÁÕÃÊ ÿÕÊ- àfl¢ Ÿ÷Ù◊Êª¸ ÁŒÇª¡ÊŸÊ¢ SÕÍ‹Ê ÿ
„USÃÊ— •Õ¸ÊÃ˜ ‡ÊÈá«UÊ— ÃÊ‚Ê¢ S¬‡Ê¸ÊŸ˜ ‚ÊflœÊŸÃÿÊ ¬Á⁄UàÿÖÿ ªë¿U ßÁÃ– ©UQ ◊ÁSÃ ÿÃ˜ „USÃË—
‚◊Èº˝ÊÃ˜ ¡‹◊ÊŒÊÿ ÃSÿ ¡‹Sÿ Á‚ÜøŸŸ ◊ÉÊ¢ ¬Ë«UÿÁÃ– •Ã∞fl ß¸ŒÎ‡Ê¢ ‚ÊflœÊŸfløŸ¥ ∑§ÁÕÃ◊˜
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ßÁÃ ∑§ÁøÃ˜– •òÊŒ◊åÿÕ¸ÊãÃ⁄¢U äflŸÿÁÃ-⁄UÁ‚∑§Ù ÁŸøÈ‹Ù ŸÊ◊ ◊„UÊ∑§Áfl— ∑§ÊÁ‹ŒÊ‚Sÿ ‚„UÊäÿÊÿË
¬˝ÁÃ¬ˇÊ-∑§ÁÕÃÊŸÊ¢ ∑§ÊÁ‹ŒÊ‚¬˝’ãœŒÍ·áÊÊŸÊ¢ ¬Á⁄U„UÃ¸Ê ÿÁS◊Ÿ˜ SÕÊŸ ÃS◊ÊÃ˜ SÕÊŸÊŒÈŒæ˜U◊ÈπÙ
ÁŸŒÙ¸·àflÊŒÈãŸÃ◊Èπ— ‚Ÿ˜ ¬ÁÕ ‚Ê⁄USflÃ◊Êª¸ ÁŒæ˜UŸÊªÊøÊÿ¸Sÿ ∑§ÊÁ‹ŒÊ‚¬˝ÁÃ¬ˇÊSÿ „USÃÊfl‹¬ÊŸ˜
•Õ¸ÊÃ˜ „USÃÁflãÿÊ‚¬Ífl¸∑§ÊÁáÊ ŒÍ·áÊÊÁŸ ¬Á⁄U„U⁄UŸ˜ Á‚hÒ— •Õ¸ÊÃ˜ ‚Ê⁄USflÃÁ‚hÒ◊¸„UÊ∑§ÁflÁ÷—
•XŸÊÁ÷‡ø ŒÎc≈UÙà‚Ê„U— ‚Ÿ˜ π◊Èà¬ÃÙìÊÒ÷¸flÁÃ Sfl¬˝’ãœ◊Êà◊ÊŸ¢ flÊ ¬˝ÁÃ ∑§flL§ÁQ Á⁄ÁUÃ–

◊ãŒÊ∑̋§ÊãÃÊ¿UãŒÁ‚ ÁŸ’hÁ◊Œ¢ ¬l◊̃– ÃÀ‹ˇÊáÊ¢ ÿÕÊ-““◊ãŒÊ∑̋§ÊãÃÊê’ÈÁœ⁄U‚ŸªÒ◊Ù̧÷Ÿı Ãı ªÿÈÇ◊◊̃””
ßÁÃ ‡Ê◊˜–

2.8 Model Elucidation : (from verse no. 1 to 27)

“Á⁄UQ — ‚flÙ¸ ÷flÁÃ Á„U ‹ÉÊÈ— ¬ÍáÊ¸ÃÊ ªı⁄UflÊÿ–”

Á⁄UQ — •ãÃ—‚Ê⁄U‡ÊÍãÿ— ¡Ÿ— ¬ŒÊÕÙ¸ flÊ ‚fl¸ŒÊ ‹ÉÊÈ— ÷flÁÃ– •ãÃ—‚Ê⁄U‡ÊÍãÿÊ— ‚fl¸ ¬˝∑§ê¬ŸËÿÊ—
÷flÁãÃ– Á∑§ãÃÈ ¬ÍáÊ¸ÃÊ •Õ¸ÊÃ˜ ‚Ê⁄UflûÊÊ ªı⁄UflÊÿ •¬˝∑§ê¬àflÊÿ ÷flÃËàÿÕ¸—– ∞ÃÃ˜ ¬Á⁄U‹ˇÿÃ
ÿÃ˜ ‚◊Ê¡˘Á¬ ÿÙ √ÿÁQ — Á⁄UQ — ‡ÊÍãÿ— •Õ¸ÊÃ˜ ‚¢S∑§Ê⁄UÊ÷ÊflÊŒãÃ—‚Ê⁄U⁄UÁ„UÃÊ ÷flÁÃ ‚ ‚ÃÃ¢
ŒÈc≈U¡ŸÒ— ∑È§◊Êª ¸ ¬Á⁄UøÊ‹ŸÿÙÇÿÙ ÷flÁÃ– ÃÊŒÎ‡ÊSÿ •ãÃ—‚Ê⁄U‡ÊÍãÿ¡ŸSÿ øÊÜflÀÿ¢
äflŸÁÿÃÈ◊ÈëÿÃ- “Á⁄UÄÃ¢ ¬ÊòÊ¢ äflŸÁÃ ¬˝∑§Ê‡Ê◊˜” ßÁÃ– Á∑§ãÃÈ ‚¢S∑§Ê⁄UÊÁŒÁ÷— Á‡ÊˇÊÊÁŒÁ÷— ¬ÍáÊ¸¡Ÿ—
œË⁄U÷ÊflÿÈQ Ù ÷flÁÃ– •Ã— ÃÊŒÎ‡Ê— ¡Ÿ— Ÿ ∑§ŒÊÁ¬ ŒÈ¡¸Ÿ¬˝÷ÊflÊŒ˜ Áfl¬ÕªÊ◊Ë ÷flÁÃ– ‚—
‚fl¸ÕÊ ÁŸ‡ø‹÷ÊflŸ ÁŸ¡◊Êª¸ÊŸÈ‚⁄UáÊÊÿ ‚◊ÕÙ¸ ÷flÁÃ •Õ¸ÊÃ˜ Sfl∑§Ã¸√ÿ¬Ê‹Ÿ •ÁfløÊÁ‹Ã—
ÁÃÁc∆UÁÃ– ‚— ‚fl¸ŒÊ ‚ê◊Ê‹„UÙ¸ ÷flÁÃ– •Ã ∞flÙëÿÃ-“ªÈáÊÿÈQ Ù˘åÿœÙ ÿÊÁÃ Á⁄UQ — ∑Í§¬ ÿÕÊ
ÉÊ≈U—– ªÈáÊ„UËŸÙ˘Á¬ ‚¢¬ÍáÊ¸— ¡ŸÒ— Á‡Ê⁄UÁ‚ œÊÿ¸ÃH” ßÁÃ–

“ÿÊëÜÊÊ ◊ÙÉÊÊ fl⁄U◊ÁœªÈáÊ ŸÊœ◊ ‹éœ∑§Ê◊Ê”–

ß„U ¡ªÁÃ ¡ŸÊ— ŸÊŸÊÁflœÊŸÊ¢ ◊ŸÙ⁄UÕÊŸÊ¢ ¬Á⁄U¬Í⁄UáÊÊÿ ÁflÁ÷ãŸÊŸÊ¢ ◊ÊŸflÊŸÊ¢ ‚¢‚ªZ ‚ÃÃ¢ ‹÷ãÃ–
Ã·Ê¢ ◊äÿ ∑§øŸ ¡ŸÊ— ªÈáÊ‚ê¬ãŸÊ— ©UûÊ◊¡ŸÊ— ÷flÁãÃ ∑§øŸ ¬ÈŸ— ªÈáÊNUËŸÊ—ŒÈc≈USfl÷ÊflÿÈQ Ê—
•œ◊Ê— ‚ÁãÃ– Ãã◊äÿ Sfl∑§ËÿÊÿÊ— ∑§Ê◊ŸÊÿÊ— ¬Í⁄UáÊÊÕZ ªÈáÊË¡Ÿ‚Áflœ ‚Ê„UÊƒÿ¬˝ÊÕ¸ŸÊ Ÿ ŒÙ·Êÿ
÷flÁÃ– ‚Ê ÿÊëÜÊÊ •Õ¸ÊÃ˜ ¬˝ÊÕ¸ŸÊ ÿÁŒ •‚»§‹Ê SÿÊÃ˜ ÃÕÊÁ¬ ‚Ê fl⁄U◊˜– Á∑§ãÃÈ ∞ÃŒÕZ ŒÈ¡¸Ÿ‚Áflœ
¬˝Õ¸ŸÊ Ÿ ∑§Ã¸√ÿÊ– ‚Ê ÿÁŒ ‚»§‹Ê ÷flÁÃ ÃÕÊÁ¬ Ÿ fl⁄U◊˜ •Õ¸ÊÃ˜ ‚fl¸ÕÊ „UÿÊ ÷flÁÃ– flSÃÈÃSÃÈ
‚Ê„UÊƒÿ¬˝ÊÕ¸ŸÿÊ ∑§ŸÊÁ¬ ¡ŸŸ ‚„U ¬˝ÊÕ¸ŸÊ∑§ÊÁ⁄UáÊ— ‚¢‚ª¸— ¡ÊÿÃ– ÃS◊ÊÃ˜ ‚îÊŸ‚Ê„Uøÿ¸áÊ
ÁøûÊflÎÁûÊ— ÁŸ◊¸‹Ê ÷flÁÃ– ‚Ê ‚XÁÃ— ‚fl¸ŒÊ ‹Ê÷Êÿ ÷flÁÃ– „UËŸ¡ŸSÿ ©U¬∑§Ê⁄Uª˝„UáÊÊŒ˜˜
ÃÊŒÎ‡ÊSÿ ¡ŸSÿ ∞fl ‚¢‚ª¸‹Ê÷— SÿÊÃ˜– ÿSÃÈ ŒÈ¡¸ŸSÿ ‚¢‚ª¸ Áflø⁄UÁÃ ‚— ‚¢‚ª¸ŒÙ·ÊÃ˜
„UËŸ◊ŸÙflÎÁûÊ‚ê¬ãŸ ∞fl ¡ÊÿÃ– •Ã∞flÙëÿÃ-“‚¢‚ª¸¡Ê ŒÙ·ªÈáÊÊ— ÷flÁãÃ” ßÁÃ– •ãÿòÊÊåÿÈëÿÃ-
“àÿ¡ ŒÈ¡¸Ÿ‚¢‚ªZ ÷¡ ‚ÊœÈ ‚◊Êª◊◊˜” ßÁÃ–

¬ÈŸ⁄UÃŒÁ¬ ÁfløÊÿ¸◊ÁSÃ ÿÃ˜ •‚îÊŸ¢ ¬˝ÁÃ ∑Î§ÃÊ ÿÊëÜÊÊ ÿÁŒ ‚»§‹Ê ÷flÁÃ ÃÁ„¸U ÃÊŒÎ‡ÊSÿ
•ŸÈª˝„U¬˝ŒÊŸSÿ Á∑§ÁÜøŒ‚à∑§Ê⁄UáÊ◊Á¬ ÷ÁflÃÈ◊N¸UÁÃ– ÃS◊ÊÃ˜ ÷ÊÁflÁŸ ∑§Ê‹ •◊X‹Sÿ ‡Ê¢∑§Ê
flÃ¸Ã ∞fl– Á∑§ãÃÈ ªÈáÊË¡Ÿ‚∑§Ê‡ÊÊŒ˜ ÃÊŒÎ‡ÊSÿ •◊X‹Sÿ ‡Ê¢∑§Ê ŸÊÁSÃ– •Ã— ÿÊëÜÊÊ ‚»§‹Ê
÷flÃÈ •‚»§‹Ê flÊ, ‚Ê ÃÈ ªÈáÊË¡Ÿ‚Áflœ ∞fl ∑§Ã¸√ÿÊ–
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2.9 Summing up

In this unit we have studied the first 27 verses of the Pu
–
rvamegha part of the

Meghadu
–
ta of Ka

–
lida

–
sa. All the verses are written in the Manda

–
kra

–
nta

–
 metre

which is very suitable to depict the Rasa called Vipralambhas«r ∏nga
–
ra (i.e.,

the sentiment of love in separation), which is also the principal sentiment

of this unique work of the great poet. Another special feature noticed is the

employment of Artha
–
ntaranya

–
sa Alam

.
ka

–
ra which is often used to give advice.

From the Pu
–
rvamegha we can have an idea of Ka

–
lida

–
sa’s knowledge of

geography also.

2.10 Suggested Reading

(1) The Meghad

u

ta of K

a

lid

a

sa, ed. by M.R.Kale, Motial Banarsidass

Publishers Pvt.Ltd., Delhi, 1991.

(2) Meghad

u

ta of Maha–kavi K

a

lid

a

sa, ed. by A
–

cha–rya S «ri
–
 Charan∏ati

–
rtha

Maha
–
ra

–
j, Kashi Sanskrit Series 219, the Chowkhamba Sanskrit Series office,

Varanasi, 1973.

(3) K

a

lid

a

sa-granth

a

val

i

, ed. by A
–

cha–rya Pt. Si
–
tar

a

ma Caturvedi,

Uttarpradesh Sanskrit Sansthan, Lucknow, 2058 Vikramabda.

(4) Chakravarty Shrutidhara, ‘Treatment of Arth

a

ntarany

a

sa in the

Meghadu– ta’, Studies in Sanskrit literature, Culture and Art, Pratibha

Prakashan, Delhi, 2011.

–––xxx–––
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Unit-3

Meghadu–ta

(From verse No. 28 to verse No. 66)

3.1. Introduction

3.2. Objectives

3.3. Text

3.4. Prose order

3.5. Translation

3.6. Select Expositions/Notes

3.7. Model Explanation

3.8. Summing up

3.9. Suggested Reading

3.1. Introduction :

The Meghadu–ta of Kalid

a

sa, one of the master pieces of Sanskrit literature, is

a Khanď̌ak

a

vya comprising one hundred and twenty-one verses, which are all

composed in the Mand

a

kr

a

nt

a

 metre. The work is divided into two halves, viz.

the P

u

rvamegha and the Uttaramegha. The P

u

rvamegha consists of sixty-six

verses. In this part Yakša, the hero of the work requests a piece of cloud to carry

his message to his beloved wife staying at Alak

a

. He describes the path to be

followed by cloud to reach Alak

a

 from R

a

magiri, where Yaksǎ is presently

staying.

In the previous unit we have discussed about the first twenty-seven verses of the

P

u

rvamegha, where Yaksǎ describes the path upto a country called Das«

a

rnǎ.

In this unit we will study the rest of the verses of the P

u

rvamegha (i.e., from

verse No.28 to 66), which starts with the description of a very famous place

called Ujjayin

i

.

3.2. Objectives :

This unit will help you to have a clear idea about the P

u

rvamegha part of the

Meghadu–ta of great poet K

a

lid

a

sa. In the second unit you have already studied

the first 27 verses of the book. In this unit you will study verses 28 to 66. At the
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end of this unit, you will be able to

● read the actual text,

● render the prose order of the verses,

● find out meanings of the verses,

● penetrate deep into the purport of the text,

● learn how to write an explanation of a verse.

3.3. Text : (P

u

rvamegha, verse No. 28 to 66)§

fl∑˝§— ¬ãÕÊ ÿŒÁ¬ ÷flÃ— ¬˝ÁSÕÃSÿÙûÊ⁄UÊ‡Ê¢Ê

‚ıœÙà‚X¬˝áÊÿÁfl◊ÈπÙ ◊Ê S◊ ÷ÍL§îÊÁÿãÿÊ—–

ÁfllÈgÊ◊S»È§Á⁄UÃøÁ∑§ÃÒSÃòÊ ¬ı⁄UÊXŸÊŸÊ¢

‹Ù‹Ê¬ÊXÒÿ¸ÁŒ Ÿ ⁄U◊‚ ‹ÙøŸÒfl¸ÁÜøÃÙ˘Á‚H w}H

flËÁøˇÊÙ÷SÃÁŸÃÁfl„UªüÊÁáÊ∑§ÊÜøËªÈáÊÊÿÊ—

‚¢‚¬¸ãàÿÊ— SπÁ‹Ã‚È÷ª¢ ŒÁ‡Ê¸ÃÊflÃ¸ŸÊ÷—–

ÁŸÁfl¸ãäÿÊÿÊ— ¬ÁÕ ÷fl ⁄U‚ÊèÿãÃ⁄U— ‚¢ÁŸ¬àÿ

SòÊËáÊÊ◊Êl¢ ¬˝áÊÿfløŸ¢ Áfl÷˝◊Ù Á„U Á¬˝ÿ·ÈH w~H

fláÊË÷ÍÃ¬˝ÃŸÈ‚Á‹‹Ê ÃÊ◊ÃËÃSÿ Á‚ãœÈ—

¬Êá«ÈUë¿UÊÿÊ Ã≈UL§„UÃL§÷˝¢Á‡ÊÁ÷¡Ë¸áÊ¸¬áÊÒ¸—–

‚ı÷ÊÇÿ¢ Ã ‚È÷ªÁfl⁄U„UÊflSÕÿÊ √ÿÜ¡ÿãÃË

∑§Ê‡ÿZ ÿŸ àÿ¡ÁÃ ÁflÁœŸÊ ‚ àflÿÒflÙ¬¬Êl—H xÆH

¬˝ÊåÿÊflãÃËŸÈŒÿŸ∑§ÕÊ∑§ÙÁflŒª˝Ê◊flÎhÊ-

ã¬ÍflÙ¸Ágc≈UÊ◊È¬‚⁄U ¬È⁄UË¥ üÊËÁfl‡ÊÊ‹Ê¢ Áfl‡ÊÊ‹Ê◊˜–

SflÀ¬Ë÷ÍÃ ‚ÈøÁ⁄UÃ»§‹ SflÁª¸áÊÊ¢ ªÊ¢ ªÃÊŸÊ¢

‡Ê·Ò— ¬ÈáÿÒN¸UÃÁ◊fl ÁŒfl— ∑§ÊÁãÃ◊àπá«U◊∑§◊˜H xvH

ŒËÉÊË¸∑È§fl¸ã¬≈ÈU ◊Œ∑§‹¢ ∑Í§Á¡Ã¥ ‚Ê⁄U‚ÊŸÊ¢

¬˝àÿÍ··È S»È§Á≈UÃ∑§◊‹Ê◊ÙŒ◊ÒòÊË∑§·Êÿ—–

ÿòÊ SòÊËáÊÊ¢ „U⁄UÁÃ ‚È⁄UÃÇ‹ÊÁŸ◊XÊŸÈ∑Í§‹—

Á‡Ê¬˝ÊflÊÃ— Á¬˝ÿÃ◊ ßfl ¬˝ÊÕ¸ŸÊøÊ≈ÈU∑§Ê⁄U—H xwH

„UÊ⁄UÊ¢SÃÊ⁄UÊ¢SÃ⁄U‹ªÈÁ≈U∑§Êã∑§ÙÁ≈U‡Ê— ‡Êæ˜Uπ‡ÊÈQ Ë—

‡Êc¬‡ÿÊ◊Êã◊⁄U∑§Ã◊áÊËŸÈã◊ÿÍπ¬˝⁄UÙ„UÊŸ˜–

r
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ŒÎ¶Ê  ÿSÿÊ¢ Áfl¬ÁUáÊ⁄UÁøÃÊÁãflºÈ̋◊ÊáÊÊ¢ ø ÷XÊ-

ã‚¢‹ˇÿãÃ ‚Á‹‹ÁŸœÿSÃÙÿ◊ÊòÊÊfl‡Ê·Ê—H xxH

¬˝lÙÃSÿ Á¬˝ÿŒÈÁ„UÃ⁄¢U flà‚⁄UÊ¡Ù˘òÊ ¡„˛

„ÒU◊¢ ÃÊ‹ºÈ̋◊flŸ◊÷ÍŒòÊ ÃSÿÒfl ⁄UÊ¤Ê—–

•òÊÙŒ˜÷˝ÊãÃ— Á∑§‹Ÿ‹ÁªÁ⁄U— SÃê÷◊Èà¬Ê≈K Œ¬¸Ê-

ÁŒàÿÊªãÃÍŸ˝◊ÿÁÃ ¡ŸÙ ÿòÊ ’ãœÍŸÁ÷ôÊ—H xyH

¡Ê‹ÙeËáÊÒ̧L§¬ÁøÃfl¬È— ∑§‡Ê‚¢S∑§Ê⁄UœÍ¬Ò-

’¸ãœÈ¬˝ËàÿÊ ÷flŸÁ‡ÊÁπÁ÷Œ¸ûÊŸÎàÿÙ¬„UÊ⁄U—–

„Uêÿ̧cflSÿÊ— ∑È§‚È◊‚È⁄UÁ÷cfläflπŒ¢ ŸÿÕÊ

‹ˇ◊Ë¥ ¬‡ÿ¢À‹Á‹ÃflÁŸÃÊ¬ÊŒ⁄UÊªÊÁVÃ·ÈH xzH

÷ÃȨ̀— ∑§á∆Uë¿UÁflÁ⁄UÁÃ ªáÊÒ— ‚ÊŒ⁄¢U flËˇÿ◊ÊáÊ—

¬Èáÿ¢ ÿÊÿÊÁSòÊ÷ÈflŸªÈ⁄UÙœ¸Ê◊ øá«UË‡fl⁄USÿ–

œÍÃÊlÊŸ¢ ∑È§fl‹ÿ⁄U¡ÙªÁãœÁ÷ª¸ãœflàÿÊ-

SÃÙÿ∑˝§Ë«UÊÁŸ⁄UÃÿÈflÁÃSŸÊŸÁÃQ Ò◊¸L§Ák—H x{H

•åÿãÿÁS◊Ü¡‹œ⁄U ◊„UÊ∑§Ê‹◊Ê‚Êl ∑§Ê‹

SÕÊÃ√ÿ¢ Ã ŸÿŸÁfl·ÿ¢ ÿÊflŒàÿÁÃ ÷ÊŸÈ—–

∑È§fl¸ã‚¢äÿÊ’Á‹¬≈U„UÃÊ¢ ‡ÊÍÁ‹Ÿ— ‡‹ÊÉÊŸËÿÊ-

◊Ê◊ãº˝ÊáÊÊ¢ »§‹◊Áfl∑§‹¢ ‹¬˜Sÿ‚ ªÁ¡¸ÃÊŸÊ◊˜H x|H

¬ÊŒãÿÊ‚Ò— ` ÁáÊÃ⁄U‡ÊŸÊSÃòÊ ‹Ë‹ÊflœÍÃÒ

⁄UàŸë¿UÊÿÊπÁøÃ’Á‹Á÷‡øÊ◊⁄ÒU— ∑§‹ÊãÃ„USÃÊ—–

fl‡ÿÊSàflûÊÙ Ÿπ¬Œ‚ÈπÊã¬˝åÿ fl·¸Êª˝ÁflãŒÍ-

ŸÊ◊ÙˇÿãÃ àflÁÿ ◊œÈ∑§⁄UüÊÁáÊŒËÉÊÊ¸ã∑§≈UÊˇÊÊŸ˜H x}H

¬‡øÊŒÈìÊÒ÷È¸¡ÃL§flŸ¢ ◊á«U‹ŸÊÁ÷‹ËŸ—

‚Ê¢äÿ¢ Ã¡— ¬˝ÁÃŸfl¡¬Ê¬Èc¬⁄UãÃ¢ ŒœÊŸ—–

ŸÎûÊÊ⁄Uê÷ „U⁄U ¬‡ÊÈ¬Ã⁄UÊº˝¸ŸÊªÊÁ¡Ÿë¿UÊ¢

‡ÊÊãÃÙmªÁSÃÁ◊ÃŸÿŸ¢ ŒÎc≈U÷ÁQ ÷ZflÊãÿÊH x~H

ªë¿UãÃËŸÊ¢ ⁄U◊áÊfl‚ÁÃ¢ ÿÙÁ·ÃÊ¢ ÃòÊ ŸQ¢

L§hÊ‹Ù∑§ Ÿ⁄U¬ÁÃ¬Õ ‚ÍÁø÷lÒSÃ◊ÙÁ÷—–

‚ıŒÊ◊ãÿÊ ∑§Ÿ∑§ÁŸ∑§·ÁSŸÇœÿÊ Œ‡Ê¸ÿÙflËZ
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n

