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Priests’ harming yajamāna, a deep religious discord 
                                                                                                                                Prof. P.C. Sahoo 

Deccan College, Pune. 
          Vedic sacrifices are considered as the earliest holy ordinances and their performers maintain holiest 
positions in the society throughout the edges. The patron of sacrifice is called yajamāna, on behalf of whom 
some brahmins well versed in the Vedic lore use to carry out various ritual activities inside the performance 
of sacrifices, long or short. The sacrificer actually gives appointment to these individual brahminsinto 
various priestly offices of his sacrifice with due honour and appropriate honorariums who are then 
designated as ṛtviks namely Hotā, Adhvaryu, Udgātā, Brahman and so on. Their number varies from 
sacrifice to sacrifice. Since they are appointed by the sacrificer, they belong to him, at least during their 
respective ritual activities and all their performances should go in favour of their patron only. Thus, they 
form a team including the sacrificer to act in a team spirit for the direct benefit of the latter and indirectly for 
the wellbeing of the entire community as well as the kingdom. 
          But the ritual literature contains some evidences which reveal cracks in such a cordial arrangement 
and stand to disfigure the system of sacrifice. These evidences are on some intentional ritual activities of the 
appointed priests to harm their patron sacrificer himself. If these learned priests somehow develop 
dissatisfaction towards their patron then they are provided with ritual provisions to harm him by means of 
their performances. In that case the yajamāna simply becomes helpless to endure the loss or sufferings 
imposed on him. One finds an example of such an occasion in the JB. 1. 152. According to a legend the seer 
Jamadagni was the purohita or house-chaplain of the Māhenas, who were a royal family. They became 
prosperous with the help and support of the seer as their purohita. Due to some reasons the seer developed 
disliking towards his patrons and tried to cause them to suffer. As a result of his harmful ritual activities 
against them he could succeed in killing their cattle seven by seven per day. In the following lines some 
examples are given from various ritual texts in which some occasions are thought to provide suitable 
chances for causing harm at others and therefore in such occasions the four head priests namelyBrahman, 
Hotā, Udgātā and Adhvaryu are provided with ritual means to bring various harms to their yajamāna, if they 
desire so. 
          The Brahman priest is the supervisor of the entire performance of a soma sacrifice that requires the 
service of at least sixteen priests. He has to remain vigilant towards the activities of all other functionaries 
and in case of any mistake detected he has to get it corrected by ordering suitable measures of expiation. 
Simultaneously he heads the group of three other priests namely Brahmaṇāchaṁsi, Āgnīdhra and Potā as 
well as has to carry out occasionally few manual activities as well. Here is an example given to show his 
intentional practice of harmful ritual against the sacrificer while performing his normal ritual duties. While 
other priests carry the sacrificial fire from gārhapatya to the āhavanīya fire place known as agnipraṇayana, 
a part of cayana sacrifice, the Brahman priest makes a wheel of a chariot revolve round for three times on 
the ground at the southern part of the altar starting from the side of the gārhapatya fire place towards the 
āhavanīya. If he hates the sacrificer it is instructed that the priest should revolve round the wheel for six 
times instead of three. (ṣaṭkṛtvodveṣyasya) (ĀpŚS. 5.14.6 and HŚS. 3.4.10) 
          The main function of the Udgātṛ priest and his three assistants namely Prastotṛ, Pratihartṛ and 
Subrahmaṇya is to chant sāmans along with various methods and technicalities of chanting. Sometimes they 
are also required to do same manual activities. The Udgātṛ priest can intentionally harm the yajamānaby 
applying modifications to his regular method of doing ritual actions or chanting sāmans. For example, 
before the starting of proper pressing of soma-juice in the morning pressing session of the sūtyā day it is the 
duty of the Udgātṛ priest and his assistants to put down some pressing stones in a proper order under the 
southern oblation holder (havirdhānaśakaṭa) and push away the droṇakalaśa (a wooden tub) forward on 
these stones. On this occasion, if the Udgātṛ wants to make the sacrifice of the sacrificerdemoniac and to 
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possess himself the power of speech of the sacrificer then at the time of pushing away the droṇakalaśa he 
should touch the axle of the cart with his arms1 (TMB.6.5.15). In the normal procedure the priest takes care 
not to touch the axle of the cart while doing the same action. By mistake if he touches then he commits a 
ritual fault and as a measure of expiation the priest has to repeat the same action carefully without touching 
the axel. While chanting the seventeen-fold prayer (śaptadaśastoma) in a soma sacrifice if the priest hates 
the sacrificer he is instructed to apply the viṣṭuti called bhastrā (lit. blowing away) and there by the priest is 
supposed to blow away the cattle of the sacrificer2 (TMB. 2.13.2).3 
          The Hotṛ priest and his assistants namely Maitrāvaruṇa, Acchāvāka and Grāvastut are mainly 
incharge of recitation of ṛks with all the technical procedures involved in the same. In a soma sacrifice this 
act of recitation is known as śastra-pāṭha which involves a large number of ṛks and usually follows the 
chorus of chants called stotra-gāna. The head priest also recites anuvākyā and yājyā verses following some 
prescribed methods of recitation at the time of the offering of libations in fire. Among some other recitations 
of the Hotā is included the recitation of kindling-verses (sāmidhenis) (originaly eleven ṛks made fifteen by 
repeating the first and last ṛks twice each). There is a rule for him to utter the mystic vyāhṛtis or the sounds 
‘bhūḥbhuvaḥsvaḥ’ at the beginning of the recitation of each of these kindling verses. In context of the N and 
FM sacrifices it is said that if the priest desires to bestow the blessings of the entire sacrifice on the foe of 
the sacrificer4  instead of bestowing on the sacrificer as is normally expected then he should utter the 
vyāhṛtisat the beginning of his reciting each of the puronuvākyā(invitatory) verses. Since 
thepuronuvākyāverses are believed to have the enemy of the sacrificer as their presiding deity5 the insertion 
of vyāhṛtisby the priest is supposed to make the sacrificer deprive of the blessings of his own sacrifice (TS. 
1.6.10.4, BŚS. 3.17). At the end of each of his recitation of yājyā-verses (offering verses) the same priest 
should utter the vaṣaṭ-call and then only the offering priest pours down oblations on the fire. While uttering 
the call he is usually expected to do it with a more raised tone than the tone he used for reciting the verse. 
But with an intention to make the sacrificer worse he should utter the call in a more depressed tone than that 
of the recited verse.6 (AB. 3.7 (11.7), GB. 2.3.3, ĀpŚS. 24.14.5, HŚS. 21.2.40). According to the ĀpŚS. 
24.14.10, if the priest hates the sacrificer than instead of uttering the vaṣaṭ-call as ‘vau3 ṣaṭ’ (as is uttered 
normally) he should utter the same as ‘oṣaṭ’ and as a result of this modification in his uttering he is 
supposed to burn the sacrificer (oṣati)7.  
          There are a number of śastras like ājya, prauga, marutvatīya etc. to be recited in a Soma sacrifice 
inside its three pressing sessions. In context of the prauga-śastra to be recited in the morning pressing the 
Hotṛ priest gets a chance to bring various harms on the sacrificer by making confusion in his recitation and 
this confusion he can make by passing over a line from the triplets (tṛcas or group of three ṛks) addressed to 
various deities. If he desires to make the sacrificer deprive of his expiration than he is instructed to bring 
confusion in the triplet to Vāyu.8In case he wants to make the sacrificer deprive of both his expiration and 
inspiration than he needs to bring confusion in the triplet dedicated to IndraVāyu. In a similar way if the 
priest wants to make the yajamāna deprive of his eyes, ears, strength, limbs and speech than he has to create 
confusion in his recitation to the triplets of Maitrāvaruṇa, Aśvins, Indra, Viśvedevāḥ and Sarasvatī 
respectively (AB. 3.3 (11.3)). 
          Textual prescriptions provide maximum chances for the Adhvaryu to act against the sacrificer. 
Practically the Adh. is the most important among all priests in major sacrificial performances who knows 
                                                           