ÃÙÿÙà‚ª¸SÃÁŸÃ◊Èπ⁄UÙ ◊Ê ø ÷ÍÁfl¸Ä‹flÊSÃÊ—H yÆH

ÃÊ¢ ∑§SÿÊ¢ÁøkflŸfl‹÷ı ‚È#¬Ê⁄UÊflÃÊÿÊ¢

ŸËàflÊ ⁄UÊÁòÊ¢ Áø⁄UÁfl‹‚ŸÊÁàπãŸÁfllÈà∑§‹òÊ—–

ŒÎc≈U ‚Íÿ̧ ¬ÈŸ⁄UÁ¬ ÷flÊãflÊ„UÿŒäfl‡Ê·¢

◊ãŒÊÿãÃ Ÿ π‹È ‚ÈNUŒÊ◊èÿÈ¬ÃÊÕ¸∑Î§àÿÊ—H yvH

ÃÁS◊ã∑§Ê‹ ŸÿŸ‚Á‹‹¢ ÿÙÁ·ÃÊ¢ πÁá«UÃÊŸÊ¢

‡ÊÊÁãÃ¢ Ÿÿ¢ ¬˝áÊÁÿÁ÷⁄UÃÙ flà◊¸ ÷ÊŸÙSàÿ¡Ê‡ÊÈ–

¬˝Ê‹ÿÊSòÊ¢ ∑§◊‹flŒŸÊà‚Ù˘Á¬ „UÃÈZ ŸÁ‹ãÿÊ—

¬˝àÿÊflÎûÊSàflÁÿ ∑§⁄UL§Áœ SÿÊŒŸÀ¬Êèÿ‚Íÿ—H ywH

ªê÷Ë⁄UÊÿÊ— ¬ÿÁ‚ ‚Á⁄UÃ‡øÃ‚Ëfl ¬˝‚ãŸ

¿UÊÿÊà◊Ê˘Á¬ ¬˝∑§ÎÁÃ‚È÷ªÙ ‹¬˜SÿÃ Ã ¬˝fl‡Ê◊˜–

ÃS◊ÊŒSÿÊ— ∑È§◊ÈŒÁfl‡ÊŒÊãÿß¸Á‚ àfl¢ Ÿ œÒÿ¸Ê-

ã◊ÙÉÊË∑§ÃÈZ ø≈ÈU‹‡Ê»§⁄UÙŒ˜flÃ¸Ÿ¬˝ÁˇÊÃÊÁŸH yxH

ÃSÿÊ— Á∑¢§Áøà∑§⁄UœÎÃÁ◊fl ¬˝Ê#flÊŸË⁄U‡ÊÊπ¢

NUàflÊ ŸË‹¥ ‚Á‹‹fl‚Ÿ¢ ◊ÈQ ⁄UÙœÙÁŸÃê’◊˜–

¬˝SÕÊŸ¢ Ã ∑§Õ◊Á¬ ‚π ‹ê’◊ÊŸSÿ ÷ÊÁfl

ôÊÊÃÊSflÊŒÙ ÁflflÎÃ¡ÉÊŸÊ¢ ∑§Ù Áfl„UÊÃÈ¢ ‚◊Õ¸—H yyH

àflÁãŸcÿãŒÙëJÁ‚Ãfl‚ÈœÊªãœ‚¢¬∑¸§⁄Uêÿ—

SòÊÙÃÙ⁄Uãœ˝äflÁŸÃ‚È÷ª¢ ŒÁãÃÁ÷— ¬Ëÿ◊ÊŸ—–

ŸËøÒflÊ¸SÿàÿÈ¬Á¡ªÁ◊·ÙŒ̧fl¬ÍflZ ÁªÁ⁄¢U Ã

‡ÊËÃÙ flÊÿÈ— ¬Á⁄UáÊ◊ÁÿÃÊ ∑§ÊŸŸÙŒÈê’⁄UÊáÊÊ◊˜H yzH

ÃòÊ S∑§ãŒ¢ ÁŸÿÃfl‚ÁÃ¢ ¬Èc¬◊ÉÊË∑Î§ÃÊà◊Ê

¬Èc¬Ê‚Ê⁄ÒU— SŸ¬ÿÃÈ ÷flÊã√ÿÙ◊ªXÊ¡‹ÊºÒ̋—–

⁄UˇÊÊ„UÃÙŸ¸fl‡ÊÁ‡Ê÷ÎÃÊ flÊ‚flËŸÊ¢ ø◊ÍŸÊ-

◊àÿÊÁŒàÿ¢ „ÈUÃfl„U◊Èπ ‚¢÷ÎÃ¢ ÃÁh Ã¡—H y{H

ÖÿÙÁÃ‹̧πÊfl‹Áÿ ªÁ‹Ã¢ ÿSÿ ’„Z ÷flÊŸË

¬ÈòÊ¬̋êáÊÊ ∑È§fl‹ÿŒ‹¬˝ÊÁ¬ ∑§áȨ̂ ∑§⁄UÙÁÃ–

œıÃÊ¬ÊX¢ „U⁄U‡ÊÊÁ‡ÊL§øÊ ¬Êfl∑§SÃ¥ ◊ÿÍ⁄¢U

¬‡øÊŒÁº˝ª˝„UáÊªÈL§Á÷ª¸Á¡¸ÃÒŸ¸Ã¸ÿÕÊ—H y|H

•Ê⁄UÊäÿÒŸ¢ ‡Ê⁄UfláÊ÷fl¢ Œfl◊ÈÑæ˜U ÁÉÊÃÊäflÊ
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Á‚hmãmÒ¡¸‹∑§áÊ÷ÿÊmËÁáÊÁ÷◊Ȩ̀Q ◊Êª¸—–

√ÿÊ‹ê’ÕÊ— ‚È⁄UÁ÷ÃŸÿÊ‹ê÷¡Ê¢ ◊ÊŸÁÿcÿ-

ãS⁄UÙÃÙ◊Íàÿ¸Ê ÷ÈÁfl ¬Á⁄UáÊÃÊ¢ ⁄UÁãÃŒflSÿ ∑§ËÁÃ¸◊˜H y}H

àflƒÿÊŒÊÃÈ¢ ¡‹◊flŸÃ ‡ÊÊÁX¸áÊÙ fláÊ¸øı⁄U

ÃSÿÊ— Á‚ãœÙ— ¬ÎÕÈ◊Á¬ ÃŸÈ¢ ŒÍ⁄U÷ÊflÊà¬˝flÊ„U◊˜–

¬̋ÁˇÊcÿãÃ ªªŸªÃÿÙ ŸÍŸ◊ÊflÖÿ¸ ŒÎc≈UË-

⁄U∑¢§ ◊ÈQ ÊªÈáÊÁ◊fl ÷Èfl— SÕÍ‹◊äÿãº˝ŸË‹◊˜H y~H

ÃÊ◊ÈûÊËÿ¸ fl˝¡ ¬Á⁄UÁøÃ÷Í̋‹ÃÊÁfl÷˝◊ÊáÊÊ¢

¬ˇ◊ÙàˇÊ¬ÊŒÈ¬Á⁄UÁfl‹‚à∑Î§cáÊ‡ÊÊ⁄U¬˝÷ÊáÊÊ◊˜–

∑È§ãŒˇÊ¬ÊŸÈª◊œÈ∑§⁄U üÊË◊È·Ê◊Êà◊Á’ê’¢

¬ÊòÊË∑È§fl¸ãŒ‡Ê¬È⁄UflœÍŸòÊ∑§ıÃÍ„U‹ÊŸÊ◊˜H zÆH

’˝±◊ÊflÃZ ¡Ÿ¬Œ◊Õë¿UÊÿÿÊ ªÊ„U◊ÊŸ—

ˇÊòÊ¢ ˇÊòÊ¬˝œŸÁ¬‡ÊÈŸ¢ ∑§ı⁄Ufl¢ Ãk¡ÕÊ—–

⁄UÊ¡ãÿÊŸÊ¢ Á‡ÊÃ‡Ê⁄U‡ÊÃÒÿ¸òÊ ªÊá«UËflœãflÊ

œÊ⁄UÊ¬ÊÃÒSàflÁ◊fl ∑§◊‹Êãÿèÿfl·¸ã◊ÈπÊÁŸH zvH

Á„UàflÊ „UÊ‹Ê◊Á÷◊Ã⁄U‚Ê¢ ⁄UflÃË‹ÙøŸÊVÊ¢

’ãœÈ¬˝ËàÿÊ ‚◊⁄UÁfl◊ÈπÙ ‹ÊX‹Ë ÿÊ— Á‚·fl–

∑Î§àflÊ ÃÊ‚Ê◊Áœª◊◊¬Ê¢ ‚ıêÿ ‚Ê⁄USflÃËŸÊ-

◊ãÃ— ‡ÊÈhSàfl◊Á¬ ÷ÁflÃÊ fláÊ¸◊ÊòÊáÊ ∑Î§cáÊ—H zwH

ÃS◊Êeë¿U⁄UŸÈ∑§Ÿπ‹¢ ‡ÊÒ‹⁄UÊ¡ÊflÃËáÊÊZ

¡qÙ— ∑§ãÿÊ¢ ‚ª⁄UÃŸÿSflª¸‚Ù¬ÊŸ¬æU˜ ÁQ ◊˜–

ªı⁄UËfl∑˜§òÊ÷È̋∑È§Á≈U⁄UøŸÊ¢ ÿÊ Áfl„USÿfl »§ŸÒ—

‡Ê¢÷Ù— ∑§‡Êª˝„UáÊ◊∑§⁄ÙÁŒãŒÈ‹ÇŸÙÁ◊¸„USÃÊH zxH

ÃSÿÊ— ¬ÊÃÈ¢ ‚È⁄Uª¡ ßfl √ÿÙÁêŸ ¬‡øÊœ¸‹ê’Ë

àfl¢ øŒë¿US»§Á≈U∑§Áfl‡ÊŒ¢ Ã∑¸ ÿÁSÃÿ¸ªê÷—–

‚¢‚¬¸ãàÿÊ ‚¬ÁŒ ÷flÃ— S⁄UÊÃÁ‚ ë¿UÊÿÿÊ˘‚ı

SÿÊŒSÕÊŸÙ¬ªÃÿ◊ÈŸÊ‚¢ª◊flÊÁ÷⁄UÊ◊ÊH zyH

•Ê‚ËŸÊŸÊ¢ ‚È⁄UÁ÷ÃÁ‡Ê‹¢ ŸÊÁ÷ªãœÒ◊Î¸ªÊáÊÊ¢

ÃSÿÊ ∞fl ¬˝÷fl◊ø‹¥ ¬˝Êåÿ ªı⁄¢U ÃÈ·Ê⁄ÒU—–
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flˇÿSÿäflüÊ◊ÁflŸÿŸ ÃSÿ oÎX ÁŸ·ááÊ—

‡ÊÙ÷Ê¢ ‡ÊÈ÷˝Ê¢ ÁòÊŸÿŸflÎ·ÙàπÊÃ¬VÙ¬◊ÿÊ◊˜H zzH

Ã¥ ømÊÿı ‚⁄UÁÃ ‚⁄U‹S∑§ãœ‚¢ÉÊ^¡ã◊Ê

’ÊœÃÙÀ∑§ÊˇÊÁ¬Ãø◊⁄UË’Ê‹÷Ê⁄UÙ ŒflÊÁÇŸ—–

•„¸USÿŸ¢ ‡ÊÊ◊ÁÿÃÈ◊‹¢ flÊÁ⁄UœÊ⁄UÊ‚„US⁄ÒU-

⁄UÊ¬ãŸÊÁÃ¸¬˝‡Ê◊Ÿ»§‹Ê— ‚¢¬ŒÙ ±ÿÈûÊ◊ÊŸÊ◊˜H z{H

ÿ ‚¢⁄Uê÷Ùà¬ÃŸ⁄U÷‚Ê— SflÊX÷XÊÿ ÃÁS◊-

ã◊ÈQ ÊäflÊŸ¢ ‚¬ÁŒ ‡Ê⁄U÷Ê ‹æ˜U œÿÿÈ÷¸flãÃ◊˜–

ÃÊã∑È§flË¸ÕÊSÃÈ◊È‹∑§⁄U∑§ÊflÎÁc≈U¬ÊÃÊfl∑§ËáÊ¸Ê-

ã∑§ flÊ Ÿ SÿÈ— ¬Á⁄U÷fl¬Œ¢ ÁŸc»§‹Ê⁄Uê÷ÿàŸÊ—H z|H

ÃòÊ √ÿQ¢  ŒÎ·ÁŒ ø⁄UáÊãÿÊ‚◊œ̧ãŒÈ◊ı‹—

‡Ê‡flÁà‚hÒL§¬ÁøÃ’Á‹¢ ÷ÁQ Ÿ◊˝— ¬⁄UËÿÊ—–

ÿÁS◊ãŒÎc≈U ∑§⁄UáÊÁflª◊ÊŒÍäfl¸◊ÈŒ˜œÍÃ¬Ê¬Ê—

∑§ÁÀ¬cÿãÃ ÁSÕ⁄UªáÊ¬Œ¬˝Ê#ÿ üÊgœÊŸÊ—H z}H

‡ÊéŒÊÿãÃ ◊œÈ⁄U◊ÁŸ‹Ò— ∑§Ëø∑§Ê— ¬Íÿ¸◊ÊáÊÊ—

‚¢⁄UQ ÊÁ÷ÁSòÊ¬È⁄UÁfl¡ÿÙ ªËÿÃ Á∑¢§Ÿ⁄UËÁ÷—–

ÁŸ„¸U˛ÊŒSÃ ◊È⁄U¡ ßfl øà∑§ãŒ⁄U·È äflÁŸ— SÿÊ-

à‚¢ªËÃÊÕÊ¸ ŸŸÈ ¬‡ÊÈ¬ÃSÃòÊ ÷ÊflË ‚◊ª˝—H z~H

¬˝Ê‹ÿÊº˝L§¬Ã≈U◊ÁÃ∑˝§êÿ ÃÊ¢SÃÊÁãfl‡Ê·Ê-

ã„¢U‚mÊ⁄¢U ÷ÎªÈ¬ÁÃÿ‡ÊÙflà◊¸ ÿà∑˝§ıÜø⁄Uãœ˝◊˜–

ÃŸÙŒËøË¥ ÁŒ‡Ê◊ŸÈ‚⁄UÁSÃÿ¸ªÊÿÊ◊‡ÊÙ÷Ë

‡ÿÊ◊— ¬ÊŒÙ ’Á‹ÁŸÿ◊ŸÊèÿÈlÃSÿfl ÁflcáÊÙ—H {ÆH

ªàflÊ øÙäflZ Œ‡Ê◊Èπ÷È¡Ùë¿U˜flÊÁ‚Ã¬˝SÕ‚¢œ—

∑Ò§‹Ê‚Sÿ ÁòÊŒ‡ÊflÁŸÃÊŒ¬¸áÊSÿÊÁÃÁÕ— SÿÊ—–

oÎ¢XÙë¿˛UÊÿÒ— ∑È§◊ÈŒÁfl‡ÊŒÒÿÙ¸ ÁflÃàÿ ÁSÕÃ— π¢

⁄UÊ‡ÊË÷ÍÃ— ¬˝ÁÃÁŒŸÁ◊fl òÿê’∑§SÿÊ^„UÊ‚—H {vH

©Uà¬‡ÿÊÁ◊ àflÁÿ Ã≈UªÃ ÁSŸÇœÁ÷ãŸÊÜ¡ŸÊ÷

‚l— ∑§ÎûÊÁm⁄UŒŒ‡ÊŸë¿UŒªı⁄USÿ ÃSÿ–

‡ÊÙ÷Ê◊º̋— ÁSÃÁ◊ÃŸÿŸ¬̋̌ ÊáÊËÿÊ¢ ÷ÁflòÊË-
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◊¢‚ãÿSÃ ‚ÁÃ „U‹÷ÎÃÙ ◊ø∑§ flÊ‚‚ËflH {wH

Á„UàflÊ ÃÁS◊ã÷È¡ªfl‹ÿ¢ ‡Ê¢÷ÈŸÊ ŒûÊ„USÃÊ

∑˝§Ë«UÊ‡ÊÒ‹ ÿÁŒ ø Áflø⁄Uà¬ÊŒøÊ⁄UáÊ ªı⁄UË–

÷XË÷òÊÿÊ Áfl⁄UÁøÃfl¬È— SÃÁê÷ÃÊãÃ¡¸‹ıÉÊ—

‚Ù¬ÊŸàfl¢ ∑È§L§ ◊ÁáÊÃ≈UÊ⁄UÙ„UáÊÊÿÊª˝ÿÊÿËH {xH

ÃòÊÊfl‡ÿ¢ fl‹ÿ∑È§Á‹‡ÊÙŒ˜ÉÊ^ŸÙŒ˜ªáÊ¸ÃÙÿ¢

ŸcÿÁãÃ àflÊ¢ ‚È⁄UÿÈflÃÿÙ ÿãòÊœÊ⁄UÊªÎ„Uàfl◊˜–

ÃÊèÿÙ ◊ÙˇÊSÃfl ÿÁŒ ‚π ÉÊ◊¸‹éœSÿ Ÿ SÿÊ-

à∑˝§Ë«UÊ‹Ù‹Ê— üÊfláÊ¬L§·Òª¸Á¡¸ÃÒ÷¸ÊÿÿSÃÊ—H {yH

„U◊Êê÷Ù¡¬˝‚Áfl ‚Á‹‹¢ ◊ÊŸ‚SÿÊŒŒÊŸ—

∑È§fl¸ã∑§Ê◊¢ ˇÊáÊ◊Èπ¬≈U¬˝ËÁÃ◊Ò⁄UÊflÃSÿ–

œÈãflã∑§À¬ºÈ̋◊Á∑§‚‹ÿÊãÿ¢‡ÊÈ∑§ÊŸËfl flÊÃÒ-

Ÿ¸ÊŸÊøc≈ÒU¡¸‹Œ ‹Á‹ÃÒÁŸ¸Áfl¸‡ÊSÃ¢ Ÿªãº˝◊˜H {zH

ÃSÿÙà‚X ¬˝áÊÁÿŸ ßfl dUSÃªXÊŒÈ∑Í§‹Ê¢

Ÿ àfl¢ ŒÎ¶Ê Ÿ ¬ÈŸ⁄U‹∑¢§Ê ôÊÊSÿ‚ ∑§Ê◊øÊÁ⁄UŸ˜–

ÿÊ fl— ∑§Ê‹ fl„UÁÃ ‚Á‹‹ÙeÊ⁄U◊ÈìÊÒÁfl¸◊ÊŸÊ

◊ÈQ Ê¡Ê‹ª˝ÁÕÃ◊‹∑¢§ ∑§ÊÁ◊ŸËflÊ÷˝flÎãŒ◊˜H {{H

3.4. Prose order : (P

u

rvamegh, from verse No.28 to 66)

(w}) ©UûÊ⁄UÊ‡ÊÊ¢ ¬˝ÁSÕÃSÿ ÷flÃ— ¬ãÕÊ fl∑˝§— ÿŒÁ¬ ©UîÊÁÿãÿÊ— ‚ıœÙà‚X¬˝áÊÿÁfl◊Èπ— ◊Ê
S◊ ÷Í—– ÃòÊ ÁfllÈgÊ◊S»È§Á⁄UÃøÁ∑§ÃÒ— ‹Ù‹Ê¬ÊXÒ— ¬ı⁄UÊXŸÊŸÊ¢ ‹ÙøŸÒ— Ÿ ⁄U◊‚ ÿÁŒ (ÃÁ„¸U
àfl¢) flÁÜøÃ— •Á‚–

(w~) ¬ÁÕ flËÁøˇÊÙ÷SÃÁŸÃÁfl„UªüÊÁáÊ∑§ÊÜøËªÈáÊÊÿÊ— SπÁ‹Ã‚È÷ª¢ ‚¢‚¬¸ãàÿÊ— ŒÁ‡Ê¸ÃÊflÃ¸ŸÊ÷—
ÁŸÁfl¸ãäÿÊÿÊ— ‚¢ÁŸ¬àÿ ⁄U‚ÊèÿãÃ⁄U— ÷fl– SòÊËáÊÊ¢ Á¬˝ÿ·È Áfl÷˝◊— •Êl¢ ¬˝áÊÿfløŸ¢ Á„U–

(xÆ) fláÊË÷ÍÃ¬˝ÃŸÈ‚Á‹‹Ê Ã≈UL§„UÃL§÷¢̋Á‡ÊÁ÷— ¡ËáÊ¸¬áÊÒ̧— ¬Êá«ÈUë¿UÊÿÊ ‚È÷ª Áfl⁄U„UÊflSÕÿÊ ÃÊ¢
•ÃËÃSÿ Ã ‚ı÷ÊÇÿ¢ √ÿÜ¡ÿãÃË Á‚ãœÈ—ÿŸ ÁflÁœŸÊ ∑§Ê‡ÿZ àÿ¡ÁÃ ‚ àflÿÊ ∞fl
©U¬¬Êl—–

(xv) ©ŒÿŸ∑§ÕÊ∑§ÙÁflŒª˝Ê◊flÎhÊŸ˜ •flãÃËŸ˜ ¬˝Êåÿ ¬ÍflÙ¸Ágc≈Ê¢ üÊËÁfl‡ÊÊ‹Ê¢ ‚ÈøÁ⁄UÃ»§‹ SflÀ¬Ë÷ÍÃ
ªÊ¢ ªÃÊŸÊ¢ SflÁª¸áÊÊ¢ ‡Ê·Ò— ¬ÈáÿÒ— NUÃ¢ ∑§ÊÁãÃ◊Ã˜ ∞∑¢§ ÁŒfl— πá«U◊˜ ßfl Áfl‡ÊÊ‹Ê¢ ¬È⁄UË◊˜
©U¬‚⁄U–

(xw) ÿòÊ ¬˝àÿÍ··È ¬≈ÈU ◊Œ∑§‹¥ ‚Ê⁄U‚ÊŸÊ¢ ∑Í§Á¡Ã¢ ŒËÉÊË¸∑È§fl¸Ÿ˜ S»È§Á≈UÃ∑§◊‹Ê◊ÙŒ◊ÒòÊË∑§·Êÿ—
•XÊŸÈ∑Í§‹— Á‡Ê¬˝ÊflÊÃ— ¬˝ÊÕ¸ŸÊøÊ≈ÈU∑§Ê⁄U— Á¬˝ÿÃ◊— ßfl SòÊËáÊÊ¢ ‚È⁄UÃ‹ÊÁŸ¢ „U⁄UÁÃ–
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(xx) ÿSÿÊ¢ ∑§ÙÁ≈U‡Ê— Áfl¬ÁáÊ⁄UÁøÃÊŸ˜ ÃÊ⁄UÊŸ˜ Ã⁄U‹ªÈÁ≈U∑§ÊŸ˜ „UÊ⁄UÊŸ˜ ‡Êæ˜U π‡ÊÈQ Ë— ‡Êc¬‡ÿÊ◊ÊŸ˜
©Uã◊ÿÍπ¬˝⁄Ê„UÊŸ˜ ◊⁄U∑§Ã◊áÊËŸ˜ Áflº˝È◊ÊáÊÊ¢ ÷XÊŸ˜ ø ŒÎ¶Ê ‚Á‹‹ÁŸœÿ— ÃÙÿ◊ÊòÊÊfl‡Ê·Ê—
‚¢‹ˇÿãÃ–

(xy) •òÊ flà‚⁄UÊ¡— ⁄UÊôÊ— ¬˝lÙÃSÿ Á¬˝ÿŒÈÁ„UÃ⁄¢U ¡„U˛– •òÊ ÃSÿ∞fl „ÒU◊¥ ÃÊ‹ºÈ̋◊flŸ◊˜ •÷ÍÃ˜–
•òÊ Ÿ‹ÁªÁ⁄U— Œ¬Ê¸Ã˜ SÃê÷◊˜ ©à¬Ê≈K ßÁÃ •Á÷ôÊ— ¡Ÿ— •ÊªãÃÍŸ˜ ’ãœÍŸ˜ ÿòÊ ⁄U◊ÿÁÃ–

(xz) ¡Ê‹ÙŒ˜ªËáÊÒ̧— ∑§‡Ê‚¢S∑§Ê⁄UœÍ¬Ò— ©U¬ÁøÃfl¬È— ’ãœÈ¬˝ËàÿÊ ÷flŸÁ‡ÊÁπÁ÷— ŒûÊŸÎàÿÙ¬„UÊ⁄U—
∑È§‚È◊‚È⁄UÁ÷·È ‹Á‹ÃflÁŸÃÊ¬ÊŒ⁄UÊªÊæ˜U Á∑§Ã·È „Uêÿ̧·È •SÿÊ— ‹ˇ◊Ë¥ ¬‡ÿŸ˜ •äflπŒ¢
ŸÿÕÊ—–

(x{) ÷ÃÈ ¸ — ∑§á∆ Uë¿UÁfl— ßÁÃ ªáÊ Ò — ‚ÊŒ⁄ ¢ U  flËˇÿ◊ÊáÊ— ∑ È §fl‹ÿ⁄ U¡ÙªÁãœÁ÷—
ÃÙÿ∑˝§Ë«UÊÁŸ⁄UÃÿÈflÁÃSŸÊŸÁÃQÒ — ªãœflàÿÊ— ◊L§Œ˜Á÷— œÍÃÊlÊŸ¢ ÁòÊ÷ÈflŸªÈ⁄UÙ— øá«UË‡fl⁄USÿ
¬Èáÿ¢ œÊ◊ ÿÊÿÊ—–

(x|) („U) ¡‹œ⁄U, ◊„UÊ∑§Ê‹◊˜ •ãÿÁS◊Ÿ˜ •Á¬ ∑§Ê‹ •Ê‚Êl Ã SÕÊÃ√ÿ¢ ÿÊflÃ˜ ÷ÊŸÈ—
ŸÿŸÁfl·ÿ◊˜ •àÿÁÃ– ‡‹ÊÉÊŸËÿÊ¢ ‡ÊÈÁ‹Ÿ— ‚¢äÿÊ’Á‹¬≈U„UÃÊ¢ ∑È§fl¸Ÿ˜ •Ê◊ãº˝ÊáÊÊ¢ ªÁ¡¸ÃÊŸÊ◊˜
•Áfl∑§‹¢ »§‹¢ ‹åSÿ‚–

(x}) ÃòÊ ¬ÊŒãÿÊ‚Ò— ÄflÁáÊÃ⁄U‡ÊŸÊ— ‹Ë‹ÊflœÍÃÒ— ⁄UàŸë¿UÊÿÊπÁøÃflÁ‹Á◊— øÊ◊⁄ÒU— Ä‹ÊãÃ„USÃÊ—
fl‡ÿÊ— àflûÊ— Ÿπ¬Œ‚ÈπÊŸ˜ fl·¸Êª˝Á’ãŒÍŸ˜ ¬˝Êåÿ àflÁÿ ◊œÈ∑§⁄UüÊÁáÊŒËÉÊ¸ÊŸ˜ ∑§≈UÊˇÊÊŸ˜
•Ê◊ÙˇÿãÃ–

(x~) ¬‡øÊÃ˜ ¬‡ÊÈ¬Ã— ŸÎûÊÊ⁄Uê÷ ¬˝ÁÃŸfl¡¬Ê¬Èc¬⁄UQ ¢ ‚Ê¢äÿ¢ Ã¡— ŒœÊŸ— ©UìÊÒ— ÷È¡ÃL§flŸ¢
◊á«U‹Ÿ •Á÷‹ËŸ— ÷flÊãÿÊ ‡ÊÊãÃÙmªÁSÃÁ◊ÃŸÿŸ¢ ŒÎc≈U÷ÁQ — (‚Ÿ˜ ¬‡ÊÈ¬Ã—)
•Êº˝¸ŸÊªÊÁ¡Ÿë¿UÊ¢ „U⁄U–

(yÆ) ÃòÊ ŸQ¢  ⁄U◊áÊfl‚ÁÃ¢ ªë¿UãÃËŸÊ¢ ÿÙÁ·ÃÊ¢ ‚ÍÁø÷lÒ— Ã◊ÙÁ÷— L§hÊ‹Ù∑§ Ÿ⁄U¬ÁÃ¬Õ
∑§Ÿ∑§ÁŸ∑§·ÁSŸÇœÿÊ ‚ıŒÊ◊ãÿÊ ©UflËZ Œ‡Ê¸ÿ– ÃÿÙà‚ª¸SÃÁŸÃ◊Èπ⁄U— ◊Ê ø ÷Í—– ÃÊ—
ÁflÄ‹flÊ—–

(yv) Áø⁄UÁfl‹‚ŸÊÃ˜ ÁπãŸÁfllÈà∑§‹òÊ— ÷flÊŸ˜ ‚È#¬Ê⁄UÊflÃÊÿÊ¢ ∑§SÿÊ¢ÁøÃ˜ ÷flŸfl‹÷ı ÃÊ¢
⁄UÊÁòÊ¢ ŸËàflÊ ‚Íÿ̧ ŒÎc≈U (‚ÁÃ) ¬ÈŸ⁄UÁ¬ •äfl‡Ê·¢ flÊ„UÿÃ˜– ‚ÈNUŒÊ◊˜ •èÿÈ¬ÃÊÕ¸∑Î§àÿÊ— Ÿ
◊ãŒÊÿãÃ π‹È–

(yw) ÃÁS◊Ÿ˜ ∑§Ê‹ ¬˝áÊÁÿÁ÷— πÁá«UÃÊŸÊ¢ ÿÙÁ·ÃÊ¢ ŸÿŸ‚Á‹‹¢ ‡ÊÊÁãÃ¢ Ÿÿ◊˜– •Ã— ÷ÊŸÙ—
flà◊¸ •Ê‡ÊÈ àÿ¡– ‚— •Á¬ ŸÁ‹ãÿÊ— ∑§◊‹flŒŸÊÃ˜ ¬˝Ê‹ÿÊSòÊ¢ „UÃÈZ ¬˝àÿÊflÎûÊ—– àflÁÿ
∑§⁄UL§Áœ •ŸÀ¬Êèÿ‚Íÿ— SÿÊÃ˜–

(yx) ªê÷Ë⁄UÊÿÊ— ‚Á⁄UÃ— ¬˝‚ãŸ øÃÁ‚ ∞fl ¬ÿÁ‚ ¬˝∑Î§ÁÃ‚È÷ª— Ã ¿UÊÿÊà◊Ê •Á¬ ¬˝fl‡Ê¢
‹åSÿÃ– ÃS◊ÊÃ˜ •SÿÊ— ∑È§◊ÈŒÁfl‡ÊŒÊÁŸ ø≈ÈU‹‡Ê»§⁄UÙmÃ¸Ÿ¬̋ÁˇÊÃÊÁŸ œÒÿ¸ÊÃ˜ ◊ÙÉÊË∑§ÃÈZ àfl¢
Ÿ •„¸UÁ‚–

(yy) („U) ‚π– ¬˝Ê#flÊŸË⁄U‡ÊÊπ¢ Á∑§ÁÜøÃ˜ ∑§⁄UœÎÃ◊˜ ßfl ◊ÈQ ⁄ÙœÙÁŸÃê’¢ ŸË‹¢ ÃSÿÊ—
‚Á‹‹fl‚Ÿ¢ NUàflÊ ‹éœ◊ÊŸSÿ Ã ¬˝SÕÊŸ¢ ∑§Õ◊Á¬ ÷ÊÁfl– ôÊÊÃÊSflÊŒ— ∑§— ÁflflÎÃ¡ÉÊŸÊ¢
Áfl„UÊÃÈ¢ ‚◊Õ¸—–
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(yz) àflÁãŸcÿãŒÙë¿˜UflÁ‚Ãfl‚ÈœÊªãœ‚¢¬∑¸§⁄Uêÿ— SòÊÙÃÙ⁄Uãœ˝äflÁŸÃ‚È÷ª¢ ŒÁãÃÁ÷— ¬Ëÿ◊ÊŸ—
∑§ÊŸŸÙŒÈê’⁄UÊáÊÊ¢ ¬Á⁄UáÊ◊ÁÿÃÊ ‡ÊËÃÙ flÊÿÈ— Œfl¬Ífl¸ÁªÁ⁄U◊˜ ©U¬Á¡ªÁ◊·Ù— Ã flÊSÿÁÃ–

(y{) ÃòÊ ÁŸÿÃfl‚ÁÃ¢ S∑§ãŒ¢ ¬Èc¬◊ÉÊË∑Î§ÃÊà◊Ê √ÿÙ◊ªXÊ¡‹ÊºÒ̋— ¬Èc¬Ê‚UÊ⁄ÒU— ÷flÊŸ˜ SŸ¬ÿÃÈ–
ÃÃ˜ flÊ‚flËŸÊ¢ ø◊ÍŸÊ¢ ⁄UˇÊÊ„UÃÙ— Ÿfl‡ÊÁ‡Ê÷ÎÃÊ „ÈUÃfl„U◊Èπ •àÿÊÁŒàÿ¢ Ã¡— Á„U–

(y|) ÖÿÙÁÃ‹¸πÊfl‹Áÿ ªÁ‹Ã¢ ÿSÿ ’„ZU ÷flÊŸË åÊÈòÊ¬˝êáÊÊ ∑È§fl‹ÿŒ‹¬˝Á¬ ∑§áÊ¸ ∑§⁄ÙÁÃ,
„U⁄U‡ÊÊÁ‡ÊL§øÊ œıÃÊ¬ÊX¢ ¬Êfl∑§— ◊ÿÍ⁄¢U ¬‡øÊÃ˜ •Áº˝ª˝„UáÊªÈL§Á÷— ªÁ¡¸ÃÒ— ŸÃ¸ÿÕÊ— –

(y}) ‡Ê⁄UfláÊ÷fl¢ Œfl◊˜ •Ê⁄UÊäÿ flËÁáÊÁ÷— Á‚hmãŒ˜flÒ— ¡‹∑§áÊ÷ÿÊÃ˜ ◊ÈQ ◊Êª¸— ©UÑÁYÃÊäflÊ
‚È⁄UÁ÷ÃŸÿÊ‹ê÷¡Ê ÷ÈÁfl dÙUÃÙ◊ÍàÿÊZ ¬Á⁄UáÊÃÊ¢ ⁄UÁãŒŒflSÿ ∑§ËÁÃZ ◊ÊŸÁÿcÿŸ̃ √ÿÊ‹ê’ÁÿÕÊ—–

(y~) ‡ÊÊÁX¸áÊ— fláÊ¸øı⁄U àflÁÿ ¡‹◊ÊŒÊÃÈ◊˜ •flŸÃ ¬ÎÕÈ◊Á¬ ŒÍ⁄U÷ÊflÊÃ˜ ÃŸÈ¢ ÃSÿÊ— Á‚ãœÙ—
¬˝flÊ„¢U ªªŸªÃÿ— ŸÈŸ¢ ŒÎc≈UË— •ÊflÖÿ¸ ∞∑¢§ SÕÍ‹◊äÿãº˝ŸË‹¢ ÷Èfl— ◊ÈQ ÊªÈáÊ◊˜ ßfl
¬̋ÁˇÊcÿãÃ–

(zÆ) ÃÊ◊˜ ©UûÊËÿ¸ ¬Á⁄UÁøÃ÷Í̋‹ÃÊÁfl÷˝◊ÊáÊÊ◊˜ (ßfl) ¬ˇ◊ÙàˇÊ¬ÊÃ˜ ©U¬Á⁄UÁfl‹‚à∑Î§cáÊ‡ÊÊ⁄U¬˝÷ÊáÊÊ¢
∑È§ãŒˇÊ¬ÊŸÈª◊œÈ∑§⁄UüÊË◊È·Ê¢ Œ‡Ê¬È⁄UflœÍŸòÊ∑§ıÃÍ„U‹ÊŸÊ◊˜ •Êà◊Á’ê’¢ ¬ÊòÊË∑È§fl¸Ÿ˜ fl˝¡–

(zv) •Õ ’˝±◊ÊflÃZ ¡Ÿ¬Œ¢ ¿UÊÿÿÊ ªÊ„U◊ÊŸ— ˇÊòÊ¬˝œŸÁ¬‡ÊÈŸ¢ ÃÃ˜ ∑§ı⁄Ufl¢ ˇÊòÊ¢ ÷¡ÕÊ—, ÿòÊ
ªÊá«UËflœãflÊ Á‡ÊÃ‡Ê⁄U‡ÊÃÒ— ⁄UÊ¡ãÿÊŸÊ¢ ◊ÈπÊÁŸ œÊ⁄UÊ¬ÊÃÒ— ∑§◊‹ÊÁŸ àfl◊˜ ßfl •èÿfl·¸Ã˜–

(zw) ’ãœÈ¬˝ËàÿÊ ‚◊⁄UÁfl◊Èπ— ‹ÊX‹Ë •Á÷◊Ã⁄U‚Ê¢ ⁄UflÃË‹ÙøŸÊVÊ¢ „UÊ‹Ê¢ Á„UàflÊ ÿÊ— Á‚·fl,
(„U) ‚ıêÿ (àfl¢) ÃÊ‚Ê¢ ‚Ê⁄USflÃËŸÊ◊˜ •¬Ê◊˜ •Á÷ª◊¢ ∑Î§àflÊ •ãÃ— ‡ÊÈh— ÷ÁflÃÊ, •Á¬
(ÃÈ) fláÊ¸◊ÊòÊáÊ ∑Î§cáÊ—–

(zx) ÃS◊ÊÃ˜ •ŸÈ∑§Ÿπ‹¢ ‡ÊÒ‹⁄UÊ¡ÊflÃËáÊÊZ ‚ª⁄UÃŸÿSflª¸‚Ù¬ÊŸ¬Áñ¢ ¡qÙ— ∑§ãÿÊ¢ ªë¿—, ÿÊ
ªı⁄UËfl∑˜§òÊ÷È∑È§Á≈U⁄UøŸÊ¢ »§ŸÒ— Áfl„USÿ ßfl ßãŒÈ‹ÇŸÙÁ◊¸„USÃÊ ‡Ê¢÷Ù— ∑§‡Êª˝„UáÊ◊˜ •∑§⁄UÙÃ˜–

(zy) ‚È⁄Uª¡ ßfl √ÿÊÁêŸ ¬‡øÊœ¸‹ê’Ë •ë¿US»§Á≈U∑§Áfl‡ÊŒ¢ ÃSÿÊ— •ê÷— ÁÃÿ¸∑˜  ¬ÊÃÈ¢ãfl¢
Ã∑¸§ÿ— øÃ˜ ‚¬ÁŒ dÙÃÁ‚ ‚¢‚¬¸ãàÿÊ ÷flÃ— ¿UÊÿÿÊ •‚ı •SÕÊŸÙ¬ªÃÿ◊ÈŸÊ‚¢ª◊Ê ßfl
•Á◊⁄UÊ◊Ê SÿÊÃ˜–

(zz) •Ê‚ËŸÊŸÊ¢ ◊ÎªÊáÊÊ¢ ŸÊÁ÷ªãœÒ— ‚È⁄UÁ÷ÃÁ‡Ê‹¢ ÃSÿÊ— ¬˝÷fl¢ ÃÈ·Ê⁄ÒU— ªı⁄U◊˜ •ø‹¢ ¬˝Êåÿ
•äflüÊ◊ÁflŸÿŸ oÎX ÁŸ·ááÊ— (‚Ÿ˜) ‡ÊÈ÷˝ÁòÊŸÿŸflÎ·ÙàπÊÃ¬VÙ¬◊ÿÊ¢ ‡ÊÙ÷Ê¢ flˇÿÁ‚–

(z{) flÊÿı ‚⁄UÁÃ ‚⁄U‹S∑§ãœ‚¢ÉÊ^¡ã◊Ê ©UÀ∑§ÊˇÊÁ¬Ãø◊⁄UË’Ê‹÷Ê⁄U— ŒÊflÊÁÇŸ— Ã¥ ’ÊœÃ øÃ˜
∞Ÿ¢ flÊÁ⁄UœÊ⁄UÊ‚„UdÒ— •‹¢ ‡Ê◊ÁÿÃÈ◊˜ •„¸UÁ‚– ©UûÊ◊ÊŸÊ¢ ‚¢¬Œ— •Ê¬ãŸÊÁÃ¸¬˝‡Ê◊Ÿ»§‹Ê—–

(z|) ÃÁS◊Ÿ˜ ‚¢⁄Uê÷Ùà¬ÃŸ⁄U÷‚Ê— ÿ ‡Ê⁄U÷Ê— ◊ÈQ ÊäflÊŸ¢ ÷flãÃ¢ ‚¬ÁŒ SflÊX÷XÊÿ ‹YÿÿÈ—–
ÃÊŸ˜ ÃÈ◊È‹∑§⁄U∑§ÊflÎÁc≈U¬ÊÃÊfl∑§ËáÊ¸ÊŸ˜ ∑È§flË¸ÕÊ—– ÁŸc»§‹Ê⁄Uê÷ÿ∑§àŸÊ— ∑§ flÊ ¬Á⁄U÷fl¬Œ¢
Ÿ SÿÈ—–

(z}) ÃòÊ ŒÎ·ÁŒ √ÿòÊ¢ ‡ÊÊ‡flÃ˜ Á‚hÒ— ©U¬ÁøÃ’Á‹◊˜ •œ̧ãŒÈ◊ı‹— ø⁄UáÊãÿÊ‚¢ ÷ÁQ Ÿ◊˝— ¬⁄UËÿÊ—,
ÿÁS◊Ÿ˜ ŒÎc≈U ©UŒ˜œÍÃ¬Ê¬Ê— üÊgœÊŸÊ— ∑§⁄UáÊÁflª◊ÊÃ˜ ™§äflZ ÁSÕ⁄UªáÊ¬Œ¬˝Ê#ÿ ∑§ÁÀ¬cÿãÃ–

(z~) •ÁŸ‹Ò— ¬Íÿ¸◊ÊáÊÊ— ∑§Ëø∑§Ê— ◊œÈ⁄¢U ‡ÊéŒÊÿãÃ ‚¢‚Q ÊÁ÷— Á∑¢§Ÿ⁄UËÁ÷— ÁòÊ¬È⁄UÁfl¡ÿ— ªËÿÃ–
∑§ãŒ⁄U·È Ã ÁŸ„U˛̧ÊŒ— ◊È⁄U¡ äflÁŸ— ßfl SÿÊÃ˜ øÃ˜ ÃòÊ ¬‡ÊÈ¬Ã— ‚¢ªËÃÊÕ¸— ‚◊ª˝— ÷ÊflË ŸŸÈ–
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({Æ) ¬˝Ê‹ÿÊº̋— ©U¬Ã≈U ÃÊ¢SÃÊŸ˜ Áfl‡Ê·ÊŸ˜ •ÁÃ∑˝§êÿ „¢U‚mÊ⁄¢U ÷ÎªÈ¬ÁÃÿ‡ÊÙflà◊¸ ÿÃ˜ ∑˝§ıÜø⁄Uãœ¢̋
ÃŸ ’Á‹ÁŸÿ◊ŸÊèÿÈlÃSÿ ÁflcáÊÙ— ‡ÿÊ◊— ¬ÊŒ— ßfl ÁÃÿ¸ªÊÿÊ◊‡ÊÙ÷Ë ©UŒËøË¥ ÁŒ‡Ê◊˜
•ŸÈ‚⁄U—–

({v) ™§äflZ ø ªàflÊ Œ‡Ê◊Èπ÷È¡Ùë¿U˜flÊÁ‚UÃ¬˝SÕ‚¢œ— ÁòÊŒ‡ÊflÁŸÃÊŒ¬¸áÊSÿ ∑Ò§‹Ê‚Sÿ •ÁÃÁÕ—
SÿÊ—, ÿ— ∑È§◊ÈŒÁfl‡ÊŒÒ— π¢ ÁflÃàÿ ¬˝ÁÃÁŒŸ¢ ⁄UÊ‡ÊË÷ÍÃ— òÿê’∑§Sÿ •^„UÊ‚— ßfl ÁSÕÃ—–

({w) ÁSŸÇœÁ÷ãŸÊTŸÊ÷ àflÁÿ Ã≈UªÃ ‚l— ∑Î§ûÊÁm⁄UŒŒ‡ÊŸë¿UŒªı⁄USÿ ÃSÿ •º˝— ◊ø∑§
flÊ‚‚Ë •¢‚ãÿSÃ ‚ÁÃ „U‹÷ÎÃ— ßfl ÁSÃÁ◊ÃŸÿŸ¬̋̌ ÊáÊËÿÊ¢ ‡ÊÙ÷¢Ê ÷ÁflòÊË¥ ©Uà¬‡ÿÊÁ◊–

({x) ÃÁS◊Ÿ˜ ∑˝§Ë«UÊ‡ÊÒ‹ ‡ê÷ÈŸÊ ÷È¡ªfl‹ÿ¢ Á„UàflÊ ŒûÊ„USÃÊ ªı⁄UË ¬ÊŒøÊ⁄UáÊ ø Áflø⁄UlÁŒ
(ÃÁ„U̧) •ª˝ÿÊÿË SÃÁê÷ÃÊãÃ¡¸‹ıÉÊ— ÷XË÷Q KÊ Áfl⁄UÁøÃfl¬È— ◊ÁáÊÃ≈UÊ⁄Ù„UáÊÊÿ ‚Ù¬ÊŸàfl¢
∑È§L§–

({y) ÃòÊ •fl‡ÿ¢ ‚È⁄UÿÈflÃÿ— fl‹ÿ∑È§Á‹‡ÊÙf^ŸÙŒ˜ªËáÊ¸ÃÙÿ¢ àflÊ¢ ÿãòÊœÊ⁄UÊªÎ„Uàfl¢ ŸcÿÁãÃ–
(„U) ‚π, ÉÊ◊¸‹éœSÿ Ãfl ÃÊèÿ— ◊ÙˇÊ— Ÿ SÿÊÃ˜ ÿÁŒ ∑˝§Ë«UÊ‹Ù‹Ê— ÃÊ— üÊfláÊ¬L§·Ò—
ªÁ¡¸ÃÒ— ÷Êÿÿ—–

({z) („U) ¡‹Œ, „U◊Êê÷Ù¡¬˝‚Áfl ◊ÊŸ‚Sÿ ‚Á‹‹◊˜ •ÊŒŒÊŸ— ∞⁄UÊflÃSÿ ˇÊáÊ◊Èπ¬≈U¬˝ËÁÃ¥
∑È§fl¸Ÿ˜ ∑§À¬ºÈ̋◊Á∑§‚‹ÿÊÁŸ •¢‡ÊÈ∑§ÊÁŸ ßfl flÊÃÒ— œÈãflŸ˜ ŸÊŸÊøc≈ÒU— ‹Á‹ÃÒ— Ã¢ Ÿªãº¢̋
∑§Ê◊¢ ÁŸÁfl¸‡Ê—–

({{) ¬˝áÊÁÿŸ— ßfl ÃSÿ ©Uà‚X dSÃªXÊŒÈ∑Í§‹Ê◊˜ •‹∑§Ê¢ ŒÎ¶Ê („U) ∑§Ê◊øÊÁ⁄UŸ˜, àfl¢ ¬ÈŸ— Ÿ
ôÊÊSÿ‚– ©UìÊÒÁfl¸◊ÊŸÊ ÿÊ fl— ∑§Ê‹ ‚Á‹‹ÙeÊ⁄U◊˜ •÷˝flÎãŒ¢ ∑§ÊÁ◊ŸË ◊ÈQ Ê¡Ê‹¬˝ÁÕÃ◊˜
•‹∑§◊˜ ßfl fl„UÁÃ–

3.5. Translation : (P

u

rvamegha, Verse No.28 to 66)

(28) For you, travelling towards the north, the path may be circuitous; yet do

not fail to amuse yourself on the palace-galleries of Ujjayin

i

; you will be

deceiving yourself if you are not charmed there by the eyes of city-ladies

having unsteady corners and dazzled by the flashes of lightning streaks.

(29) Having come in contact, on your way, with the Nirvindhy

a

 (river), having

for her waist-band the row of birds noisy on account of the turbulence of

the waves, gliding in a manner graceful by her stumblings and manifesting

her navel in the form of the whirlpools, do you become the enjoyer of the

flavour (of her water); for, with regard to their lovers, amorous gestures

are women’s first expressions of love.

(30) O fortunate one, the river Sindhu with its scanty water appearing like a

single braid, pale in colour on account of dried up leaves falling from trees

on her banks, suggests, by her lovelorn condition, the good luck of yours.

You yourself, when cross her,  will have to adopt measures by which she

will abandon her emaciation (be filled up with water again).

(31) Having reached the country of Avanti
–
, where the old villagers are conversant
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with the stories about Udayana, approach the aforesaid city of Vis«

a

l

a

(otherwise known as Ujjayin

i

), abounding in wealth and appearing as it

were a bright part of heaven, borne down (to the earth) by the remaining

merit of those, who, after having lived in heaven, have come down to the

earth, (the stock of) the fruits of their virtuous deeds having run short.

(32) Where the breeze from the S «ipr

a

, early in the morning, lengthening the

sweet cooing of the cranes under intoxication, fragrant due to its contact

with the extremely pleasing smell of blown lotuses, and agreeable to the

body, removes the lethargy of women brought on by enjoyment, like a

lover proffering his request in flattering terms.