1 
2 
3 
4 
5 
6 
7 
8 
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every details of ritual procedures. Under him work three other priests, viz. Pratiprasthātṛ, Neṣṭṛ and Unnetṛ. 
He himself carries out many manual activities single-handedly and with his permission some other priests 
including those who belong to his group perform certain other rituals. It is he who is supposed to have 
mastery over the entire text of the YajurVeda and capable of uttering all relevant yajus-formulas from the 
same during the performances. Few examples are taken here as evidences of his capability to harm the 
yajamāna ritually. There are two offerings of ghee known as āghārau to be offered in the fire by the Adh. In 
context of the N and FM sacrifices while offering the same the priest intentionally follows a crooked way of 
offering instead of offering these in a straight way, if he desires to make the sacrificer perish9 (TS. 2.5.11.7, 
MS. 4.1.14, ĀpŚS. 2.14.2). At the time of offering the second libation of āghāra in a standing position 
normally the ladle full of libation is held at the level of the navel of the priest. If he hates the sacrificer then 
he has to hold up the ladle below the level of his navel while offering the same10 (ĀpŚS. 2.14.6).  
          The performers of an animal sacrifice prepare a sacrificial post (yūpa) to be erected in front of the 
āhavanīya fire on the eastern part of the altar. While preparing the post out of a suitable wood-log the same 
has to be made with eight corners out of which one corner is called agniṣṭha corner. At the time of setting 
the post up the Adh. takes care to make its agniṣṭha corner face towards the āhavanīya fire. If he wants to 
make the sacrificer deprive of his brilliance, deities and power he is instructed to move the corner away 
from the fire (TS. 6.3.4.4, KS. 26.5). 
          For the yajamāna of a soma sacrifice the priests led by the Adhvaryu select a suitable place or piece of 
ground to be used as devayajana on which the mahāvedi or great altar is constructed. There is a long 
discussion in the ritual texts on the selection of this ground considering from various points of view 
including some special desires of the performers. In this context one finds a statement given in the TS. 
6.2.6.4 that if the priest (Adh.) desires to cause the sacrifice of the sacrificer to be seized by destruction than 
for that sacrificer he should choose a ground which is believed to have been seized by destruction. And that 
ground is considered to be seized by destruction which is a bare patch of level ground.11 In fact this is a 
piece of barren land unfit for cultivation or where no plant or tree can grow. In the sūtyā day of a soma 
sacrifice the priest offers several cups full of soma-juice(graha) in fire and these cups are known by 
different names as well as dedicated to various deities. There is a rule for the Adh. priest that after offering 
the juice from the cups namely upāṁśu and antaryāma he should see that these empty cups are put down 
keeping a close contact with the upāṁśusavana, a particular pressing stone. If he desires the death of the 
sacrificer he may instruct to put down these two cups without having any contact with that stone. These two 
cups and the stone are identified with the expiration, the inspiration and the cross breathing respectively. By 
putting the cups in a disconnected manner the priest is believed to sever or disconnect the sacrificer’s  
expiration and inspiration from his cross breathing12(TS. 6.4.6.4 and ĀpŚS. 12.13.10). 
          In context of the fire building rite known as cayana the priest uses to set various bricks on the five 
layers of the fire altar. At the time of setting bricks on the second layer he has to set some bricks called 
vayasyā (strengthening) and apasyā (water-bricks). According to the prescribed order the priest sets down 
the apasyā bricks first and then the vayasyā bricks. But with an evil intention to make the sacrificer destitute 
of his cattle the priest can put the bricks in a reversed order, i.e. first the vayasyā then the apasyā bricks13 
(TS. 5.3.1.4, ĀpŚS. 17.1.9). 
          These are few references taken out of a number of similar instructions on harming the sacrificer by his 
priests. This outwardly may give the impression that inside the sacrificial arena the priests were able to do 
and undo anything at their will which does not seem to be possible absolutely due to various reasons. The 