(33) And on seeing in crores of pearl-necklaces with precious stones forming

their central gems, conches, pearl-shells, emerald gems, dark green like

young grass, with their shooting rays spread upwards, and pieces of corals,

arranged (for sale)  in the market-places whereof, the oceans appear (to

be so robbed of their treasures as) to have only water left in them.

(34) And where the people, versed in folk-lore, amuse their relations coming

on a visit to a place with such stories as – “Here did the king of the Vatsa

country (Udayana by name) carry away the beloved daughter of Pradyota;

and here there was the golden garden of the T

a

la trees, belonging to the

same king (i.e., Pradyota), and here also roamed, as they say, (his elephant)

Nalagiri, having uprooted the tie-post in his fury.

(35) With your size increased by the (smoke of the) incense used for perfuming

the hair and escaping through the lattices of the windows, and welcomed

with presents in the form of their dancing by the domestic peacocks through

fraternal affection, do you dispel the fatigue of your journey enjoying the

beauty therein, in its lofty buildings, sweet-smelling with flowers and marked

with red lac of the feet of beautiful ladies.

(36) Respectfully looked at by S «iva’s attendants, since you resemble their

master’s neck in colour, you should go to the holy temple of the Lord of

the three worlds, the Caňď

i

s«vara, which has its garden fanned by breezes

from the Gandhavať

i

 (river), fragrant with the pollen of blue lotuses and

with bathing-perfumes of damsels engaged in sporting in its water.

(37) O cloud! even if you reach the Mah

a

k

a

la at any other time, you should

stay there till the sun passes beyond the range of eyes. Serving the noble

purpose of a drum during the evening worship of Siva, you will obtain the

full fruit of your rumbling thunders.

(38) There on receiving from you the first drops of rain-water shoothing to their

nail-marks, the dancing girls, with their waist-zones jingling at the planting

of their feet (in the act of dancing) and with their hands fatigued by the

graceful waving of the C

a

maras with their handles covered with lustrous

gems, will cast at you side-glances long like rows of bees.
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(39) Thereafter, at the commencement of S«iva’s dance, resting in a round form

on the lofty forests of his arms, possessing the twilight lustre as red as the

fresh-blown hibiscus (jap

a

) flower, do you remove the desire for the wet

elephant’s hide of the Lord of creatures, your devotion being marked by

Bhava
–
ni

–
 with her eyes steady owing to her inward agitation being calmed

down.

(40) There, when, the royal road is obstructed from vision by dense darkness,

point out, by your lightning, charming like a streak of gold on a touch-

stone, the path to women going to their lovers’ abodes at night; water but

don’t you be resounding with thunder and the downpour, because they

(i.e., the women) are timid.

(41) Having passed that night on some lofty mansion-roof, where pigeons are

asleep, you, whose wife, the lightning, is tired by sporting for a long time,

should proceed ahead on your remaining journey, when the sun is seen again.

Indeed, those who have undertaken a mission from their friends never delay.

(42) That is the time when the tears of offended women are to be wiped off by

lovers; hence, avoid the path of the sun at once; because, when he has

returned to remove tears of dew from the lotus -face of the lotus plant, he

will be extremely angry with you, obstructing his rays.

(43) Even your naturally attractive reflection will gain entrance into the clear

waters of the (river) Gambh

i

r

a

, as into a pure mind, hence it does not

befit you to render futile, through rudeness, her lotus-like bright glances, in

the form of swift springing up of the fish.

(44) After you will have removed her blue garment in the shape of the water,

slipped down from her hips in the form of the bank and appearing to be

clutched up by the hand on account of the branches of the canes touching

it (the garment in the form of water), it will be with considerable difficulty

that the departure of you hanging obliquely, will take place. Who, that has

experienced the pleasure is able to leave a woman with loins uncovered.

(45) A cool breeze, pleasant on account of its contact with the smell of the

earth refreshed by your showers, inhaled by elephants in a manner charming

on account of their snorting sounds, and causing the wild figs to rippen,

will gently blow as you will proceed to Devagiri.

(46) Assuming the form of a flowery cloud, you should bathe Skanda, who has

taken permanent abode there, with floral showers, wet with waters of

heavenly Ganges. For he is (none other than) his own energy, surpassing

the sun in brightness that was placed by S«iva,bearing the new moon, in the

mouth of Agni (i.e. fire) for the protection of the armies of Indra.

(47) Thereafter, by your thunderings, deeply echoing in the mountain, you should

cause to dance that peacock of K

a

rtikeya, whose corners of eyes are

illumined by the lustre of S«iva’s moon and whose dropped feather, encircled

with streaks of lustre, Bhav

a

n

i

 puts on her ear instead of a blue lotus

petal, through affection for her son.
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(48) After worshipping the god born of s«ara reeds, when you will move forward,

your path being left by the pairs of Siddhas bearing lutes, from fear of the

drops of water, you stop for a while to do honour to the glory of Rantideva,

sprung from his slaughter (in sacrifice) of cows and appearing on earth in

the form of a river.

(49) When you, resembling Křsň̌a in colour, will bend down to drink its water,

the current of that river though broad, yet appearing slender due to the

distance, will be looked at by those moving in the sky (viz, gods and

demigods), with fixed eyes, as if it were the earth’s single-streaked necklace

of pearls with a big sapphire for its central gem.

(50) After crossing that river, you proceed further making yourself an object of

curiosity to the eyes of the ladies of Da

′s

apura, familiar with the sportive

movements of their creeper– like eyebrows, having dark and variegated

lustre flashing up due to the uplifting of eys-lashes and adopting the beauty

of the bees, following Kunda flowers as they are tossed about.

(51) Then entering the country of Brahma
–
varta with your shadow, you should

move on to the region of the Kauravas (Kurukšetra) which reminds one of

the terrible battles of the Ksǎtriyas, wherein Arjuna showered hundreds of

sharp arrows on the heads of kings, in the same way as you do on the

lotuses by your showers.

(52) O gentle one! having drunk waters of the Sarasvat
i

, which Balar
a

ma,

refusing to take part  in the war on account of his love towards his kinsmen,

made use of, rejecting wine of agreeable taste with Revati
–
’s eyes reflected

in it, you will be purified at heart, dark only in colour externally.

(53) From there, you should go to Jahnu’s daughter the Ganges - , descended

from the Himalayas near Kanakhala, who served as the flight of the steps

to heaven to Sagara’s sons, and who, laughing as it were with her foam at

the frowning face of Gauri
–
, caught hold of S«iva’s hair with her hands, in the

form of waves stretching to the moon (on his crest).

(54) If, like a heavenly elephant with its forepart leaning against the sky, you

think of drinking her water as clear as crystal, she with your shadow swiftly

moving along the stream, will appear beautiful, as if she has been united

with the Yamun

a

 at another place (than Pray

a

ga).

(55) On reaching the mountain, the source of that very river (i.e. Him

a

laya),

white with snow and having its rocks scented by the musk of the deer

sitting thereon, you seated on its peak for the removal of your fatigue, will

possess a beauty comparable to that of a mass of mud dug up by the white

bull of the three-eyed Lord (i.e. S«iva).

(56) If the wild fire caused by the friction of branches of pine trees when the

wind blows, destroys by its flames the thick tails of the Camar

i

 cows, it

behoves you to extinguish it completely by thousands of your showers; for
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the riches of the great are certainly for relieving the sufferings of the

distressed.

(57) Scatter away with heavy showers of hail-stones, those S«arabhas there,

who, reckless to jump up in anger, may suddenly attack you, standing out

of their path, only to get their bodies shattered: who, indeed, that direct

their efforts to useless undertakings, do not become  on object of contempt!

(58 Humble with devotion, go round, keeping it to the right, the foot-print of

S«iva, bearing the crescent moon on His head, imprinted there on the rock

and to which offerings are always brought by the Siddhas; on seeing it,

those who have faith, being free from their sins, are able, on falling off the

(worldly) body, to attain the permanent post of Ganǎs.

(59) There the bamboos, as they are filled with wind, produce pleasing sounds,

while the victory over Tripura is sung in a body (chorus) by the wives of the

Kinnaras: if your thunder then, resounding in the caves, will be as deep as the

sound of a tabor, the apparatus of S«iva’s concert there will surely be complete.

(60) Going beyond those various beautiful spots on the slopes of the Him

a

laya,

you, appearing beautiful on account of your oblique length and resembling

the black foot of Višňu, prepared to restrain Bali, should fly northwards by

the opening in (mount) Krau

~n

ca, by which swans proceed (to the lake

Ma
–
nasa) and which has contributed to Paras«ur

a

ma’s glory.

(61) Soaring still higher, you should be the guest of (the mountain) Kaila sa, the

joints of whose peaks were loosened by R
a

vanǎ, which serve as a mirror

to the females of the gods, and which stands occupying the sky with its

peaks white like lilies, as if it were the loud laugh of S«iva, accumulated day

by day.

(62) When you resembling glossy and powdered collyrium, will be staying on

its slopes, I imagine, the beauty of that mountain, white like a piece of

elephant’s tusk freshly cut off, will be worthy to be gazed at with steady

eyes, like the black garment of Balar

a

ma placed on his shoulder.

(63) And if Gauri
–
, a helping hand being given to her by S «iva leaving off his

serpent-bracelets, should walk about on foot on that pleasure mountain,

preceding her, form yourself with the internal mass of water hardened into

a line of ascending curves and become a flight of steps for her to ascend its

jewelled slope.

(64) The celestial damsels will surely transform you there into a shower-bath,

your water being thrown out by striking against their diamond studded

bracelets. O friend, if you, obtained in the hot season, can have no escape

from there, then frighten them, engaged in sports, by your thunders, harsh

to the ear.

(65) Drinking the water of the lake Ma–nasa, the producer (i.e, birth place) of

golden lotuses, giving for a moment to Air

a

vata the pleasure of having a
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covering for his face, shaking off  with your breezes the sprouts of the

wish-granting – tree (Kalpa-druma) as if they were silken garments with

sportings, full of various actions like these, O Cloud, you should enjoy the

lord of mountains according to your own will.

(66) You, moving at will, on seeing Alak

a

 with its garment the Ganges dropping

from it, lying on its slope, as if on the lap of a lover, you  will  not fail to

recognize it; full of lofty mansions, it bears during your season, a mass of

clouds shedding water, like a damsel having her braid decorated with pearl

strings.

3.6 Select Expositions / Notes

Verse No.(28) : Yaksǎ requests the piece of cloud, which is moving towards

north to reach Alak

a

, to take a bit circuitous path here. Because, here there is a

beautiful city called Ujjayin

i

. From this verse onward till verse No.41, we find a

vivid description of the city of Ujjayin

i

. From this verse it can be known that this

city is full of big, white-washed mansions and the ladies here are very charming

with beautiful eyes.

Stop to Consider :

Ujjayini
–
, situated on the bank of river S «ipr

a
, was the capital of the country

called Avanti
–
. It was also known as Vis «

a
l
a

 or Vis «
a

l
a

 Avantik
a

 and

Pušpakaranď̌ini
–
. It is supposed to have been the residence of poet K

a

lid

a

sa

and the capital city of his well known patron king Vikram

a

ditya. It is stated to

be one of the seven sacred cities in India visited by numerous pilgrims. Name

of these seven cities are stated as–

“•ÿÙäÿÊ ◊ÕÈ⁄UÊ ◊ÊÿÊ ∑§Ê‡ÊË ∑§ÊÜøË •flÁãÃ∑§Ê–

 ¬È⁄UË mÊ⁄ÊUflÃË øÒfl ‚#ÒÃÊ ◊ÙˇÊŒÊÁÿ∑§Ê—H”

Verse No.31 : The old villagers of the country called Avanti
–
, the capital of

which is Ujjayin

i

, are very much conversant with the stories about Udayana, the

king of Vatsa, a neighbouring country. It is said that Udayana married Va
–
savadatta

–

, the princess of Avanti
–
. Ujjayini

–
 or Vis«

a

l

a

 was a very wealthy city. It was believed

to be as good as heaven. According to the Ved

a

nta philosophy, the souls of

those, who in this world perform meritorious deeds,  go to the heaven to enjoy

the fruit of such deeds. When the stock of their religious merit is exhausted, they

come back to this world. Hence, it is stated in the S«rimadbhagavadgi
–
t

a

 thus –

“Ã Ã¢ ÷ÈÄàflÊ Sflª¸‹Ù∑¢§ Áfl‡ÊÊ‹¢

ˇÊËáÊ ¬Èáÿ ◊àÿ¸‹Ù∑¢§ Áfl‡ÊÁãÃ–”§(Git

a

, IX.21)
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Now, for those who were sent back to this world while a bit of the fruit of their

good deeds remained unenjoyed, they still had to be provided with those heavenly

pleasures in this world itself. For that purpose a heaven had to be made in this

world itself. K

a

lid

a

sa thinks that Ujjayin

i

 was the place made for that purpose.

Hence, in this verse Ujjayin

i

 is said to be a piece of heaven in this world. In fact

it is the ornamental way of expression, whereby the richness and peacefulness of

the city of Ujjayin

i

 has been described.

Stop to consider :

The Story of Udayana

The story of Udayana is found in Guň

a

dȟya’s Brȟatkath

a

, Kšemendra’s

Brȟatkath

a

ma

~n

jar

i

 and Somadeva’s Kath

a

sarits

a

g

a

ra. It is also found in

Bh

a

sa’s Svapnav

a

savadatt

a

. It is briefly thus – Caňdǎmah

a

sena, otherwise

known as Pradyota, was the king of Ujjaynin

i

. By the grace of Indra he got a

daughter named V

a

savadatt

a

. He wished to give her in marriage to a king

named Sanjaya. But V

a

savadatt

a

 saw king Udayana of Vatsa in her dream

and fell in love with him. Pradyota came to know about that and hence forcefully

brought Udayana to his country and kept him in captivity there. But when he

was set free by the minister, he carried off V

a

savadatt

a

 to his own kingdom.

Later on the story of Udayana and V

a

savadatt

a

 became vert popular among

the masses.

The Story of Vis«« «« «aalaa

The term Vis«

a

l

a

(i.e. another name of Ujjayini
–
) can be derived as §“ÁflÁ‡Êc≈UÊ

‡ÊÊ‹Ê—” (mansions or big houses of a particular structure)§ÿSÿÊ◊̃. It means– the

place which has big houses. But if it is considered to be same as Vais«

a

li
–
 as

stated in the Bh

a

gavatapur

a

nǎ, then it is so called after  Vis«a
–
la, a king of the

Solar race and son of Třňabindu. Vis«

a

la founded this place, and thus it got the

name Vais«

a

li. “Áfl‡ÊÊ‹Ù fl¢‡Ê∑Î§º˝Ê¡Ê flÒ‡ÊÊ‹Ë¥ ÁŸ◊¸◊ ¬È⁄UË◊˜”(Bh

a

gavata, IX.2.33).

Verse No.(34) : The poet now describes the important spots of the city of

Ujjayin

i

, which are generally visited by a new-comer being guided by his

host who happens to be a dweller of the city. That is why it is stated that the well

informed city-dwellers delight their relatives showing them that part of the city,

wherefrom Udayana, the king of Vatsa abducted the beautiful and beloved

daughter of Pradyota (i.e., V

a

savadatt

a

). In that city another spectacular spot is

the golden palm-tree forest of king Pradyota. Such golden forest certainly reflect

the richness and uniqueness of Ujjayini
–
. King Pradyota had a mighty elephant

called Nalagiri (otherwise known as Nadagiri). Nalagiri was so strong, that once

it uprooted a huge post from the ground out of fury. That place would also be

pointed out by the city people towards their relatives coming for a visit.
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Nalagiri was stated to be as powerful as Air

a

vata, the famous elephant of lord

Indra. Once Pradyota propitiated goddess Candi
–
 by offering oblations of his

own flesh. Being pleased the goddess gave him an excellent sword. Nalagiri

and this sword were the proud possessions of the king.

Verse No.(36) : Apart from the small river S «ipra
–
, there is another important

river at Ujjayini
–
. It is called Gandhavati

–
. By this river there is the temple of

Canď̌i
–
s«vara (i.e., Lord S«iva). This is the most famous spot of  Ujjayini

–
. Gardens

of the famous temple are always shaken by cool breezes coming from Gandhavat

i

,

which also carry the fragrance of lotuses. When cloud will reach that pleasant

place, he will be gazed upon eagerly by the attendants of Lord S «iva. Because,

the complexion of cloud is very similar to that of the neck of the Lord, i.e., both

are dark in complexion. S«iva’s neck turned black by the effect of deadly poison

(i.e., K

a

lakutǎ) he drank when it was produced at the time of churning of the

milky ocean.

Stop to consider :

The famous temple of Lord S«iva at Ujjayin

i

 is known as Mahaakaala temple.

The Lord there, is considered to be one of the 12 ‘Jyotirli

&n

gas. One can get rid

of all sins just having a sight of one of these Jyotirli
&n

gas. S«ivapuraaňa gives all

the names of the 12 Jyotirli
&ngas as follows:

““‚ÊÒ⁄UÊc≈̨U ‚Ù◊ŸÊÕÜø üÊË‡ÊÒ‹ ◊ÁÑ∑§Ê¡Ȩ̀Ÿ◊˜–

©UîÊÊÁÿãÿÊ¢ ◊„UÊ∑§Ê‹◊Ù¥∑§Ê⁄U¬⁄U◊‡fl⁄U◊˜H

∑§ŒÊ⁄¢U Á„U◊flà¬Îc≈U «UÊÁ∑§ãÿÊ¢ ÷Ë◊‡Ê¢∑§⁄¢U–

flÊ⁄UÊáÊSÿÊ¢ ø Áfl‡fl‡Ê¢ òÿê’∑¢§ ªıÃ◊ËÃ≈UH

flÒlŸÊÕ¢ ÁøÃÊ÷Í◊ı ŸÊª‡Ê¢ ŒÊL§∑§ÊflŸ–

‚ÃÈ’ãœ ø ⁄UÊ◊‡Ê¢ ÉÊÈ‡◊‡Ê¢ ø Á‡ÊflÊ‹ÿH

∞Ã·Ê¢ Œ‡Ê¸ŸÊŒfl ¬ÊÃ∑¢§ ŸÒfl ÁÃc∆UÁÃ–””
K

a

lid

a

sa in his Raghuvamms«a has also described the Mah

a

k

a

la temple of

Ujjayin

i

 and has said that even in the dark half of the month, the entire region

remains illuminated due to the beams of the moon at the head of the Lord.

“•‚ı ◊„UÊ∑§Ê‹ÁŸ∑§ÃŸSÿ fl‚ãŸŒÍ⁄U Á∑§‹ øãº˝◊ı‹—–

ÃÁ◊d¬ˇÊ˘Á¬ ‚„U Á¬˝ÿÊÁ÷ÖÿÙ¸àSŸÊflÃÙ ÁŸÁfl¸‡ÊÁÃ ¬˝ŒÙ·ÊÃ˜H”

      (Raghuvamms«a, VI.34).

Verse No.(39) : Just in the preceeding two verses it is stated that in the

Mah

a

k

a

la temple during the evening time there will be special worship of the

Lord. Yakša opines that cloud must be present there during that time and take
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part in the worship by its moderately deep thunder, serving the purpose of beating

a drum in the prayer.

It is now stated that Lord S«iva himself will dance during that time. Addressing the

cloud Yakša says – after playing the part of a drum in the evening worship of Lord

S«iva, overhang yourself in a circular way over the raised arms of the Lord, appearing

like a forest of trees, when His Taan∏d∏ava-dance commences. Adopt then the colour

of the twilight, blood-red like a Japa– flower (i.e., hibiscus), thereby fulfilling the

desire of the Lord to wear the wettened and reddened elephant-hide. This type of

your devotion will be watched at by goddess Bhav

a

n

i

 with eyes peaceful after the

removal of fear.

It is said that when S«iva starts dancing his Taňdǎva dance, he loves to wear the

hide of Gaj

a

sura (i.e., a demon in the form of an elephant) whom he killed and

took out the skin dripping with blood and danced. Goddess     P

a

rvati
–
 , his wife,

feels uneasy when he weares it. When cloud will encircle the arms of the Lord,

having the twilight colour at the black backdrop of his dark body, the cloud will

resemble the hide of the elephant (which is black in colour) with red blood stains.

Hence, taking the piece of cloud , resting at his arms, to be the hide of the

elephant, Lord S«iva will dance without wearing the actual hide. By this devotion of

the cloud Bhav

a

n

i

 will be pleased and she will be relieved of her inward agitation.

Stop to consider :

  1. In Indian tradition two terms are very frequently used to mean dance. They

are Nřtta and Nřtya. Abhinayadarpanǎ clearly distinguishes them when it

says:§ “÷ÊflÊÁ÷Ÿÿ„UËŸ¥ ÃÈ ŸÎûÊÁ◊àÿÁ÷œËÿÃH

⁄U‚÷Êfl√ÿTŸÊÁŒÿÈQ¢  ŸÎàÿÁ◊ÃËÿ¸Ã– ” (Abhinayadarpanˇa,15-16).

According to this statement Nrťta is a non-imitative art based upon the

principles of Ta
–
la and Laya. Nřtya, which expresses Bh

a

va, is an imitative

art.

 2. N

a

g

a

jina means an elephant’s skin which belonged to a demon named

Gaja. The demon acquired such power that he would have conquered the

gods and would have destroyed the sages, had they not fled to V

a

r

a

nǎsi
–

and taken refuse in the temple of Lord S«iva (i.e., Vis«van

a

tha temple). The

Lord destroyed the demon, and ripped up his body, stripped off the elephants

hide, which he cast over his shoulders for a cloak. S«iva is described as

wearing this elephant’s hide whenever He has His Taaňďava dance. In several

places of the Kumaraasambhava, Ka–lida–sa has described S «iva wearing

this elephant’s hide. e.g. –

“àfl◊fl ÃÊflà¬Á⁄UÁøãÃÿ Sflÿ¢ ∑§ŒÊÁøŒÃ ÿÁŒ ÿÙª◊„¸UÃ—– flœÍŒÈ∑Í§‹¢ ∑§‹„¢U‚‹ˇÊáÊ¢

ª¡ÊÁ¡Ÿ¢ ‡ÊÙÁáÊÃÁflãŒÈflÁ·¸ øH”(Kumarasambhava, V.67)



(67)

Check Your Progress

1. Describe the city of Ujjayin

i

 in your own words.

2. Describe an evening at the Maha–ka–la temple.

3. What do you know about king Pradyota?

Verse No.(46) :

After Ujjayin

i

, going some distance, the cloud will now reach another important

place. It is called Devagiri. This is the permanent abode of Kum

a

ra K

a

rtikeya,

the valorous son of Lord S«iva. Ka–rtikeya is otherwise known as Skanda. He is

none but Lord S«iva’s own Superior luster, which was thrown to the mounth of

Agni. After his birth Ka–rtikeya became the commander-in-chief of the gods and

saved them from the demons. As cloud can take any form according to its own

will (Ka
–
mar

u

pa), it should now take the form of flower and bathe Skanda with

shower of flowers, wet with the water of the heavenly Ganges.

The birth-story of Skanda is nicely described in the 10th canto of the

Kum

a

rasambhava of K

a

lid

a

sa.. The story in brief runs as follows –

The gods, being harassed by demon Ta–raka, approached Lord Brahm

a

 to

save them. Brahma
–
 told them that only a son from Lord S «iva can save them

from Ta–raka. The gods tried hard for a union between S «iva and Pa–rvat

i

. In

that process S«iva burnt Ka
–
madeva out of anger; but ultimately S«iva married Pa

–

rvat

i

 and remained secluded in her company for many months. The gods being

impatient sent Agni to break their privacy. Agni, in the form of a dove approached

them. S«iva recognised him and out of fury cast His seed that had escaped from

his body into the mouth of Agni. Agni unable to bear it threw it into the Ganges.

Therefrom it found its way to the six Krˇttik

a

s, who in their turn cast it into a

thicket of Sara reeds, where the son was born. As the Křttika
–
s had to bear him,

he came to be known as K

a

rtikeya. As Agni had to hold him initially, he is

known as P

a

vaki
–

 also.

Verse No.(48) :

Moving further ahead after saluting K

a

rtikeya, who is otherwise known as

S «arabh

u

 or S «aravanabh

u

, as he was born over the szara-reeds, the piece of

cloud will now find a famous river called Carmanv̌at

i

. This river will remind

the cloud of the fame of  Rantideva, the famous king of Das«apura. Rantideva

was the younger of the two sons of Sa

&m

skrˇti and a descendant of Bharata.

He is mentioned in the Mahaabhaarata and the Pura
–
ňas. He is described as being

very rich, religious, charitable and profuse in his sacrifices. It is said that

Carmanv̌at

i

 was formed by the blood flowing out of the bodies of numorous

cows killed by Rantideva in his sacrifices called Gosava. The aerial path in that

place is frequented by Sidhas carrying lutes in their hands. Water vapours present
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in the cloud might cause damage to the strings of the lutes. Hence, they will stay

out of the path of the cloud out of fear.

Stop to Consider :

Sidhas are often said to be afraid of rain. They, being semi-divine, often live in

mountain regions and travel through the aerial path. They are very much afraid

of heavy showers and to get rid of it often take shelter at the lofty peaks of

Himalayas. Thus in Kumaarasambhava  K

a

lid

a

sa says – §

““•Ê◊π‹¢ ‚¢ø⁄UÃÊ¢ ÉÊŸÊŸÊ¢ ¿UÊÿÊ◊œ— ‚ÊŸÈªÃÊ¢ ÁŸ·√ÿ–

©mÁ¡ÃÊ flÎÁc≈UÁ÷⁄UÊüÊÿãÃ oÎUXÊÁáÊ ÿSÿÊÃ¬flÁãÃ Á‚hÊ—H””(Kumaarasambhava, I.5)

Verse No.(51) :

The cloud will now reach an important country named Brahm

a

varta. There

lies the famous field of Kurus where the battle of the Mahaabhaarata took place

(i.e., Kuruksětra). In this battle-field Arjuna, the holder of the bow Gaaňdǐ
–
va,

killed numerous Kšatriya heros pouring rain of hundreds of arrows on them, just

as lotuses (or lilies) get destroyed by heavy down pour of cloud.

Brahm

a

varta is considered to be a very holy region by the Indian tradition. As

mentioned by Manu, it is situated between the divine rivers Sarasvati
–
 and Dřsǎdvati

–
.

Mahaabhaarata mentions it as extending from south of Sarasvati
–
 to the north of

Dřsǎdvati
–
.§

“‚⁄USflÃËŒÎ·màÿÙŒ¸flŸlÙÿ¸ŒãÃ⁄¢U–

Ã¢ ŒflÁŸÁ◊¸Ã¢ Œ‡Ê¢ ’˝±◊ÊflÃZ ¬˝øˇÊÃH

ŒÁˇÊáÊŸ ‚⁄USflàÿÊ ŒÎ·màÿÈûÊ⁄UáÊ ø–

ÿ fl‚ÁãÃ∑È§L§ˇÊòÊ Ã fl‚ÁãÃ ÁòÊÁflc≈U¬H” (Mahaabhaarata, Vanaparva,83.4)

Verse No.(53) :

Near Kanakhala, a holy place near Haridwar, cloud will find the daughter of

Jahnu, i.e., J

a

hnav

i

. J

a

hnav

i

 is another name of river Ganges. It is said that this

holy river was brought down by Bhag

i

ratha for salvation of his fore-fathers, the

sons of Sagara, and near Kanakhala the Ganges entered the plain first. She came

down with a great force and on Bhag

i

ratha’s prayer Lord S«iva held her in His

matted hair over His head. As Ganges comes down here with great force the

flow of her water forms white foams.

In this verse river Ganges is personified as co-wife of Gaur

i

. Gaur

i

 bent her

eye-brows in jealous indignation at the thought that S«iva had honoured her co-

wife Ga

&n

g

a

 with a seat on His head. The foam of Gang

a

 being white in colour

is looked upon as her laughter at the sight of jealous frowning of Gaur

i

.

s
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Stop to consider :

Sagara was a king of the Solar dynasty. He performed hundred horse-sacrifices

(i.e., A

′s

vamedhayaj

~n

a). When he began his hundredth horse-sacrifice, Indra,

fearing he might lose his place in case the sacrifice was concluded, stole away

the horse and carrying it to P

a

t

a

la placed it by the side of sage Kapila who

was practising penance there. The 60,000 sons of Sagara, who were appointed

the guardians of the horse, dug the earth in the course of their search for the

horse. Finding the horse grazing near sage Kapila, they insulted him, calling

him the thief. Kapila, out of his anger, reduced the sons of Sagara to ashes by

the flame of fire that flashed forth from his body. There they remained unsaved

for hundreds of years for their souls could be conveyed to heaven only if their

ashes were washed by the waters of the celestial river Ga

&n

g

a

. Neither Sagara,

nor his son An
.
s«uma–n, nor his grand son Dili

–
pa, was able to bring down the

heavenly river. However, his great-grand son Bhagi
–
ratha, by his long-continued

austerities, succeeded to bring down Ga

&n

g

a

 to this world. The ashes of his

forefathers were then washed with its water and their souls raised to heaven.

To reward Bhagi
–
ratha’s labour Brahm

a

 ordained that Ga

&n

g

a

 should

thenceforth be called Bh

a

g

i

rathi
–
.

When Bhagi
–
ratha brought down Gan

.
ga–, the river in its course swept the sacrificial

grounds of sage Jahnu, who being disturbed in his devotions drank up its

water. As Bha
–
g

i

ratha prayed him repeatedly, he let Gan
.
ga

–
 off from his ears.

Thus, Gan
.
ga

–
 came to be known as Ja

–
hnavi, i.e., Jahnu’s daughter.

SAQ :

1. What do you know about Rantideva? (50 words)

.............................................................................................................

.............................................................................................................

2. Who is known as J

a

hnavi and why? (100 words)

.............................................................................................................

.............................................................................................................

.............................................................................................................

3. Where is Brahm

a

varta situated? (50 words)

.............................................................................................................

.............................................................................................................

4. Why celestial river Ga

&n

gaa is known as Bhaag

i

rathi
–
? (100 words)

.............................................................................................................

.............................................................................................................
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Verse No.(60) :

After crossing the said objects of curiosity, the cloud proceeding further north,

will find another notable place called Ha

&m

sadv

a

ra or Krau

~n

carandhra. It is a

pass or hole through mount Krau

~n

ca, which serves as a passage for the flamingos

or swans in their annual journey from main land India to the lake M

a

nasa at the

Him

a

layas. This fissure was created by Paras«ur

a

ma, who is otherwise known

as Bhřgupati. It remained as a monument of his valour. To pass through this hole

the cloud has to extend its length crosswise like the dark foot of Lord Vis ∏n∏u

being extended to put down demon-king Bali, while the Lord took his V

a

mana

incarnation.

Stop to consider :

  1. Para

′s

ur

a

ma was the son of sage Bhrǧu, otherwise known as Jamadagni.

That is why Para

′s

ur

a

ma is known also as Bh

a

rgava, Bhrǧupati and

J

a

madagnya. He was taught Dhanurvidy

a

 by Lord S«iva on mount Kail

a

sa.

Being jealous of the fame of K

a

rttikeya as the piercer of the Krau

~n

ca

mountain, he also sent an arrow right through the mountain, and the fissure

made by it in the mountain ever, remained as the monument of this valorous

deed of Para

′s

ur

a

ma. This fissure was used by him to cross the mountain to

come to the main land, which was later on used by the swans to go to lake

M anasa.

  2.Bali was a celebrated demon. He was the son of Virocana and grand son of

Prahl

a

da. He oppressed the gods. Gods prayed Lord Višňu to save them.

Višňu took birth as the dwarf son of Ka

′s

yapa and Aditi. Assuming the form

of a mandicant he went to demon-king Bali and prayed him to give him as

much earth as he could cover in three steps. Bali, who was famous for his

benevolence, unhesitatingly acceded to this apparently simple request. The

dwarf form of Višňu soon assumed a mighty form and began to measure the

three steps. the first step covered the earth, the second the heaven, and not

knowing where to place the third, placed it on the head of Bali and pushed

him to P

a

t

a

la and allowed him to rule there. Indra, thus, regained his lost

position.

Verse No. (61)

Moving still higher, cloud will now find mount Kail

a

sa. This is the abode of Lord

S«iva. Being formed of crystals, it is transparent and reflective. Thus, it serves as

a mirror to the wives of gods residing in that region. As the mountain is very lofty,

its peaks are snowcapped. That is why they are said to be as white as lilies. Due

to the whiteness of the peaks it is said as if these are accumulated loud laughter of

Lord S«iva. It is also said here that the peaks of mount Kail

a

sa have been rendered
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loose by the arms of R

a

vaňa. This refers to R

a

vaňa’s attempt to remove Kail

a

sa

to La

&n

k

a

.

R

a

vanˇa was the step brother of Kubera. He was an ardent devotee of

Lord S «iva. As S «iva resides in Kail

a

sa, R

a

vanˇa travelled everyday from

La

&n

k

a

 to Kail

a

sa riding on his Pusp̌aka-vim

a

na only to worship the

Lord. He got tired of this exercise and wanted to take away Kail

a

sa itself

to his country, i.e., La

&n

k

a

. When he tore Kail

a

sa off from its foundation,

it gave a rude shock to peaks and they got loosened. P

a

rvat

i

 clung to

S«iva in alarm. To quiet her fears S «iva pressed down the mountain and

R

a

vanˇa escaped from being crushed under it by pacifying the Lord with

a beautiful prayer.

It is to be noted that there is ‘Kavisamaya’ in this verse as the whiteness of

Kaila–sa is said to be accumulated laughter of Lord S«iva.

Stop to consider:

‘Kavisamaya’ is a way of expression used by Sanskrit Poets very often. This

is actually a poetic convention. Poets very often describe fame, laughter and

other such positive things as white in colour. Sin etc. are black. Anger and love

are red. White and blue lotuses are invariably described while speaking about

lake and other water-bodies. These are also associated with birds like swans.

Cakora, a kind of bird is said to feed on moonbeams. Swans go to lake

M

a

nasa during rainy season. Such descriptions are found in the works of

great poets and it is considered to be a quality of a literary composition to

have ‘Kavisamaya’. Saahityadarpan ∏a provides a long list of such

‘Kavisamaya’s. For example-

“◊ÊÁ‹ãÿ¢ √ÿÙÁêŸ ¬Ê¬, ÿ‡ÊÊÁ‚ œfl‹ÃÊ fláÿ¸Ã „UÊ‚∑§ËàÿÙ¸—

⁄UQ ı ø ∑˝§Ùœ⁄UÊªı, ‚Á⁄UŒÈŒÁœªÃ¢ ¬V¡ãŒËfl⁄UÊÁŒ–

ÃÙÿÊœÊ⁄U˘Áπ‹˘Á¬ ¬˝‚⁄UÁÃ ø ◊⁄UÊ‹ÊÁŒ∑§— ¬ÁˇÊ‚YÙ

ÖÿÙàSŸÊ ¬ÿÊ ø∑§Ù⁄ÒU¡¸‹œ⁄U‚◊ÿ ◊ÊŸ‚¢ ÿÊÁãÃ „¢U‚Ê—H....”etc.

(Saahityadarpan∏a, VII. 32)

Check Your Progress:

(1) Describe the path to be followed by cloud from R

a

magiri to Alak

a

.

(2) Write a note on Ka
–
lida

–
sa’s knowledge on Pauranic stories.
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3.7 Model Explanation

Verse No. 39 :

“¬‡øÊŒÈìÊÒ÷Ȩ̀¡ÃL§flŸ¢ .................. ŒÎc≈U÷ÁQ ÷¸flÊãÿÊ”–

¬˝SÃÈÃ¬l¢ ◊„UÊ∑§Áfl∑§ÊÁ‹ŒÊ‚Áfl⁄UÁøÃ ◊œŒÍÃŸÊ◊∑§ πá«U∑§Ê√ÿ ‚◊È¬‹èÿÃ–

∑§ÁflŸÊ ª˝ãÕÊ⁄Uê÷ flÁáÊ¸Ã¢ ÿÃ˜ œŸÊÁœ¬Ã— ∑È§fl⁄USÿ ÷Îàÿ— ∑§Á‡øÃ˜ ÿˇÊ— SflSflÊÁ◊ŸÊ
•Á÷‡Ê#— ‚Ÿ˜ ⁄UÊ◊ÁªÁ⁄U‚¢ôÊ∑§ ¬fl¸Ã ∞∑§‚¢flà‚⁄¢U ÿÊflÃ˜ fl‚ÁÃ¢ ø∑§Ê⁄U– ÃòÊÒfl ◊Ê‚∑§ÁÃ¬ÿÊŸãÃ⁄U◊˜
•Ê·Ê…USÿ ¬˝Õ◊ÁŒfl‚ ∞∑¢§ ◊ÉÊπá«¢U ŒŒ‡Ê¸– •‹∑§ÊÁSÕÃÊÿÒ SflÁ¬˝ÿÊÿÒ flÊÃ¸ÊflÊ„U∑§M§¬áÊ Ã◊fl
◊ÉÊπá«¢U ÁŸÿÙÖÿ ÿˇÊ— ⁄UÊ◊ÁªÁ⁄UÃ— •‹∑§Ê¬ÿ̧ãÃ¢ ◊Êª̧fláȨ̂Ÿ¢ ∑Î§ÃflÊŸ̃– ÃŒfl‚⁄U ‚◊ÊÿÊÁÃ ¬lÁ◊Œ◊̃–
ÃÁS◊ãŸfl ◊Êª̧ Áflãäÿ¬fl¸ÃÊŒÈûÊ⁄UflÊÁ„UãÿÊ— ÁŸÁfl¸ãœÊÿÊ— ¬˝ÊÇ÷Êª Á∑§ÿàÿÁ¬ ŒÍ⁄U ÁSÕÃÊ ©UîÊÁÿŸË
Ÿª⁄UË– ÃSÿÊ◊fl ©UîÊÁÿãÿÊ¢ ÁSÕÃSÿ •ÁÃ¬˝Á‚hSÿ ◊„U∑§Ê‹ÊÅÿSÿ Á‡Êfl◊ÁãŒ⁄USÿ fláÊ¸ŸÁ◊Œ◊˜–

ÃÁS◊Ÿ˜ ◊ÁãŒ⁄U ‚Ê¢äÿ¬Í¡ÊŸãÃ⁄¢U ¬‡ÊÈ¬Ã— Á‡ÊflSÿ ÃÊá«UflŸÎûÊ◊˜ •Ufl‡ÿŒ‡Ê¸ŸËÿ¢ ÷flÁÃ– ÃŒÊ
Á‡Êfl— ÃL§flŸ‚ŒÎ‡ÊÊŸ˜ ÷È¡ÊŸ˜ ©UìÊÒ—∑Î§àflÊ ŸÎûÊ¢ ∑§⁄UÙÁÃ– ÿˇÊáÊ ◊ÉÊ— •ŸÈL§äÿÃ ÿŒ˜ ÃŒfl‚⁄U ◊œ—
¡¬Ê∑È§‚È◊‚ŒÎ‡Ê¢ ⁄UQ fláÊ¸ÿÈQ¢  ‚¢äÿÊ∑§Ê‹ËŸ¢ ⁄UÁflÁ∑§⁄UáÊ¢ Sfl‡Ê⁄UË⁄U œÊ⁄UÁÿàflÊ Á‡ÊflSÿ ÷È¡ÃL§flŸ¢
◊á«U‹Ê∑§Ê⁄UáÊÊÁüÊàÿ ÁÃc∆UUÃ̃– ª¡Ê‚È⁄UŸÊ◊∑§Sÿ •‚È⁄USÿ ◊Œ̧ŸÊŸãÃ⁄¢U ÷ªflÊŸ̃ ◊„UÊŒfl— ÃŒËÿ◊Êº̧̋ÊÁ¡Ÿ¢
÷È¡◊á«U‹Ÿ Á’÷˝ûÊÊá«Ufl¢ ø∑§Ê⁄UÁÃ ¬˝Á‚Áh—– Ãà¬‡øÊŒÁ¬ ÿŒÊ ÿŒÊ ÃÊá«UflŸÎûÊSÿÊfl‚⁄U •ÊÿÊÁÃ
ÃŒÊ ÃŒÒfl ◊„UÊŒflSÿ ª¡ÊÁ¡ŸœÊ⁄UáÊë¿UÊ ¡ÊÿÃ– ÷flÊãÿÊ— ∑Î§Ã SflSflÊÁ◊Ÿ— ◊„UÊŒflSÿÊø⁄UáÊÁ◊Œ¢
◊„UŒÈmª∑§Ê⁄UáÊ¢ ‚◊ÁSÃ– ⁄UQ fláÊ¸Sÿ ‚¢äÿÊ∑§ÊÁ‹∑§⁄UÁflÁ∑§⁄UáÊSÿ ‚¢S¬‡Ȩ̂Ÿ ∑Î§cáÊfláÊ¸Sÿ ◊ÉÊSÿ
‡ÊÊ÷Ê ⁄UQ ‚¢¢S¬Îc≈U∑Î§cáÊfláÊ¸Sÿ „UÁSÃø◊¸áÊ— ‚ŒÎ‡ÊË ÷ÁflcÿÁÃ– •Ã— Á‡Êfl— ÁŸ¡÷È¡flŸÁŸ‹ËŸ¢
◊ÉÊπá«U◊fl ª¡ÊÁ¡ŸÁ◊ÁÃ ◊àflÊ flSÃÈÃ— ª¡ÊÁ¡Ÿ¢ ÁflŸÊ ∞fl ŸÎûÊÊ⁄Uê÷¢ ∑§Á⁄UcÿÁÃ– •ŸŸ ÷flÊãÿÊ—
ª¡ÊÁ¡ŸŒ‡Ê¸Ÿ÷ÿM§¬Sÿ ©UmªSÿ ¬˝‡Ê◊Ÿ¢ ÷ÁflcÿÁÃ– •Ã ∞fl ÿˇÊáÊ ◊ÉÊ◊ÈÁg‡ÿÙëÿÃ-
◊„UÊ∑§Ê‹◊ÁãŒ⁄U ‚¢äÿÊ¬Í¡Ÿ‚◊ÿ ¬≈U„UM§¬¢ ∑§áÊ¸◊œÈ⁄Uª¡¸ŸÊÁŒ∑¢§ ÁflœÊÿ ¬‡ÊÈ¬Ã— ÃÊá«UflŸÃ¸ŸÊfl‚⁄U
⁄UQ fláÊ¸‚Ê¢äÿÃ¡œÊ⁄UáÊŸ ª¡ÊÁ¡Ÿ‚ÎŒÎ‡Ê— ‚Ÿ˜ ÷ªflÃ— ÷È¡Êfl‹ê’ŸŸ ÃSÿ L§Áœ⁄UÁ‚Q
ª¡Ê‚È⁄Uø◊¸ÊÁ÷‹Ê·¢ ¬Í⁄Uÿ ÿŸ ÷flÊãÿÊ •Á¬ ©UmªSÿ ¬˝‡Ê◊Ÿ¢ ÷flÁŒÁÃ–

÷Ê⁄UÃËÿ¬⁄Uê¬⁄UÊÿÊ¢ ŸÃ¸Ÿ’Ùœ∑¢§ ‡ÊéŒmÿ¢ √ÿflÁ±⁄UUÿÃ-ŸÎûÊ¢ ŸÎàÿÜø– ©UQ ÜøÊÁ÷ŸÿŒ¬¸áÊ-
“÷ÊflÊÁ÷ŸÿŒËŸ¢ ÃÈ ŸÎûÊÁ◊àÿÁ÷ÕËÿÃH ⁄U‚÷Êfl√ÿTŸÊÁŒÿÈQ¢  ŸÎàÿÁ◊ÃËÿ¸Ã–” ßÁÃ– ◊„UÊŒflSÿ
ŸÃ¸ŸãÃÈ ÃÊ‹ÿÈQ àflÊÃ˜ •Á÷Ÿÿ„UËŸàflÊìÊ ŸÎûÊ ∞flÙëÿÃ– ◊„UÊŒflSÿ ª¡ÊÁ¡ŸÉÊÊ⁄UáÊÁfl·ÿ
∑È§◊Ê⁄U‚ê÷fl ÿÕÊ-

“àfl◊fl ÃÊflà¬Á⁄UÁøãÃÿ Sflÿ¢ ∑§ŒÊÁøŒÃ ÿÁŒ ÿÙª◊„¸UÃ—– flœÍŒÈ∑Í§‹¢ ∑§‹„¢U‚‹ˇÊáÊ¢ ª¡ÊÁ¡Ÿ¢
‡ÊÙÁáÊÃÁflãŒÈflÁ·¸ øH” ßÁÃ– ¿UãŒSÃÈ •òÊ ◊ãŒÊ∑˝§ÊãÃÊ– ÃÑˇÊáÊ¢ ÿÕÊ-

“◊ãŒÊ∑˝§ÊãÃÊê’ÈÁœ⁄U‚ŸªÒ◊Ù¸ ÷Ÿı Ãı ªÿÈÇ◊◊˜” ßÁÃ ¿UãŒÙ◊Tÿ¸Ê◊˜–

Verse No. 51 :

“’˝±◊ÊflÃZ ¡Ÿ¬◊Õ .................... ∑§◊‹Êãÿèÿfl·¸ã◊ÈπÊÁŸH”

¬˝SÃÈÃ¬l¢ ◊„UÊ∑§Áfl∑§ÊÁ‹ŒÊ‚Áfl⁄UÁøÃ ◊ÉÊŒÍÃ ‚◊È¬‹èÿÃ– Á¬˝ÿÊÁflë¿UÁŒÃ— ÿˇÊ—
Sfl∑È§‡Ê‹flÊÃ¸ÊflÊ„U∑§M§¬áÊ ◊ÉÊπá«¢U ÁŸÿÙÖÿ ÁŸ¡ÁŸflÊ‚SÕÊŸÃ— ⁄UÊ◊ÁªÁ⁄UÃ— •‹∑§Ê¬ÿ¸ãÃ¢
◊Êª¸fláÊ¸Ÿ¢ ∑Î§ÃflÊŸ˜– ÃŒfl‚⁄U ‚◊ÊÿÊÁÃ ¬lÁ◊Œ◊˜–
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•‹∑§Ê¬ÿ¸ãÃ¢ ªë¿UÃ— ◊ÉÊSÿ ◊Êª̧ ’˝±◊ÊflÃ¸ŸÊ◊∑§— ¬ÈáÿSÕÊŸÁfl‡Ê· •ÊÿÊÁÃ– Ã¢ ¡Ÿ¬Œ¢ fláÊ¸ÿŸ˜
ÿˇÊáÊÙQ¢  - „U ◊ÉÊ •ÕÊŸãÃ⁄¢U ’˝±◊ÊflÃ¸ŸÊ◊∑¢§ ¡Ÿ¬Œ◊˜ •Õ¸ÊÃ˜ Œ‡Ê¢ Sfl∑§Ëÿë¿UÊÿÿÊ ¬˝Áfl‡ÊŸ˜
ˇÊÁòÊÿÊáÊÊ¢ ÷ÿ¢∑§⁄¢U ÿÈhS◊Ê⁄U∑¢§ ∑È§L§ˇÊòÊ¢ fl˝¡– ÃòÊ ∑È§L§ˇÊòÊ ◊„UÊ÷Ê⁄UÃ‚◊⁄U ÃÎÃËÿ¬Êá«Ufl—
ªÊá«UËflœãflÊ •¡Ȩ̀Ÿ— ÃŒËÿÒ— ÃËˇáÊÒ— ’ÊáÊ‚„UdÒ— ∑§ı⁄Ufl¬ˇÊªÃÊŸÊ¢ ŸÎ¬ÊáÊÊ¢ ◊ÈπÊÁŸ Áøë¿UŒ, ÿÕÊ
àfl¢ fl·¸ÊÿÊ— ¬˝¬ÊÃÒ— ∑§◊‹ÊÁŸ ¬Í⁄UÿÁ‚ ÃmÃ˜–

’˝±◊ÊflÃ¸ŸÊ◊∑§— ¡Ÿ¬Œ— ‚⁄USflÃËŒÎ·màÿÙ— ◊äÿ flÃ¸Ã ßÁÃ ∑§ÁÕÃ◊ÁSÃ– ◊„UÊ÷Ê⁄UÃ ÿÕÊ-

“‚⁄USflÃËŒÎ·màÿÙŒ¸flŸlÙÿ¸ŒãÃ⁄¢U–

Ã¢ ŒflÁŸÁ◊¸Ã¢ Œ‡Ê¢ ’˝±◊ÊflÃZ ¬˝øˇÊÃH

ŒÁˇÊáÊŸ ‚⁄USflàÿÊ ŒÎ·màÿÈòÊ⁄UáÊ ø–

ÿ fl‚ÁãÃ ∑È§L§ˇÊòÊ Ã fl‚ÁãÃ ÁòÊÁflc≈U¬H” (◊„UÊ÷Ê⁄UÃ, flŸ¬fl¸ÁáÊ, }x.y)

∑È§L§ˇÊòÊ¢ ’˝±◊flÃ¸¡Ÿ¬Œ flÃ¸Ã ßÁÃ ◊ŸÈ‚¢Á„UÃÊÿÊ◊˜ ©UQ ◊ÁSÃ ÿÕÊ-

“∑È§L§ˇÊòÊ¢ ø ◊àSÿÊ‡ø ¬ÊÜøÊ‹Ê— ‡ÊÍ⁄U‚Ÿ∑§Ê—–

∞· ’˝±◊Á·¸Œ‡ÊÙ flÒ ’˝±◊ÊflÃ¸ÊŒŸãÃ⁄U—H” (◊ŸÈ‚¢Á„UÃÊ, w.v~)

•òÊ ©U¬◊Ê‹¢∑§Ê⁄U—– ¿UãŒSÃÈ ◊ãŒÊ∑˝§ÊãÃÊ–

3.8. Summing Up :

The Meghadu
–
ta is a master piece in the arena of Sanskrit literature. It is One of

the most popular works of great poet K

a

lid

a

sa. From a thorough analysis of the

text the special features of the Maghad

u

ta which emerge are as follows-

(1) Meghad

u

ta is a creation of K

a

lid

a

sa’s own imagination. Though it is said to

be modelled on the story of Hanumat carrying the message of S«r

i

r

a

ma, as

found in the Raamaayan∏a, yet the originality of K

a

lid

a

sa is evident and thus

the poet gets here full freedom to unfurl the story according to his own will.