                                                           
9 
10 
11 
12 
13 
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ritualists being aware of such occasional ill feelings prevalent among the participants of long sacrificial 
performances have tried to control them from acting against each other following a ritual method. As a 
measure affecting this point one rite called tānūnaptra was introduced inside a soma sacrifice at its upasad 
ceremony in which maximum of priests take part. In this rite all the participants including the sacrificer 
pledge themselves by touching ājya (ghee) in a ladle not to act against each other and maintain cordiality 
among themselves till the end of the performance (ĀpŚS. 11.1.1). But it would be folly to believe that such a 
preventive measure would have been able to stop the above whimsical behaviour for ever.     
Footnotes and references –  
1. yasyakāmayetaasūryamasyayajñamkuryāmvācamvṛñjīyeti… bāhubhyāmakṣamupaspṛśet (TMB. 6.5.15) 
2. yaṁdviṣyāttasyakuryātyathāvācīnavilayābhastrayāpradhūnuyātevaṁyajamānasyapaśūnpradhūnoti 

(TMB. 2.13.2) 
3. viṣṭuti is a technical term used in the arrangement of verses in the stomas which are again signified by 

some numbers of verses to be repeated at the time of actual chanting like the trivṛtstoma (nine-versed) 
pañcadaśa-stoma (fifteen-fold) etc. For more details one can refer to the translation of 
PañcavimśaBrāhmaṇa by W Caland, Calcutta, 1931, p. 19 (introduction to the chapters 2 and 3) 