(2) Nature is not only very beautifully depicted in this work, it has also been very

successfully personified. For example, cloud is personified as a messenger,

while lightning as its wife and several rivers as its beloveds. These are described

as having emothions like human beings.

(3) Mand

a

kr

a

nta– metre with its slow tempo has been used very aptly to depict

pathos of Yakša. Application of soft syllables has remarkably enhanced the

beauty of the metre used. All these factors being combined together has

made the contexual Rasa, i.e., Vipralambhas«ř

&n

g

a

ra more appealing.

(4) Use of Arth

a

ntarany

a

sa Ala

&m

k

a

ra has not only made the contexual Rasa

furthermore appealing, but it has served as a tool to impart morals.

(5) Another remarkable feature is poet’s choice of words. In this Khaňďak

a

vya,

a simple word can suggest a lot more, as evidenced by words like ‘pramattaȟ’

and ‘kas«cit’ in the very first verse.
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(6) Reference to various pauranic stories has made the Meghadu
–
ta more

interesting for the connoisseur.

(7) K

a

lid

a

sa’s concept of love has been well depicted in the  Meghadu
–
ta. The

message is that love should not merely be for the sake of love itself, it shoud

not be sensual. It should rather be endowed with a sense of duty. This ideal

can be felt suggested all throughout the work, making it thereby a very

successful Dhvanik

a

vya.

3.9. Suggested Reading :

(1) The Meghad

u

ta of K

a

lid

a

sa,ed.M.R. Kale, Motilal Banarsidass Publishers

Pvt Ltd., Delhi, 1969.

(2) Sa–hityadarpanǎ of Vis«van

a

thakavir

a

ja.

(3) Kuma–ra–sambhava of K

a

lid

a

sa.

(4) S«ivapuraaňa.

(5) Skandapuraaňa.

––xx––
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Unit-4

Chanoman
~
jari

Contents

4.1 Introduction

4.2 Objectives

4.3 Division of Metres

4.4 Moric Metre

4.5 Gan∏as or Symbols

4.6 To find out ‹ÉÊÈ and ªÈL§

4.7 Cassura-ÿÁÃ

4.8 Vedic Metres

4.9 Classical Metres

4.10 òÊÿÙŒ‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (•ÁÃ¡ªÃË)

4.11 øÃÈŒ¸‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (‡ÊP ⁄UË)

4.12 ¬@ÊŒ‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (•ÁÃ‡ÊP ⁄UË)

4.13 ‚#Œ‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (•àÿÁc≈U—)

4.14 •CÊŒ‡ÊÊˇÊ⁄UÊ flÎÁûÊ — ( œÎÁÃ—)

4.15 ™§ŸÁfl‡ÊãÿˇÊ⁄UÊ flÎÁûÊ— (•ÁÃœÎÁÃ—)

4.16 Áfl¢‡ÊÊàÿˇÊ⁄UÊ flÎÁûÊ— (∑Î§ÁÃ—)

4.17 ∞∑§Áfl¢‡ÊãÿˇÊ⁄UÊ flÎÁûÊ— (¬˝∑Î§ÁÃ—)

4.18 Summing up

4.19 Reference Books & Suggested Readings.

4.1 Introduction:

¿UãŒÙflh¢ ¬Œ¢ ¬l◊̃– Poetry is a composition in metres. In the Naťyas«

a

stra, Bharatamuni

says–¿UãŒ„UËŸÙŸ ‡ÊéŒÙ˘ÁSÃ Ÿ ¿UãŒ— ‡ÊéŒflÁ¡̧Ã◊̃– “There is no word without ¿UãŒ and

¿UãŒ cannot exist without words’’. ¿UãŒ or metre basically is divided into vedic i.e.,

•‹ıÁ∑§∑§ and classical metre, i.e., ‹ıÁ∑§∑§ ¿UãŒ—– The Pa
–
nini

–
yas«iks∏a

–
 says that ¿UãŒ is

regarded as the feet of the Vedas : ¿UãŒ— ¬ÊŒı ÃÈ flŒSÿ–

In ancient times sages like Ka–s«yapa, Ka–tya–yana, Ma–nďˇavya, Pi

&n

gala, etc,

composed works on metrical science. Among these scholars Pi

&n

gala’s

Chandas

u

tra is regarded as the most authentic one. It contains eight chapters

and basically deals with Vedic metres. In the fifteenth and sixteenth chapters

of the N

a

ťyas«

a

stra Bharatamuni discusses metres briefly and systematically.

These chapters are mainly based on Pi

&n

gala’s Chandas

u

tra.
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Ga

&n

g

a

d

a

sa composed his ¿UãŒÙ◊T⁄UË for discussing classical metres. According

to its author the Chandoma

~n

jar

i

 is written extracting the scumb of the ancient

books on Chandas for the benefit of the learners. He writes–

‚ÁãÃ ÿlÁ¬ ÷ÍÿÊ¢‚ˇ¿UãŒÙ ª˝ãÕÊ ◊ŸËÁ·áÊÊ◊˜–

ÃÕÊÁ¬ ‚Ê⁄U◊Ê∑Î§cÿ Ÿ’∑§ÊÕÙ¸ ◊◊Ùl◊—H

In fact it is a very handy and beneficial work on metrical science. It helps learners

to find out a metre in which a particular verse is composed. For meeting its end

he has furnished the method of finding out the ganˇas (ªáÊ) that determines a

metre.

4.2 Objectives :

Metre is an intregal part of Sanskrit Poetry. The Chandoma

~n

jar

i

 teaches a

reader to read poetry sweetly and put pause in proper places. After studying

this section one can learn how to–

: define a particular metre and illustrate it.

: scan and find out a metre in a particular verse.

: acquire knowledge about the definitions of various metres.

: distinguish between the Vrˇtha and J
a

ti.

: find out distinctions among the Samavr ˇtha, Ardhasamavr ˇtta and

Visˇamavrťta.

: find out the ten symbols.

: find out symbols or ganˇas.

: Distinguish between ‹ÉÊÈ and ªÈL§.

: recite Sanskrit verses with paused in proper places.

4.3 Divisions of Metres :

In Sanskrit literature we find two types of compositions viz, prose and verse/

poetry (ªl and ¬l). A verse (padya) contains four feet or  ¬ÊŒ. So a poetry is

defined as ¬l¢ øÃÈc¬ŒË. ¬l is of two types, viz, flÎûÊ and ¡ÊÁÃ– When a padya is

measured with syllables, then it is termed as flÎûÊ, Whereas in  ¡ÊÁÃ mora or ◊ÊòÊÊ
is measured. Thus metres may either be syllabic or moric. (flÎûÊ◊ˇÊ⁄U‚¢⁄UÉÊÊÃ¥
¡ÊÁÃ◊Ê¸òÊÊ∑Î§ÃÊ ÷flÃ˜). flÎûÊ is further divided into three types, viz, ‚◊flÎûÊ, •œ¸‚◊flÎûÊ
and Áfl·◊flÎûÊ.

‚◊flÎûÊ — When a ¬l has equal number of syllables in all the four feet, then it is

called ‚◊flÎûÊ,(‚◊¢ ‚◊øÃÈcÿÊŒ¢ ÷flÁÃ–). For example – •ŸÈc≈ÈUÿ˜ etc.
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•œ̧‚◊flÎûÊ: The first and the third feet of a verse contain equal number of letters

and second and the  fourth  feet contain same number of letters or

syllables in the •œ̧‚◊flÎûÊ ¿UãŒ . (•œ̧‚◊¢ ¬ÈŸ: •ÊÁŒSÃÎÃËÿflŒ̃ ÿSÿ ¬ÊŒøÃÈÕȨ̂
Á≈˜UflÃËÿflÃ◊˜) example : ‚ÈãŒ⁄UË.

Áfl·◊flÎûÊ : All the four feet of a verse contain different number of syllables in this

type. (Á÷ãŸÁø±ŸøÃÈcÿÊŒ¢ Áfl·◊¢ ¬Á⁄U∑§ËÁÃ¸Ã◊–)

4.4 ¡ÊÁÃflÎûÊ- Moric Metre :

Mora or ◊ÊòÊÊ is measured in pronunciation of a letter. Each and every letter may

be of ∞∑§◊ÊòÊÊ, Ám◊ÊòÊÊ or ÁòÊ◊ÊòÊÊ– The way of counting ◊ÊòÊÊ  is given as–

∞∑§◊ÊòÊÙ ÷flÃ˜ „˛USflÙ Ám◊ÊòÊÙ ŒËœ¸ ©UëÿÃ–

ÁòÊ◊ÊòÊSÃÈ ÷flÃ˜ å‹ÈÃÙ √ÿUTŸÜøÊœ¸◊ÊòÊ∑§◊˜–

 That is to say the „ŲSflfláÊ¸  are of ∞∑§◊ÊòÊÊ, ŒËœ¸fláÊ¸  are of  Ám◊ÊòÊÊ, å‹ÈÃ (in the case

of  ‚ê’ÙœŸ) are of ÁòÊ◊ÊòÊÊ and √ÿTŸ fláÊ¸ s are of •Õ¸◊ÊòÊÊ–

Thus the ¡ÊÁÃ¿UãŒ may be divided into three groups, viz, •Êÿ̧Ê, flÒÃÊ‹Ëÿ and ◊ÊòÊÊ‚◊∑§

on the basis of m

a

tr

a

 or moras present there. In the •Êÿ¸Ê metre there are five

ganǎs constituted with four m

a

tr

a

s. Those are ‚fl¸ªÈL§, •ãÃªÈL§, ◊äÿªÈL§, •ÊÁŒªÈL§
and •ÊÁŒ‹ÉÊÈ–

Example :  ‚fl¸ªÈL§ = ∑§Ê‹Ë, •ãÃªÈL§ = ∑§◊‹Ê, ◊äÿªÈL§ = ªáÊ‡Ê, •ÊÁŒªÈ⁄U = ‡ÊV⁄U, and

‚fl¸‹ÉÊÈ = ªáÊ¬ÁÃ.

4.5 Gan ˇˇ ˇˇ ˇas or Symbols :

Ten symbols are recognised by the authors of Metrical science for determining a

syllabic metre. Those are–  ◊, ÿ, ⁄U, ‚, Ã, ¡, ÷, Ÿ, ª and ‹. Those ten letters or

symbols are used to define all the syllabic metre (flÎûÊ¿UãŒ).

êÿ⁄USÃ¡÷˝ªÒ‹¸ÊãÃÒ⁄UÁ÷Œ¸‡ÊÁ÷⁄UˇÊ⁄ÒU—–

‚◊SÃ¢ flÊæ˜U◊ÿ¢ √ÿÊåÃ¢U òÊÒ‹ÙÄÿÁ◊fl ÁflcáÊÈŸÊH

Ga

&n

g

a

d

a

sa defines the gan∏as as follows :

◊ÁSòÊªÈL§ÁSòÊ‹ÉÊÈüø Ÿ∑§Ê⁄UÙ–

÷ÊÁŒªÈL§— ¬ÈŸ⁄UÊÁŒ ‹ÉÊÈÿ¸—–

¡Ù ªÈL§◊äÿªÃÙ ⁄U‹◊äÿ—

‚Ê •ãÃªÈM§— ∑§ÁÕÃÊ̆ ãÃ‹œÈ‡ø

ªÈL§⁄U∑§Ù ª∑§Ê⁄USÃÈ ‹∑§Ê⁄UÙ ‹ÉÊÈ⁄U∑§∑§—

∑˝§◊áÊ øÒ·Ê¢ ⁄UπÊÁ÷— ‚¢SÕÊŸ¢ ŒÎ‡ÿÃ ÿÕÊH
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n

◊ is constituted with three ªÈL§fláȨ̂ s.

Ÿ is constituted with three ‹ÉÊÈfláȨ̂ s.

÷ is formed with a ªÈL§ in the begining and remaining two are ‹ÉÊÈ.

ÿ is formed with a ‹ÉÊÈ in the begining and  other two are ªÈL§.

¡ is formed with a ªÈL§ in the middle.

⁄U is formed with a ‹ÉÊÈ in the middle.

‚ is formed with a ªÈL§ at the end i.e. third letter.

Ã  is formed with a ‹ÉÊÈ at the end i.e. third letter.

: All these eight Gaňas contain three letters. Whereas ª  is formed with single ªÈL§
fláÊ ̧and ‹  is formed with a single ‹ÉÊÈfláȨ̂.

4.6 To find out ‹ÉÊÈ and ªÈL§ in a syllabic metre Ga

&n

g

a

d

a

sa suggests that– a

vowel is said to be heavy (ªÈL§) when it is long or associated with an anusav

a

ra

or visarga or occurs before a conjuct letter and sometimes the last letter of

a foot (p

a

da). And it (vowel) is said to be light („˛USfl) when it is short (‹ÉÊÈ).

‚ÊŸÈSflÊ⁄Up ŒËÉÊ¸p Áfl‚ªË¸ø ªÈL§÷¸flÃ˜–

fláÊ¸— ‚¢ÿÙª¬Ífl¸p ÃÕÊ ¬ÊŒÊãÃªÙ˘Á¬ flÊH

The sings to be used for ªÈL§ is = (–)

The sings to be used for ‹ÉÊÈ is = (U)

4.7 Cassura-ÿÁÃ :

Verses normally contain a good number of words. It is not so easy to recite all the

words at a stretch. So, a short rest in between the words is essential. Moreover, it

is necessary for producing a good tune also. So, the resting places while uttering a

verse is known as Yati in the metrical science. The author of ¿UãŒÙ◊T⁄UË defines this

Yati as–

ÿÁÃÁ¡¸±flc≈U ÁflüÊÊ◊SÕÊŸ¢ ∑§ÁflÁ÷L§ëÿÃ–

‚Ê Áflë¿UŒ Áfl⁄UÊ◊ÊlÒ— ¬ŒÒfl¸ÊëÿÊ ÁŸ¡ë¿UÿÊH

The natural pause of the tongu or the resting point of the tongue in reciting a verse

is called Yati by the scholars. The other terms for Yati are– Áflë¿UŒ, Áfl⁄UÊ◊, Áfl⁄UÁÃ, etc.

Places of Yati are mentioned in the definition of a metre itself. But the number of

letters, after which a pause should be put, is indicated by a particular method.

According to this method certain terms are used. For the better understanding of

students the method is shown below.
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Number of letters Words used in the definitions

three ŸòÊ

Four flŒ, ‚◊Èº˝, •ê’ÈÁœ, •Áéœ

Five ’ÊáÊ

Six ´§ÃÈ, ⁄U‚, Á⁄U¬È

Seven ‚Íÿ¸Ê‡fl, •‡fl, ‹Ù∑§, ◊ÈÁŸ, ªáÊ

Eight fl‚È, ‚¬¸, ÷ÙªË

Nine ª˝„U

Ten ÁŒ∑˜§, •Ê‡ÊÊ

Eleven L§º˝

Twelve ‚Íÿ¸, •ÊÁŒàÿ

As for instance, we can refer to the ◊ãº˝Ê∑§ÊãÃÊ  metre. ◊ãº˝Ê∑§ÊãÃÊ metre is of

seventeen letters. Its Yati is determined as •è’ÈÁœ⁄U‚ŸªÒ—, ◊ãº˝Ê∑§ÊãÃÊ contains ◊,
÷, Ÿ, Ã, Ã, ª and ª ganˇas, and its Yati comes after four letters. •è’ÈÁœ indicates

the number four. Likewise the word ⁄U‚ indicates six letters (·«∏U⁄U‚) and Ÿª
indicates mountain i.e., seven letters. Thus, in this metre Yati comes after

the the fouth letters, then the sixth letter and then seventh letter.

Example :

∑§- Áp-Ã˜ ∑§- ÊãÃ- Ê ÚÁflÚ⁄U„ÚUªÚÈL§ÚáÊ-Ê Sfl-ÊÚÁœ  ∑§-Ê⁄-UÊÃ˜  Ú¬̋ ◊- ûÊ-—–

In this verse yati comes after first four letters, then after six letters and then after

seven letters. In a metre wherein there is no mention of Yati, the Yati comes at

the end of the padas.

4.8 Vedic metres :

Altogether twenty metres are mentioned in the vedic literature. Among those

twenty numbers only seven metres are primarily used and their names are

mentioned in the vedic Mantras. Here the G

a

yatri is regarded as the principal

one. Sometimes discrepencies arise in the vedic metres and to remove these

discrepencies few names are used. Those are viz, ŒÒflË ªÊÿòÊË, ŒÒflË ©UÁc∆UÊ∑̃ , ¬̋Ê¡Êÿãÿ
©UÁc∆U∑̃ , •Ê·Ȩ̈ ªÊÿòÊË etc. The seven principal metres mentioned in the vedic mantras

are : ªÊÿòÊË, ©UÁc∆U∑˜§, •ŸÈc≈ÈU÷˜, flÎ„UÃË, ¬¢ÁQ , ÁòÊc≈È÷̃ and ¡ªÃË–
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4.9 Classical metres :

‚◊flÎûÊ ¿UãŒ — Equal number of syllables in all the four feet.

In this section popular metres are discussed.

(a) •c≈UÊˇÊ⁄UÊ flÎÁûÊ — •c≈UÊˇÊ⁄UÊ flÎÁûÊ s are known as •ŸÈc≈ÈU÷˜ in the Vedic literature.

1. ÁfllÈã◊Ê‹Ê —

◊Ù ◊Ù ªÙ ªÙ ÁfllÈã◊Ê‹Ê–

Each p

a

da of a verse contains two ◊ ªáÊ s and two ª ªáÊ s. So, eight ªÈL§fláÊ¸ s
constitute ÁfllÈã◊Ê‹Ê metre.

Example : fl-Ê‚-Ù
◊
 fl-ÑË

-
 Á fl-

◊
lÈ ã◊Ê

ª
‹Ê

ª
 ’--ß̧U-

◊
üÊ áÊË

-◊
‡Ê-∑˝§-p

ª
Ê¬—
ª
–

2. ¬˝◊ÊÁáÊ∑§Ê

¬˝◊ÊÁáÊ∑§Ê ¡⁄ı ‹ªÊÒ–

The ¬̋◊ÊÁáÊ∑§Ê metre is constituted with four gaňas namely ¡, ⁄U, ‹  and ª in a ¬ÊŒ
of a samapada verse.

Example :

¬ÚÈŸÚÊÃÚÈ ÷Ú ÚÁQ ⁄U-  ëÿÈ-ÃÊ-  ‚ÚŒÊ- ëÿÚÈ Ã-ÊÁÚæ˜UÉÊ˝ ¬-Œ˜◊ÿÙ—–

üÊÈÁÃS◊ÎÁÃ ¬˝◊ÊÁáÊ∑§Ê ÷flÊê’È⁄UÊÁ‡ÊÃÊÁ⁄U∑§ÊH

 3. ª¡ªÁÃ–

Ÿ÷‹ªÊ ª¡ªÁÃ—–

Example :

⁄ÚUÁUÚfl‚Ú È  ÃÚÊ ¬ÚÁÚ⁄U ‚ÚÊ⁄ U  Áfl„U⁄UÃÙ ŒÎÁ‡Ê „U⁄U—–

fl˝¡flœÈª¡ªÁÃ◊ÍŒ¸◊‹¢ √ÿÃŸÈÃH

In this verse there are Ÿ, ÷, ‹ and ª ganˇas in each pada. Hence it fulfills the

criteria given in the definition.

(b) ∞∑§ÊŒ‡ÊÊˇÊ⁄UÊflÎÁûÊ —

(∞∑§ÊŒ‡ÊÊˇÊ⁄UÊ flÎûÊ is known as ÁòÊc≈ÈU¬̃ in the vedic literature)

1. ßãº˝flÖÊ˝Ê —

Ga

&n

g

a

d

a

sa defines this metre as–

‚ÊÁŒãº˝flÖÊ˝Ê ÿÁŒ Ãı ¡ªı ª—–

That metre is called ßãº˝flÖÊ˝Ê which contains two Ã ganˇas, ¡, ª and ª ganˇas in

each p

a

da.

¡    ⁄U            ª  ª          ¡       ⁄U          ª     ª

Ÿ         ÷      ‹  ª
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Example : a verse from •Á÷ôÊÊŸ ‡ÊÊ∑È§ãÃ‹◊˜–

•-ÕÙ¸
Ã
  ÁÚ„U  ∑§-ãÿ-

Ã
Ê ¬Ú  ⁄UÚ∑§-

¡
ËÿÚ  ∞-

ª
  -fl

ª
 

ÃÊ◊lÊ  ‚¢¬̋cÿ  ¬Á⁄Uª˝  „UË  ÃÈ—H

¡ÊÃÙ ◊◊Êÿ¢ Áfl‡ÊŒ— ¬˝∑§Ê◊¢

¬˝àÿÊÁ¬¸ÁÃãÿÊ‚ ßflÊãÃ⁄UÊà◊ÊH

In this verse we find the gaňas namely Ã, Ã, ¡, ª and ª in each pada. Hence it

fulfills the conditions given in the definition of ßãº̋flÖÊ̋Ê .

2. ©U¬ãº˝flÖÊ˝Ê —

©U¬ãº˝flÖÊ˝Ê ¬˝Õ◊ ‹ÉÊı ‚Ê

When the first letter of the ßãº̋flÖÊ̋Ê metre becomes ‹ÉÊÈ i.e., ¡ ganǎ occurs then it is

called ©U¬ãº˝flÖÊ˝Ê metre. So, the ganˇas will be ¡, Ã, ¡, ª and ª–

Example :

•Ú fl
¡-ÁãÚÃ  ¬Í-ÿ

Ã-ÊZ  ÁÚm  ¡-
Ã
S-flÊÕÚ ¸  fl

ª
Ê   „UÙ

ª
 

ÿÈflÊ ŒÁ⁄Uº˝— Á∑§‹ øÊL§ŒûÊ—

ª¡ÊŸÈ⁄UQ Ê ªÁáÊ∑§Êø ÿSÿ

fl‚ãÃ‡ÊÙ÷fl fl‚ãÃ‚ŸÊH

In this verse there are ¡, Ã, ¡, ª and ª ganˇas in a pada. So according to the

norms of the definition ©U¬ãº̋flÖÊ̋Ê metre is present here.

3. ©U¬¡ÊÁÃ —

Definition :

•ŸãÃ⁄UÙŒËÁ⁄UÃ‹ˇ◊÷Ê¡ı

¬ÊŒı ÿÁŒÿÊ flÈ¬¡ÊÃÿSÃÊ—–

ßàÕ¢ Á∑§‹ÊãÿÊSflÁ¬ Á◊ÁüÊÃÊ‚È

flŒÁãÃ ¡ÊÁÃÁmŒ◊fl ŸÊ◊H

When the aforesaid ßãº˝flÖÊ˝Ê and ©U¬ãº˝flÖÊ˝Ê metres combine together, i.e, in one

p

a

da there is ßãº˝flÖÊ˝Ê and in another p

a

da ©U¬ãº˝flÖÊ˝Ê  then that metre is called

©U¬¡ÊÁÃ . Moreover, two metres other than ßãº˝flÖÊ˝Ê  and ©U¬ãº˝flÖÊ˝Ê, may constitute

©U¬¡ÊÁÃ metre.

Example of combination of ßãº̋flÖÊ̋Ê and ©U¬ãº̋flÖÊ̋Ê—
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•-S
Ã
àÚÿÈûÊÚ  ⁄U-S

Ã
ÿ-Ê¢  ÚÁŒ  Á‡ÊÚ 

¡-
ŒflÚ  ÃÊ

ª
  à◊

¡
Ê  = ßãº˝flÖÊ˝Ê

 ÚÁ„U◊-
¡
Ê‹Ú  ÿÊ

-
 Ÿ-
Ã
Ê◊Ú   ŸÚª-

¡
ÊÁœÚ   ⁄UÊ-

ª
  ¡-

ª
—  = ©U¬ãº˝flÖÊ˝Ê

¬- Ífl-̧Ê¬-  ⁄Uı
-
   ÃÙ

-
 ÿÚ   ÚÁŸœË

-
flÚ  ª-Ê  „-UÊ = ßãº˝flÖÊ˝Ê

ÁSÕÚÃ-— ¬ÚÎ  ÁÕ√ÿ-Ê ßÚ  flÚ ◊-ÊŸÚ  Œ-  á«U-— = ©U¬ãº˝flÖÊ˝Ê

combination of metres other then ßãº̋flÖÊ̋Ê  and ©U¬ãº̋flÖÊ̋Ê–

„-USÃ
-
 ÁS

Ã
ÕÚ  Ã-Êπ-

Ã   ÚÁá«U  ÃÚ  ø
¡-∑˝§Ú  ‡Ê

-⁄
U Ê ÚÁ‹-Ÿ¢  = ßãº˝fl¢‡ÊÊ

Ám¡ãº˝  ∑§ÊãÃ¢ ÁüÊ  Ã  flˇÊ  ‚¢Á¬˝ÿÊ  = fl¢‡ÊSÕÁfl‹

Here ßãº˝fl¢‡ÊÊ and fl¢‡ÊSÕÁfl‹ are combined.

4. ⁄UÕÙhÃÊ-

⁄UÊà¬⁄UÒ— Ÿ⁄U‹ªÒ — ⁄UÕÙhÃÊ–

⁄U, Ÿ, ⁄U, ‹ and ª ganǎs in each pada of Samapada verse constitute ⁄UÕÙhÃÊ metre.

Example : ⁄UÊÁœ∑§Ê ŒÁœÁfl ‹Ù«UŸ ÁSÕÃÊ–

(1) ⁄U-Ê ÚÁœ∑§-Ê  ŒÚÁœÚ ÚÁfl  ‹Ê
-
«UŸ
-
  ÁSÕÃÊ 

∑Î§cáÊfl  áÊÈ ÁŸŸ  ŒÒ ⁄UÕÙ  h  ÃÊ 

ÿÊ◊ÈŸ¢  Ã≈UÁŸ  ∑È§Ü¡◊  Ü¡  Sÿ 

‚Ê ¡ªÊ  ◊ ‚Á‹  ‹ÊNUÁÃ   ë¿U  ‹ÊÃ˜ 

(2) ∞
-
flÚ◊-Ê  üÊÚ◊ÚÁ Úfl  L§

-
hÚ flÎ

-
  ÁûÊ

-
  ŸÊ

-
 

‚¢ÿ◊— Á∑§Á◊ÁÃ ¡ã◊ÃSàflÿÊ–

‚àfl‚¢üÊÿ ‚ÈπÙ Á„U ŒÈUcÿÃ

∑Î§cáÊ‚¬¸— Á‡Ê‡ÊÈŸfl øãŒŸ—–

5. SflÊªÃÊ —

The definition given in the Chandoma~n jar

i

 is–SflÊªÃÊ ⁄UŸ÷ªÒªȨ̀L§áÊÊø

SflÊªÃÊ metre is constituted with ⁄U, Ÿ, ÷, ª and ª ganˇas and Yati at the end of

each p

a

da.

Example :

ÿ
-
SÚÿ  ø

-
ÃÚÁ‚Ú

Ÿ
 ‚Ú   ŒÊ

-
 
÷
◊ÈÚ ⁄UÚ  flÒ

ª
  ⁄UË

ª

flÑflË¡Ÿ Áfl‹Ê‚ Áfl‹Ù‹—–
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ÃSÿ ŸÍŸ◊◊⁄UÊ‹ÿ ÷Ê¡—

SflÊªÃÊ Œ⁄U∑§⁄U— ‚È⁄U⁄UÊ¡—–

In this verse there are ⁄U, Ÿ, ÷, ª  and ª gaňas and yati at the end of a pada. So

here occurs SflÊªÃÊ metre.

4.10  mÊŒ‡ÊÊˇÊ⁄UÊflÎÁûÊ — (¡ªÃË)

1  fl¢‡ÊSÕÁfl‹ —

The definition of  fl¢‡ÊSÕÁfl‹ given in the Chandoma

~n

jar

i

 is as follows :

flŒÊÁãÃ fl¢‡ÊSÕÁfl‹¢ ¡Ãı ¡⁄Uı–

When each p

a

da of a verse contains ¡, Ã, ¡ and ⁄U gan∏as then that verse is

composed in fl¢‡ÊSÕÁfl‹ metre.

Example :

ßÚŒ¢ ÚÁ∑§ ‹-Ê√ÿ-Ê¡Ú  ◊ÚŸÙ„ÚU ⁄U¢ flÚÿÈ-—

Ã¬ˇÊ◊¢ ‚ÊœÁÿÃÈ¢ ÿ ßë¿UÁÃ–

œÈ̋fl¢ ‚ ŸË‹à¬‹¬òÊ œÊ⁄UÿÊ

‡Ê◊Ë‹ÃÊ¢ ¿U-ûÊÈ◊ÎÁ·√ÿ¸flSÿÁÃH

Here we find the ganǎs in the order of ¡, Ã, ¡ and Ã in a Pada.

2.  ÷È¡X¬˝ÿÊÃ-

Ga

&n

g

a

d

a

sa defines ÷È¡X¬˝ÿÊÃ metre as– ÷È¡X¬˝ÿÊÃ¢ øÃÈÁ÷¸ÿ¸∑§Ê⁄UÒ—–

Four Ya gaňas constitute ÷È¡X¬̋ÿÊÃ metre.

Example :

¬Ú‡Ê ÚÍÊŸ
ÿ-Ê¢  ¬ÚÁÃ¢-

ÿ
 ¬Ê- ¬ÚŸÊ-

ÿ
‡Ê¢-  ¬Ú ⁄-U

ÿ
‡Ê¢-  = ÿ, ÿ, ÿ, ÿ

ª¡ãº˝Sÿ ∑Î§ÁûÊ¢ fl‚ÊŸ¢ fl⁄Uáÿ◊˜–

¡≈UÊ¡Í≈U◊äÿ S»È§⁄UŒ˜ªÊXflÊÁ⁄¢U

◊„UÊŒfl◊∑¢  S◊⁄UÊÁ◊ S◊⁄UÊÁ⁄U◊˜H

Since this verse contains four ÿ gaňas in each pada the definition given in the

Chandoma

~n

jar

i

 is fully justified.

3. ÃÙ≈U∑§-

Gangadasa defines ÃÙ≈U∑§ as–

flŒ ÃÊ≈U∑¢§◊Áéœ‚∑§Ê⁄UÿÈÃ◊˜–

When four p

a

das of a verse contain four (•Áéœ)‚ gaňas in each p

a

da then it is
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regarded as ÃÙ≈U∑§ metre.

Example :

ÿÚ◊ÈÚŸ-Ê ÃÚ≈UÚ◊- ëÿ ÚÈÃÚ∑§- ÚÁ‹ ∑Ú§‹-Ê  = ‚, ‚, ‚, ‚

‹‚Œ ÁæU˜ÉÊ˝ ‚⁄UÙ L§„U‚  XL§Áø◊˜ 

◊ÈÁŒÃÙ˘≈U ∑§‹⁄U¬ŸÃÈ◊ÉÊ¢ ÿÁŒ

øë¿UÁ‚ ¡ã◊ ÁŸ¡¢ ‚»§‹◊˜ H

In this verse we find four ‚ gan∏as in each pada. So it is a beautiful case of ÃÙ≈U∑§
metre.

4. ºÈ̋ÃÁfl‹Áê’Ã-

º̋ÈÃÁfl‹Áê’Ã◊Ê„U Ÿ÷ı ÷⁄Uı–  This is the definition of  º̋ÈÃÁfl‹Áê’Ã  as given by

Ga

&n

g

a

d

a

sa. In this metre there are four ganˇas namely Ÿ, ÷, ÷ and ⁄U in each

p

a

da.

Example :

Ã⁄U
Ÿ
ÁáÊ ¡Ê 

÷
¬ÈÁ‹ Ÿ 

÷
Ÿfl flÑ

⁄U
flË

¬Á⁄U· ŒÊ ‚„ U ∑§Á‹∑È§ ÃÈ„U‹ÊÃ˜

º˝ÈÃÁfl ‹ÁêflÃ øÊL§Áfl „UÊÁ⁄UáÊ¢

„UÁ⁄U◊„¢U NUŒÿŸ ‚ŒÊ fl„UH

This verse contains Ÿ, ÷, ÷ and ⁄U ªáÊ˘ in a foot and it fulfills the norms given in

the definition of º̋ÈÃÁfl‹Áê’Ã metre.

4.11 òÊÿÙŒ‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (•ÁÃ¡ªÃË)

v. ¬˝„UÁ·¸áÊË —

Ga &ng

a

d

a

sa defines ¬̋„UÁ·̧áÊË in the following way :

‘òÊÿÊ‡ÊÊÁ÷◊¸Ÿ¡⁄UªÊ ¬˝„UÁ·¸áÊËÿ◊˜ ’

When each p

a

da of a verse contains ◊, Ÿ, ¡, ⁄U  and ª ganˇas and ÿÁÃ comes

after the first three letters (ÁòÊ) and then after ten letters (•Ê‡ÊÊ) it is then called

¬˝„UÁ·¸áÊË.

Example :

∑§ı
◊
Á≈UÀÿÊ—  ∑È§

Ÿ
Á≈U‹  ◊ÁÃ—

¡
‚ ∞·

⁄ U
ÿ Ÿ

ª
 ( ªÈL§ because of ¬ÊŒÊãÃ)

∑˝§ÙœÊÇŸı ¬˝‚÷◊ŒÊÁ„U ŸãŒfl¢‡Ê—–
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øãº˝Sÿ ª˝„UáÊÁ◊ÁÃ üÊÈÃ— ‚ ŸÊêŸÊ

◊ı ÿ̧ãŒÙÁŒ¸·ŒÁ÷ÿÙª ßàÿflÒÁÃH

Herein each pada contains ◊, Ÿ, ¡, ⁄U  and ª gaňas and yati comes after the first

three letters and at the end of the p

a

da. So it fulfills the characteristics of the

¬˝„UÁ·¸áÊË.

2. L§Áø⁄UÊ —

Definition :

¡÷ı ‚¡ı ÁªÁÃ L§Áø⁄UÊ øÃÈª˝„ÒU—H

When a p

a

da of a verse contains ¡, ÷, ‚ ¡ and ª ganǎs and caesura comes after

the first four letters and then after nine (ª̋„U) letters then it is called L§Áø⁄UÊ.

Example:

¬ÈŸÊ
¡
ÃÈ  flÙ 

÷
„UÁ⁄U ⁄U

‚
ÁÃ⁄UÊ ‚ 

¡
Áfl÷˝ ◊Ë

ª

¬Á⁄U÷˝◊Ÿ˜ fl˝¡L§Áø⁄UÊX ŸÊãÃ⁄U–

‚◊Ë⁄UáÊÙÑÁ‚Ã‹ÃÊãÃ⁄UÊ‹ªÊ–

ÿÕÊ ◊L§ûÊ⁄U‹Ã◊Ê‹÷ÈL§„U—H (÷Á^ 1.1)

In this verse there are ¡, ÷, ‚, ¡ and ª in each pada and caesura excepts after

four letters and then nine letters. Therefore it fulfills the norms of the L§Áø⁄UÊ given

in its definition.

3. ◊TÈ÷ÊÁ·áÊË

Definition :

Ga

&n

g

a

d

a

sa defines ◊TÈ÷ÊÁ·áÊË metre as

‚¡‚Ê ¡ªı ø ÿÁŒ ◊TÈ÷ÊÁ·áÊË.

The ◊TÈ÷ÊÁ·áÊË is based on a verse where ‚, ¡, ‚, ¡ and ª ganˇas are present.

Example :

•
‚
◊ÎÃÙ Áê◊¸

¡
‡ÊËÃ ‹

‚
∑§⁄U áÊ ‹

¡
Ê‹ ÿ¢ 

ÃŸÈ∑§Ê ÁãÃøÙÁ⁄U Ã Áfl‹Ù øŸÙ „U Á⁄U—

ÁŸÿÃ¢  ∑§‹Ê ÁŸ Áœ⁄U‚Ë ÁÃ flÑ flË

◊Œ◊ ëÿÈÃ flÊ ÁœÃ ◊ TÈ÷ÊÁ· áÊË

In this verse there are ‚, ¡, ‚, ¡ and ª ganǎs in each foot. So it fulfills the

definition of ◊TÈ÷ÊÁ·áÊË metre.
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4.12  øÃÈŒ¸‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (‡ÊP ⁄UË)

v. fl‚ãÃÁÃ‹∑§.

Ga &ng

a

d

a

sa defines fl‚ãÃÁÃ‹∑§ as follows :

ôÊÿ¢ fl‚ãÃÁÃ‹∑¢  Ã÷¡Ê ¡ªı ª—–

If each foot of a verse contains the six ganǎs namely Ã, ÷, ¡, ¡, ª and ª then it

is a case of fl‚ãÃÁÃ‹∑§ .

Example :

⁄Uêÿ
Ã
ÊÁŸ  flËˇÿ

÷
 ◊ œÈ⁄

¡
UÊ¢ p  ÁŸ‡Ê

¡
êÿ  ‡Ê

ª
éŒ

ª
ÊŸ˜

¬ÿȨ̀à‚È∑§Ù ÷flÁÃ ÿÃ˜ ‚ÈÁπÃÙ̆ Á¬ ¡ãÃÈ—–

ÃìÊÃ‚Ê S◊⁄UÁÃ ŸÍŸ◊flÙœ¬ÍflZ

÷ÊflÁSÕ⁄UÊÁáÊ ¡ŸŸÊãÃ⁄U ‚ÙNUŒÊÁŸH

In each pada of this verse there are Ã, ÷, ¡, ¡, ª  and ª  gaňas. So, according

to the definition fl‚ãÃÁÃ‹∑§ ¿UãŒ is present in this verse.

4.12. ¬@ÊŒ‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (•ÁÃ‡ÊP ⁄UË)

1. ◊ÊÁ‹ŸË

Definition :

Ga

&n

g

a

d

a

sa defines ◊ÊÁ‹ŸË in the following way : Ÿ Ÿ◊ÿÿÈÃÿ¢ ◊ÊÁ‹ŸË ÷ÙÁª‹Ù∑§—
Malini metre is constituted with Ÿ, Ÿ, ◊, ÿ  and ÿ gaňas and caesura comes after

first eight letters (÷ÙÁª = •·ÎŸÊª) and then after seven letters (‹Ù∑§ = ‚#‹Ù∑§).

Example :

‚
Ÿ
⁄UÁ‚ ¡ 

Ÿ
◊ŸÈ Áfl

◊
h¢  ‡ÊÒ fl‹

ÿ
ŸÊ Á¬ 

ÿ
⁄Uêÿ¢

◊Á‹Ÿ ◊Á¬ Á„U ◊Ê¢‡ÊÈ‹¸ ˇ◊ ‹ˇ◊Ë¥  ÃŸÙÁÃ

ßÿ◊ Áœ∑§ ◊ ŸÙ�ôÊÊ fl À∑§ŸÊ Á¬ ÃãflË

Á∑§Á◊fl  Á„U ◊œÈ ⁄UÊáÊÊ¢ ◊ á«UŸ¢ŸÊ ∑Î§ÃËŸÊ◊˜H

In this verse Ÿ, Ÿ, ◊, ÿ and ÿ ganǎs are present in each of the foot and pause

comes after eight and then after seven letters. So it fulfills the definition of

◊ÊÁ‹ŸË  metre.
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4.13 ‚#Œ‡ÊÊˇÊ⁄UÊ flÎÁûÊ— (•àÿÁc≈U—)

1. Á‡ÊπÁ⁄UáÊË

Definition :

Ga &ng

a

d

a

sa defines Á‡ÊπÁ⁄UáÊË metre as–

⁄U‚Ò— L§ºÒ̋ÁpãŸÊ ÿ◊Ÿ‚÷‹Êª— Á‡ÊπÁ⁄UáÊË–

When the four feet of a verse are constituted with the gaňas namely– ÿ, ◊, Ÿ, ‚,
÷, ‹ and ª and the ÿÁÃ comes after six (⁄U‚) and eleven syllables (L§º)̋ then it

becomes the Á‡ÊπÁ⁄UáÊË metre.

Example :

•ÚŸÚÊœ-̋
ÿ
Ê Ã¢
-
 ¬-
◊
Èc-¬¢   ÚÁ∑§‚Ú

Ÿ
‹Ú ÿÚ◊Ú

‚
‹- Í Ÿ¢

-
 
÷
∑§Ú ⁄UÚ L§

‹
„Ò
ª
U—

•Ÿ
ÿ
Áfl h¢ 

◊
⁄UàŸ¢  

ÿÁÃ
◊ŒÈ

Ÿ
 Ÿ fl◊

‚
ŸÊ  SflÊ

÷
ÁŒÃ ⁄

‹
U‚◊ ˜

ª

•πá«U ¬È√ÿÊŸÊ¢ »§‹Á◊fl ø ÃºÍ̋¬◊ŸÉÊ¢

Ÿ ¡ÊŸ ÷ÙQ Ê⁄¢U ∑§Á◊„U ‚◊È¬SÕÊSÿÁÃ ÁflÁœ—H

In this verse there are seven ganǎs like ÿ, ◊, Ÿ, ‚, ÷, ‹ and ª in each pada and

caesura comes after first six (⁄U‚) letters and then after eleven (L§º˝-∞∑§ÊŒ‡Ê L§º˝)

letters. So, it fulfills the norms of Á‡ÊπÁ⁄UáÊË metre.

2. ¬ÎâflË.

Definition :

The definition of  ¬ÎâflË metre given in the Chandoma

~n

jar

i

 runs as follows :

¡‚ı ¡‚ÿ‹Ê fl‚Èª˝„UÿÁÃp  ¬ÎâflË ªÈL§—–

If a foot of a verse is constituted with seven ganǎs namely ¡, ‚, ¡, ‚, ‹ and ª
then it is called ¬ÎâflË . In this metre ÿÁÃ comes after the first eight syllables (fl‚È-
•c≈U) and then after nine syllables (ª̋„U-Ÿfl)

Example :

ŒÚÈ⁄-U
¡
ãÃ Ú ŒÚŸÈÚ

‚
¡-  ‡Úfl-⁄U

¡
¬˝Ú ∑§Ú⁄UÚ

‚
ŒÈ-— SÿÚ ¬Î

ÿ
â-flË ÷Ú

‹
⁄-¢U
ª

¡„UÊ⁄U ÁŸ¡‹Ë‹ÿÊ ÿŒÈ∑È§‹˘flÃËƒÿ¸Ê‡ÊÈ ÿ—–

‚ ∞· ¡ªÃÊ¢ ªÁÃ ŒÈÁ⁄UÃ÷Ê⁄U◊S◊ÊŒÎ‡ÊÊ¢

„UÁ⁄Ucÿ ÁÃ „UÁ⁄U—  SÃÈÁÃS◊ ⁄UáÊøÊ ≈ÈUÁ÷SÃÙ Á· Ã—H

After scanning this example we find the gaňas viz. ¡, ‚, ¡, ‚, ÿ, ‹  and ª in each

¬ÊŒ . The yati occurs after first eight (fl‚È) syllables and then after nine syllables

(ª̋„U). So it fulfills the terms and condition of the definition of ¬ÎâflË.
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3. ◊ãŒÊ∑˝§ÊãÃÊ

Definition :

The ◊ãŒÊ∑̋§ÊãÃÊ metre is defined by Ga &ng

a

d

a

sa as follows :

◊ãŒÊ∑˝§Ê ãÃÊ ê’ÈÁœ ⁄U‚Ÿ ªÒ ◊Ù¸ ÷Ÿı Ãı ª ÿÈÇ◊◊˜–

If a verse bears the gaňas viz. ◊, ÷, Ÿ, Ã, Ã, ª and ª and pauses (ÿÁÃ) occur after

four syllables (•ê’ÈÁœ), then after six (⁄U‚) syllables  and also after seven (Ÿª-
‚åÃ¬fļÃ) syllables then it is called ◊ãŒÊ∑̋§ÊãÃÊ .

The ◊ãŒÊ∑˝§ÊãÃÊ metre is generally used to delineate Áfl¬˝‹Êê÷ oÎXÊ⁄U .(love in

separation).

Example :

∑§-Áp-Ã˜
◊
∑§-Ê ãÃ-Ê

÷
  ÚÁfl⁄Ú „ÚU ªÈÚ

Ÿ
L§Ú áÊ-Ê Sfl-Ê

Ã

 ÚÁœ  ∑§-Ê
Ã

⁄U-Êà¬Ú̋ ◊
ª
ûÊ
ª
—

‡ÊÊÿŸÊ SÃ¢ ªÁ◊ Ã◊Á„U ◊Ê fl· ÷ÊÇÿŸ  ÷ ûÊȨ̀—

ÿˇÊp∑̋§ ¡Ÿ∑§ÃŸÿÊ FÊŸ¬ÈáÿÙŒ∑§·È

ÁFÇœ¿UÊÿÊ ÃM§U·È fl‚ÁÃ¢ ⁄UÊ◊Áªÿ¸ÊüÊ◊·ÈH

After scanning this verse it is found that each foot of the verse is constituted with

◊, ÷, Ÿ, Ã, fl, ª and ª ganˇas. The yati comes after four, six and seven letters.

Thus it satisfies the norms given in the definition.

N.B. The entire poems of the Meghaduta are composed with ◊ãŒÊ∑̋§ÊãÃÊ metre.

4. „Á⁄áÊË :

Definition of „Á⁄áÊË metre, given in the Chandomanjari is as follows :

Ÿ‚‹⁄U‚‹Ê ª— ·«˜UflŒÒ„¸UÿÒ „¸UÁ⁄UáÊË◊ÃÊ–

If each pada of a verse bears the ganǎs namely Ÿ, ‚, ◊, ⁄U, ‚, ‹ and ª , then it

is called „Á⁄áÊË . In this metre pause comes after six letters (·«̃U), four letters (’Œ)

and seven letters („Uÿ) or at the end of a ¬ÊŒ .

Example :

√ÿÚÁœÚÃÚ
Ÿ

  ‚Ú 
‚
ÚÁflÁœ

-
Ÿ
-
̧òÊ
-◊
¢ŸË
-

 àfl-Ê
⁄U

 œÈ̋Úfl¢-   Ú„
‚

UÚÁ⁄UUáÊË-  ªÚ
‹

 áÊ
ª-ÊŒ

’˝¡◊Îª ŒÎ‡Ê¢Ê ‚ãŒÙ„USÿÙÀ‹‚ãŸÿŸÁüÊÿ◊˜–

ÿŒÿ ◊ÁŸ‡Ê¢  ŒÈfl¸Ê‡ÿÊ ◊ ◊È⁄UÊ Á⁄U ∑§‹ fl  ⁄ 

√ÿÁ∑§⁄U Áœ∑¢§ flhÊ∑§Ê¢̌ Ê Áfl‹Ù‹Áfl‹ÙøŸ◊˜H

After scanning the verse, it is found that each pada contains  Ÿ, ‚ ◊, ⁄U, ‚, ‹  and

ª gaňas. Yati also comes after six, four and seven syllables. Thus it satisfies the

norms given in the definition.
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5.  „UÊÁ⁄UáÊË

„UÊÁ⁄UáÊË is defined as :

flŒàfl¸‡flÒ◊¸÷Ÿ◊ÿ‹Ê ªpûÊŒÊ „UÊÁ⁄UáÊË–

If each foot of a verse contains ganˇas namely  ◊, ÷, Ÿ, ◊, ÿ and  ‹  and yati

comes after four (veda) syllables, next after six (´§ÃÈ) syllables and then after

seven (•‡fl) syllables then it because  „UÊÁ⁄UáÊË metre.