4. yaṁkāmayetayajamānambhrātṛvyamasyayajñasyaāśīrgacchet (TS. 1.6.10.4) 
5. bhrātṛvyadevatāvaipuronuvākyā (TS. 1.6.10.4) 
6. yaṁkāmayetapāpīyānsyāditiuccaistarāmasyaṛcamuktvāśanaistarāmvaṣaṭkuryāt (AB. 3.7 (11.7)) 
7. yaṁdviṣyāttasyauṣaḍitivaṣaṭkuryāt,oṣatieva (ĀpŚS. 24.14.10) 
8. yaṁkāmayetaprāṇenainamvyardhayānītivāyavyamasyalubdhamśaṁset, ṛcamvāpadamvāatīyāt (AB. 3.3 

(11.3)) 
9. yaṁkāmayetapramāyukamsyāditijihmamtasyāghārayet… tājakpramīyate (TS. 2.5.11.70) 
10. nyañcam… dveṣyasyaityeke (ĀpŚS. 2.14.6) 
11. nirṛtigṛhītedevayajaneyājayetyaṁkāmayetanirṛtyāsyayajñamgrāhayeyamitietadvainirṛtigṛhītamdevayaj

anamyatsadṛsyaisatyāṛkṣam (TS. 6.2.6.4) 

12. yaṁkāmayetāpaśuḥsyāditivayasyāstasyaupadhāyaapasyāupadadhyātasaṁjñānamevāsmaipaśubhiḥkaroti, 
apaśurevabhavati (TS. 5.3.1.4) 

13. yaṁkāmayetapramāyukaḥsyāditiasaṁspṛṣṭautasyasādayet,prāṇāpānautasyavicchinatti, tājakpramīyate 
(TS. 6.4.6.4)  
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Purṇakumbha : A symbol of Auspicious Omen 
Prof. K. N. Hota 

Deccan College, Pune. 
When we look into the society of Hindu community generally people have a strong feeling or attachment 
towards the things which are believed to be auspicious omen, and consequently its influence goes to such an 
extent that psychologically people become more or less dependent on such element either intentionally or 
unintentionally. As a matter of fact, everybody expects to see something auspicious as it has a kind of link to 
indicate success or achievement. Considering this fact, it is so believed that good omen symbolizes, or in 
other words, indicates something good to happen.Purṇakumbhais generally known as a jar with full of water 
i.e. jalapurṇakalasa (CaturCin.1.170).It is also known as an auspicious jar or Bhadrakumbha (Agnipurāṇa 
365.8). It is believed as an abode of fortune or auspiciousness (maṅgalaikanilayah ̣purṇakumbhaḥ, 
TriṣaṣṭhiśalPuC. ii.2.30). However,there are hundreds of such omens both good and evil found in Sanskrit 
literature. Purṇakumbha is one that symbolizes auspiciousness in many respects, which can be seen in the 
following. 
Purṇakumbha is assumed symbolizing auspiciousness in many ritual contexts. In one of the contexts 
ofJaiBr., Purṇakumbha seems to have symbolized the fulfillment or completeness of desire.  The ritual it 
states is in the form of performance of a yearlong sacrifice called Gavāmayanasatra. On the penultimate day 
known as Mahāvrata Day, all the performers of sacrifice with holdingPurṇakumbhasmake a move aroundthe 
mārjāliya-fire with a hope for attaining the entirety or completeness most probably of what has been desired 
by those performers (purṇakumbhāmārjāliīyaṁparyāyantipurṇasyaivāvaruddhyai, JaiBr.2.405). 
 In architectural context some ritual is performed, where occurs is the usage ofPūrṇakumbha.While laying 
down the foundation of a temple, or of the dwelling of a Brahmin or of any other constructions, Brahmā and 
other house-deities are invoked and worshiped with their respective Mantras. Then an architect known as 
Sthapati, cleanses the construction site with the five products of cow (pañcagavya), and then a pot filled 
with perfumed water while being covered with strings, is placed in the Garbha.Further another twenty-four 
pots filled up with water are placed around the main pot at the center. These pots are adorned with bunches 
of flowersand strings rounded on them.After this arrangement Sthapati meditates upon or worships the Lord 
of the Universe (Bhūbanādhipati) with perfumes and flowers 
(gandhapuspaiḥsamabhyarcyabhūbanapatimjapet, Mānasāra 12. 27 and 22-27). However from the text it is 
not very clear what the main pot and other surrounding pots are really representing. In the beginning of 
twelfth chapter it is said that the garbha  which is filled with various substances, is full of auspiciousness 
(nānādravyasampūrṇaṁ garbhaṁsarvaśubhapradam, Mānasāra 12.2). The same description is given in 
Mayamata (Chapter 12) but it does not mention all these twenty-four pots here. Considering both the texts 
Mayamata and Mānasāra, it appears that Pūrṇkumbha could be a mere auspicious deposit material. 
 There is an evidence of golden jar which the architect Sthapatiuses as deposit while making the foundation 
of a Śiva temple. This is one of the eight auspicious deposits, of which the other seven are: mirror, bull, 
Yugmacāmara, Srivatsa, Svastika, conch and lamp. All these are arranged at the site in a particular order 
(Mayamata 12.33-35). 
As to some Puranic evidences, in order to make onerelieved from all sorrows,  it is advised to observe a 
Brata called Haripañcaka. At the final stage of this Brata one bestows a Pūrṇakumbha as a gift to a 
spiritually learned Brahmin. This pot is adorned with five gems, and also is covered with a cloth.It is 
associated with fragrant fruits and some fruits with ghee applied on, and it is filled with Pāyasamixed with 
honey(Bṛhadnnāradīyapurāṇa 19. 22-23). This shows that when Pūrṇakumbha is given as a gift, it is not a 
simple pot but it is the one associated with many other things, the whole of which could be probably 
auspicious. 