Example :

ÿ
-
S
-
ÿÊ 

◊-
ÁŸ àÿ¢

-
 üÊÈÚ

÷
ÚÁÃ ∑È§ÚflÚ

Ÿ
‹Ú ÿ-  -üÊË‡

◊
Ê

-
Ê  ÚÁ‹ŸË

-ÿ
 ‹
-
Ù ø

‹
 Ÿ

ª

⁄UÊª— SflÙÿ˘ÉÊ⁄U Á∑§‚‹ÿ ‹ÊˇÊÊ⁄U‚Ê⁄UÜ¡Ÿ◊˜–

ªıÒ⁄UË ∑§ÊÁãÃ— ¬˝∑Î§ÁÃL§Áø⁄UÊ ⁄UêÿÊX⁄UÊªë¿U≈UÊ

‚Ê ∑¢§‚Ê⁄U⁄U¡ÁŸŸ ∑§Õ¢ ⁄UÊœÊ ◊ŸÙ„UÊÁ⁄UáÊËH

In this verse there are seven ganǎs namely  ◊, ÷, Ÿ, ◊, ÿ, ‹ and  ª  in each

pada and caesura occurs after four, six and seven letters. So it fulfills the terms

and condition of the  „UÊÁ⁄UáÊË metre.

4.14.  •CÊŒ‡ÊÊˇÊ⁄UÊ flÎÁûÊ — ( œÎÁÃ—)

1. ‡ÊÊŒȨ̀‹‹Á‹Ã◊˜–

Definition :

The definition of  ‚ÊŒȨ̀‹‹Á‹Ã given in the Chandoma

~n

jar

i

 is as follows :

◊— ‚Ù— ¡— ‚Ã‚Ê ÁŒŸ‡ÊÜÊÎÃÈÁ÷— ‡ÊÊÁŒȨ̀‹‹Á‹Ã◊˜–

When a p

a

da of a  ‚◊¬ÊŒ verse contains six ganǎs like  ◊, ‚, ¡, ‚, Ã  and ‚  and

yati comes after twelve (ÁŒŸ‡Ê) and then six (´§ÃÈ) letters then it becomes

‡ÊÊŒÈ¸‹‹Á‹Ã.

Example :

∑Î§-àfl-Ê
◊
 -∑¢§ ‚ Ú◊ÎÚ

‚
ª-   ¬⁄UÚ -Ê

¡
∑˝§Ú ◊Ú ÚÁfl

‚-Áœ¢  ‚-Ê
Ã

ŒÍ̧‹ Ú ‹ÚÁ Ú‹
‚

Ã-◊˜ 

ÿp∑̋§  ÁˇÊÁÃ÷ ⁄U∑§ÊÁ⁄U  ·È Œ⁄¢U øÒŒ¬˝÷ÎÁÃ·È–

‚ãÃÙ·¢ ¬⁄U◊ãÃÈ ŒflÁŸfl„U òÊÒ‹ÙÄÿ‡Ê⁄UáÊ¢

üÊÿÙŸ— ‚ ÃŸÙàfl¬Ê⁄U◊Á„U◊Ê ‹ˇ◊ÙÁ¬˝ÿÃ◊—H

In this verse there are six ganǎs namely  ◊, ‚, ¡, ‚, Ã and  ‚  in each pada and

pauses occur after twelve and six syllables. Thus it a case of  ‡ÊÊŒȨ̀‹‹Á‹Ã.
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4.15  ™§ŸÁfl‡ÊãÿˇÊ⁄UÊ flÎÁûÊ— (•ÁÃœÎÁÃ—)

1. ‡ÊÊŒÍ̧‹Áfl∑˝§ËÁ«∏UÃ

Definition

The  ‡ÊÊŒ̧Í‹Áfl∑̋§ËÁ«∏UÃ metre is defined by Ga

&n

g

a

d

a

sa as follows :

‚Íÿ¸Ê‡flÒ◊¸‚¡‚˜ÃÃÊ—‚ªÈ⁄Ufl— ‡ÊÊŒÍ̧‹Áfl∑˝§ËÁ«∏UÃ◊˜–

When a p

a

da of a  ‚◊¬ÊŒ verse is constituated with seven ganǎs namely  ◊, ‚,
¡, ‚, Ã, Ã and  ª and yati occurs after twelve letters (‚Íÿ¸) and then after seven

letter (•‡fl) then it is called  ‡ÊÊŒÍ̧‹Áfl∑˝§ËÁ«∏UÃ .

Example :

‡Ê-ÈüÊ-Í
◊

·- Sfl Ú ªÈL§Ú-
‚

Ÿ˜  ∑ÈÚ§L§-
¡
ÚÁ¬˝ ÿÚ ‚Ú

‚
π-Ë  fl- Î

Ã

ÁûÊ¢- ‚Ú ¬-àŸË-
Ã

¡Ú Ÿ
ª

÷-Ã-Ȩ̀Áfl-̧ ¬˝∑Î§ÃÊ Á¬ ⁄UÙ·áÊÃÿÊ  ◊ÊS◊ ¬˝ ÃË¬ ª ◊—–

÷ÍÁÿc∆¢U  ÷fl Œ ÁˇÊáÊÊ ¬ Á⁄U¡Ÿ ÷ÊÇÿ·Í ŸÈà‚Á∑§ ŸË

ÿÊãàÿfl¢  ªÎÁ„UáÊË  ¬Œ¢ ÿÈ flÃÿÙ  flÊ◊Ê— ∑È§ ‹SÿÊœÿ—H

In this verse there are  ◊, ‚, ¡, ‚, Ã, Ã and  ª ganǎs in each foot and pauses

occur after twelve syllables and then after seven syllables. So, it satisfies the

conditions given in the definition.

4.16  Áfl¢‡ÊÊàÿˇÊ⁄UÊ flÎÁûÊ— (∑Î§ÁÃ—)

1.  ‚ÈflŒŸÊ

Definition given by Ga &n g

a

d

a

sa in his Chandoma

~n

jar

i

 is  ôÊ ÿÊ
‚åÃÊp·«˜UÁ÷◊¸⁄U‡flŸÿÿÈÃÊ ÷‹ı ª— ‚ÈflŒŸÊ– If a p

a

da of a  ‚◊¬ÊŒ verse contains  ‚,
⁄U, ÷, Ÿ, ÿ, ÷, ‹ and ª gaňas and pauses occur after seven, seven and six letters

then it is called ‚ÈflŒŸÊ.

Example :

¬-̋àÿ-
◊

ÊNU- àÿ
-

ÁãºÚ̋ 
⁄ U

ÿ-Ê ÁáÊ-
÷
 àflÚÁŒÚ ÃÚ⁄UÚ

Ÿ

ÁÚfl ·ÿÚ-Ê
ÿ

ãŸ-Ê ‚-ÊªÚ̋
÷
 ŸÚ ÿ

‹
ŸÊ
ª

àfl¢Ê äÿÊÿ ãÃË ÁŸ∑È§ Ü¡ ¬⁄U Ã⁄U¬È L§·¢ „U ·Ù¸àÕ¬È ‹ ∑§Ê–

•ÊŸãŒÊ üÊÈ å‹ÈÃÊ ˇÊË fl‚ ÁÃ ‚Èfl ŒŸÊ ÿÙ  ªÒ∑§⁄U Á‚ ∑§Ê

∑§Ê◊ÁûÊ¸ àÿQÈ ∑§Ê ◊Ê ŸŸÈ Ÿ⁄U∑§ Á⁄U¬Ù ⁄UÊœÊ◊◊‚πËH

Each foot of this verse contains eight gaňas viz,  ◊, ⁄U, ÷, Ÿ, ÿ, ÷, ‹ and  ª and

pause occurs after seven, seven and six syllables. So, it fulfills the norms of  ‚ÈflŒŸÊ
given in its definition.
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4.17.  ∞∑§Áfl¢‡ÊãÿˇÊ⁄UÊ flÎÁûÊ— (¬˝∑Î§ÁÃ—)

1.  dÇœ⁄UÊ

The  dÇœ⁄UÊ is defined by Ga &ng

a

d

a

sa in his  ¿UãŒÙ◊Ü¡⁄UË as follows :

◊˝÷Ò̋ÿÊ¸ŸÊ¢ òÊÿŸ ÁòÊ◊ÈÁŸÿÁÃÿÈÃÊ dÇœ⁄UÊ ∑§ËÁûÊ¸Ãÿ◊˜–

When each p

a

da of a verse contains seven gaňas, viz,  ◊, ⁄U, ÷, Ÿ and three  ÿ
and the yati occurs after seven, seven and seven syllables ( ÁòÊ = three,  ◊ÈÁŸ =

seven) then it is a case of  dÇœ⁄UÊ.

Example :

ÿÊ
-◊

 ‚Î
--
ÁC—  üÊ

-⁄U
CÚÈ⁄UÊ- l

-
Ê
÷
  Úfl„U Ú -ÁÃ

Ÿ
 
-
Áfl

-
Áœ „Ú ÈUÃ¢

ÿ
 ÿÊ
-
  „ÚU-

ÿ
Áfl¸ÿÊ øÚ 

ÿ
„UÙÚ-òÊË

ÿ m ∑§Ê‹¢ ÁflœãÃ— üÊÈÁÃÁfl·ÿªÈáÊÊ ÿÊ ÁSÕÃÊ √ÿÊåÿÊ Áfl‡fl◊˜–

ÿÊ◊Ê„ÈU— ‚fl¸flË¡ ¬˝∑Î§ÁÃÁ⁄UÁÃ ÿÿÊ ¬˝ÊÁáÊŸ— ¬Ê⁄UáÊÊflãÃ—

¬˝àÿˇÊÊÁ÷— ¬˝¬ãŸSÃŸÈÁ÷⁄UflÃÈ flSÃÊÁ÷⁄UCÊÁ÷⁄UË‡Ê—H

This verse contains  ◊, ⁄U, ÷, Ÿ, ÿ, ÿ and  ÿ ganˇas in each pada and  ÿÁÃ occurs

after seven, seven and seven syllables. So, it fulfills the norm of the  dÇœ⁄UÊ .

2. •œ¸Á‚◊flÎûÊ.  (First and third p

a

das contain equal number of syllables and

second and fourth p ada contain similar number of letters. Here first pa da and

the third p
a

da is considered as  •ÿÈ¡ or  Áfl·◊ and the 2nd and the 4th p
a

da as

ÿÈ¡ ̃or  ‚◊–

2.1  •¬⁄Ufl∑˝§

•ÿÈÁ¡ Ÿ Ÿ⁄U‹Ê ªÈL§— ‚◊ ÃŒ¬⁄UflÄòÊÁ◊Œ¢ Ÿ¡ı ¡⁄Uı–

When a verse contain different number of syllables in first and 2nd p

a

da as well

as 3rd and the fourth p

a

da then it is considered as  •œ¸‚◊flÎûÊ .So, in  •¬⁄UflQ
metre the first and third p

a

da contain the ganǎs like  Ÿ, Ÿ, ⁄U, ‹  and  ª whereas

second and fourth p

a

da contain  Ÿ, ¡, ¡ and  ⁄U .

Example :

S»ÚÈ§≈UÚ
Ÿ
‚ÈÚ ◊œÈ

Ÿ
⁄U fláÊÈ

⁄U
ªË

‹
ÁÃÁ÷

ª
—

Ã◊
Ÿ
¬ ⁄U Úfl¡ÄòÊÚ ◊fl

¡
àÿÚ ◊Ê

⁄U
œÚfl◊˜–

◊ÎªÿÈflÁÃªáÊÒ— ‚◊¥ ÁSÕÃÊ

fl˝¡flÁŸÃÊ œÎÃÁøûÊ Áfl÷˝◊Ê—H

The first and third feet (•ÿÈÁ¡) contain the ganǎs  Ÿ, Ÿ, ⁄U, ‹ and  ª whereas

second and the fourth pada (ÿÈÁ¡ or ‚◊) contain  Ÿ, ¡, ¡ and ⁄U . Thus it fulfills

the condition of a  •U¬⁄UflQ   metre given in its definition.
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N.B. [It is said that 

A

khy

a

yik

a

 type of prose composition contains verses

composed in  •¬⁄UflQ  and  flR   metre. See the 6th chapter of S

a

hitaydarpaňa.]

2.2.2 ¬ÈÁc¬ÃÊª˝Ê

This metre is defined my Ga

&n

g

a

d

a

sa in his Chandoma

~n

jar

i

 as :

•ÿÈÁ¡ Ÿ ÿÈª⁄U»§ÃÙ ÿ∑§Ê⁄UÙ ÿÈÁ¡ø Ÿ¡ı ¡⁄UªÊp ¬ÈÁc¬ÃÊª˝Ê–

When there are  Ÿ, Ÿ, ⁄U and  ÿ ganˇas in the Áfl·◊ ¬ÊŒ and  Ÿ, ¡, ¡, ⁄U and  ª in the

‚◊¬ÊŒ  then it is called  ¬ÈÁc¬ÃÊª˝Ê metre.

Example :

∑§
Ÿ
⁄UÁ∑§ ‡Ê‹

Ÿ
ÿ  ‡ÊÙ

⁄U
÷Úÿ-Ê  ÚÁfl÷

-ÿ
ÊãÃ
-
Ë 

∑È§ø
Ÿ
»§ ‹ ÷Ê

¡
⁄U ÁflŸ

¡
◊˝ Œ„

⁄U
Uÿ ÁC—

ª

ÁS◊
Ÿ
Ã L§ Áø

Ÿ
⁄U Áfl ‹Ê

⁄U
‚¬È Ác¬

ÿ
ÃÊª˝Ê

fl˝¡
Ÿ
ÿÈ flÁÃ

¡
 fl˝ Ã

¡
ÁÃ „¸U ⁄U

⁄U
◊Ȩ̀Œ ˘÷È

ª
Ã˜

In this verse there are  Ÿ, Ÿ, ⁄U and  ÿ  ganǎs in the first and the third padas and

Ÿ, ¡, ¡, ⁄U  and  ª gaňas in the 2nd the fourth p

a

das. So it satisfies the conditions

given in the definition of a ¬ÈÁc¬ÃÊª̋Ê .

3. Áfl·◊flÎûÊ

3.1  flR

The definition of  flR   metre is as follows :

 flR¢  ÿÈª˜èÿÊ¢ ◊ªı SÿÊÃÊ◊√œÿÙ¸˘ŸÈCÍÁ÷ ÅÿÊÃ◊˜–

In the verse containing eight syllables in a p

a

da if the 2nd and the fourth p

a

da

have  ◊ and ª gaňas and then after fourth syllable ÿ gaňas, then there occurs the

flR  .

Example :

flR Ê÷Ù¡¢ ‚ŒÊ S◊⁄¢U

øˇÊÍŸË‹Ùà¬‹¢ »È§À‹◊˜–

flÀ‹flËŸÊ¢ ◊È⁄UÊ⁄UÊÃ—

øÃÙ÷ÎX¢ ¡„UÊ⁄UÙìÊı—H

In this verse there are  ◊ and  ª ganǎs and  ÿ ganǎs after fourth syllable in 2nd

and the fourth p

a

da. So, it is a case of  flQ Ê metre.



(93)

3.2  •ŸÈCÈ÷

Definition :

 •ŸÈCÈ÷ metre is defined by Ga

&n

g

a

d

a

sa as–

¬@◊¢ ‹œÈ ‚fl¸òÊ ‚#◊¢ÁmøÃÈÕ¸ÿÙ—–

ªÈL§ ·C@ ¡ÊŸËÿÊÃ˜ ‡Ê·cflÁŸÿ◊ ◊Ã—H

In  •ŸÈCÿ̃  metre each p

a

da contains eight syllables and the fifth syllable is  ‹ÉÊÈ
(short) and the sixth is  ªL§  (long) in every p

a

da, whereas the seventh syllable of

second and fourth p

a

da is short ( ‹ÉÊÈ ). In the remaining letters there is no hard

and fast rule.

Example :

flÊªÕ¸ÊÁflflÚ -‚¢¬Î-Q ı  flÊªÕ¸¬Ú̋ÁÃ¬-ûÊÚÕ–

¡ªÃ— Á¬ÃÚ⁄Uı- flãŒ  ¬Êfl¸ÃË¬⁄ÚU◊-EÚ⁄UıH

In this verse we find the fifth syllable of each pada as ‹ÉÊÈ, sixth as ªÈL§ and the

seventh letter of the 2nd and the fourth p

a

da as ‹ÉÊÈ. So, it is a good example of

•ŸÈCÈ÷˜ metre.

4.  ◊ÊòÊÊflÎûÊ

4.1  •Êÿ¸Ê

The definition of  •Êÿ̧Ê metre is–

ÿSÿÊ— ¬ÊŒ ¬˝Õ◊ mÊŒ‡Ê◊ÊòÊÊSÃÕÊ ÃÎÃËÿ˘Á¬–

•CÊŒ‡Ê ÁmÃËÿ øÃÈÕ¸∑§ ¬@Œ‡Ê •Êÿ¸ÊH

The  •Êÿ̧Ê  is of nine kinds : viz,

¬âÿÊ, Áfl¬È‹Ê, ø¬‹Ê, ◊Èπø¬‹Ê, ¡ÉÊŸø¬‹Ê, ªËÁÃ, ©U¬ªËÁÃ, ©UeËÁÃ and  •Êÿ¸ÊªËÁÃ.

For detail see the original text.

4.18 Summing up

Sanskrit verses are composed in metrical forms. So, after studying these materials

a student is equipped with the techniques of finding out a metre in which a

particulars verse is composed. One has to find out the gaňas in a particular verse

using  ‹ÉÊÈ and  ªÈL§ symbols. After that one has to identify those with the ganǎs

given in a particular  ¿UãŒ . This is the simple method of finding out a metre.

5. Fifth lesson : Scan and name the metres.
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Two types of questions are often set in examinations.

No. 1 Define and illustrate metres.

(It is already discussed in the foregoing pages)

No. 2 Scan and name the metre.

In this section it is shown how to scan a particular verse and find out its metre.

Few verses are scanned and their metres are named for the help of students.

5.2.1 © ÚUŒË-
¡
áÚ Ê¸ ⁄UÊ-ª-

Ã
 ¬Ú̋ ÚÁÃ⁄UÙ-

¡
œÚ ∑¢§-  

⁄U  
¡ÚŸÒ-—

•÷ËˇŸ◊ˇÊÈãŸÃÿÊ˘ÁÃ ŒÈª¸◊◊˜–

©U¬ÿÈ·Ù ◊ÙˇÊ¬Õ ◊ŸÁSflŸ—

àfl◊ª˝÷ÍÁ◊ ÁŸ⁄U¬Êÿ‚¢üÊÿÊH

After scanning this verse it is found that each pada contains the gaňas viz,  ¡, Ã,
¡ and  ⁄U . So this verse is composed in fl¢‡ÊSÕÁfl‹ metre. This metre is defined as

‘flŒÁãÃ fl¢‡ÊÊSÕÁfl‹¢ ¡Ãı ¡⁄Uı’ in the  ¿UãŒÙ◊T⁄UË of Ga

&n

g

a

d

a

sa.

5.2.2

⁄UÊÖÿ¢
◊
 ÁŸ Á¡¸Ã

‚
 ‡Ê òÊÈ 

¡
ÿÙÇÿ  ‚

‚ 
Áøfl  ãÿSÃ

Ã
— ‚ ◊

Ã
SÃÙ ÷ ⁄U—

ª

‚êÿ∑˜ ¬Ê‹Ÿ ‹ÊÁ‹ÃÊ— ¬˝‡ÊÁ◊ÃÊ‡Ê·Ù¬‚ª¸Ê— ¬˝¡Ê—–

¬˝lÈÃSÿ ‚ÈÃÊ fl‚ãÃ ‚◊ÿSàfl¢ øÁÃ ŸÊêŸÊ œÎÁÃ¢

∑§Ê◊— ∑§Ê◊◊È¬Òàflÿ¢ ◊◊ ¬ÈŸ◊¸ãÿ ◊„UÊŸÈà‚fl—–.

In this verse each pada contains  ◊, ‚, ¡, ‚ Ã, Ã and  ª ganǎs and  ÿÁÃ occurs

after seven and twelve syllables. So, according to the rule given in the

Chandoma

~n

jar

i

 it is a case of  ‡ÊÊŒ¸Í‹Áfl∑˝§ËÁ«∏UÃ ¿UãŒ . Its definition is

‚Íÿ¸Ê‡flÒ◊¸‚¡‚ÃÃÊ—U ‚ªÈ⁄Ufl— ‡ÊÊŒÍ̧‹Áfl∑˝§ËÁ«UÃ◊˜–

5.2.3  •ÚŸ-ÊÉÊ̋
-
Ê

ÿ
 ÚÃ¢ ¬È

-◊
c¬
-.

   ÚÁ∑§‚Ú
Ÿ
ãŸÚ ÿÚ◊Ú

‚
‹Í Ÿ

-
¢ ∑§

÷
Ú⁄UÚ L§Ú

‹
 „ÒU
-ª
—

•ŸÊÁflh¢ ⁄UòÊ¢ ◊œÈŸfl◊ŸÊSflÊÁŒÃ⁄‚◊˜–

In this verse there are  ÿ, ◊, Ÿ, ‚, ÷, ‹ and  ª in each pada and  ÿÁÃ occurs after

six and eleven letters. So, it is a case of  Á‡ÊπÁ⁄UáÊË  metre. The definition of this

metre is  ⁄U‚ÒL§ºÒ̋Áë¿UãŸÊ ÿ◊Ÿ‚÷‹Êª— Á‡ÊπÁ⁄UáÊË.

5.2.4 Few verses are given along with the names of their metres :

(a)  ⁄U
-
Ê
-
Áò
Ã
Ê Úª¸

-
Á◊c

÷

ÚÿÁÃÚ  ÷Ú-Áfl
¡

cÚÿ  ÚÁÃ 
-
‚È
¡
  Ú¬˝ ÷Ê

ª
Ã
ª
◊˜ =Ã, ÷, ¡, ¡, ª, ª = fl‚ãÃÁÃ‹∑§–
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(b)  ÉÊÍ◊
Ã 
ÖÿÙ ÁÃ— ‚

÷
Á‹ ‹◊

Ÿ
L§  ÃÊ¢‚

Ã
ÁãŸ  ¬ÊÃ

Ã
—`  ◊

ª
 ÉÊ

ª
—  = ◊, ÷, Ÿ, Ã, Ã, ª, ª =◊ãº˝Ê∑˝§ÊãÃÊ–

(c)  Ÿfl
¡
¬ ‹Ê‡Ê

÷
 ¬ ‹Ê‡Ê

÷
fl Ÿ¢ ¬È

⁄ U
⁄—  = ºÈ̋ÃÁfl‹ÁêflÃ = Ÿ, ÷, ÷, ⁄U–

(d)  Ÿ Ÿ π ‹È flÊáÊ—  ‚ÁãŸ¬Ê ÃÙ˘ÿ◊ ÁS◊Ÿ˜ = Ÿ, Ÿ, ◊, ÿ, ÿ = ◊ÊÁ‹ŸË–

(e)  •-Õ-Ù̧
Ã
Á„UÚ  ∑§-ãÿ-Ê

Ã
  Ú¬ ⁄UÚ∑§Ë-

¡
ÿÚ ∞

ª
fl
ª
 = Ã, Ã, ¡, ª, ª = ßãº˝flÖÊ˝Ê–

(f)  ‡ÊÚ⁄UË-⁄¢U
-

 ‚Ú ÈL§-¬
-
¢  ‚ÚŒÊ

-
⁄UÙ ªÚ◊È

-
ÄÃ
-
◊˜ = ÿ, ÿ, ÿ, ÿ = ÷È¡X¬˝ÿÊÃ–

(g)  ∞
-
∑§Ù
-
  ÚÁ„U  ŒÙ

-
·Ù
-
 ªÈÚ áÊÚ‚- ÚÁãŸ ¬Ê

-
Ã
-
 = Ã, Ã, ¡, ª, ª = ßãº˝flÖÊ˝Ê–

(h)  ÚÁŸ ÚÁfl‡ÊÚ Ã- ÿÚ ÚÁŒ  ‡Ê- È∑§Ú Á‡ÚÊ π-Ê¬ÚŒ-  = Ÿ, ÷, ÷, ⁄U = ºÈ̋ÃÁfl‹ÁêflÃ–

(i)  ∑Ò§-‡ÚÊfl¢-  ◊ÚŸÚÁ‚Ú  ‡ÊÒ-‡ÚÊfl¢- fl¬È-— = ⁄U, Ÿ, ⁄U, ‹, ª = ⁄UÕÙhÃÊ–

(j)  ◊Ê
-
œÈ
-
ÿ
-
Z  œÚŸÈÚ ÚÁfl ¡ Úÿ- ¢¬Ú ⁄UÊ-∑˝§Ú◊- @

-
 = ◊, Ÿ, ¡, ⁄U, ª = ¬˝„UÁ·¸áÊË–
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