Special Issue On “सं�व�”  
ISSN No.2394-8426 with Impact Factor 2.254 

 

Page 6 Online Published by – Gurukul IMR Journal 
Available At - www.gurukuljournal.com 

In Matsyapurāṇa (Chap.276.)brahmāṇḍadānaor bestowing of the whole Universe is narrated as the highest 
amongst all dānas, and this is believed as the dispeller of all sins of highest degree.One who performsthis, is 
relieved fromall sins and heattains the region of Viṣṇu, and also causes the whole of his family liberated. In 
the preparation of this dāna the performer makes an image of Brahmāṇḍa with four-faced Brahmā who is 
surrounded with the images of eight Lokapālas and other gods or deities, in front of whom are placed the 
golden pedestals on which placed are the Pūrṇakumbhaswhich are covered with cloths, and then all those 
deities are being worshipped. Similar descriptions are found inVṛddhahārītasmr ̣ṭi (8.123-124) which states 
that a priest worships Vāsudeva and other gods making them placed on the Pūrṇakumbhas filled with 
auspicious things (maṅgaladravyasaṁyuktaiḥ)(see also CaturCin.ii.897). Here Pūrṇakumbhas could be the 
auspicious seats where the deities have been invoked to seat in worshiping. 
There is a reference forworshipping of four Vedas at the four entrances of a house where four 
Pūrṇakumbhasare placed at those entrances. These Pūrṇakumbhas are red in colour, and decorated with 
cloth, perfume etc.. They are also filled with five nectars and five barks and leaves.  
OftenPūrṇakumbha is directlystated as an auspicious omen or good śakuna, and most importantly, its 
auspicious aspect has been examined.For instance, while going for some business a minister first examines 
all the omens, and proceeds for the business, and if he comes across a Pūrṇakumbha filled with paddies on 
the right side, he assumes it as very auspicious like other things such as jackle, tiger, mongose, cakora-bird, 
snake etc. (…. dhānyānāṁpūrṇakumbhānāṁdakṣiṇedarśanaṁśubham, ĪśānaŚiGuPa. I.39.71-72). The site 
of Pūrṇakumbha indicates one’s journey very much successful (pūrṇkumbhe …. dṛṣṭeyātrābhavatisiddhidā, 
Mānasollāsa ii.13.818-820). Vāśiṣṭhasaṁhitā(37.50) reports a long list of auspicious things on one’s 
departure. They are:  girl, cow, sound of conch, curd, fruits, flower, fire, Brahmin, Pūrṇakumbha 
etc.(….Pūrṇakumbham … maṅgalaṁprasthitānām). Also one attains meriton an occasion when he sees 
Pūrṇakumbha and the rest (Brahmavaivartapurāṇa. iv.76.9). Thisalso signifiesonebecoming a king 
(nṛpasyayogaḥ khalupūrṇakumbhaḥi,Sārāvalī35.97). 
Based on the above textual materials though not fully exhaustive,what it appears is that the word 
bhadrakumbha as the synonym of pūrṇkumbha is enough to express Pūrṇkumbha as an auspicious jar filled 
with either water or other auspicious materials. However,the jar as a wholealong with all 
materialssymbolizes auspiciousness even in most of the ritual contexts. In extension to this sense, it 
mayfurther symbolize as an attainment of merit. This may too indicate one becoming a king or rather 
becoming reach in all aspects. JaiBr. seems to have referred Pūrṇakumbhasymbolizing fullness or 
completeness more significantly in the sense that one could be fully successful in the attainment of his 
goal.Even today in many communities people have a strong belief of using Pūrṇakumbha as a symbol of 
auspiciousness. 
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The history of Sanskrit dramaturgy is not only rich, but also amazing. Roots of drama in general and 
Sanskrit drama in particular go back to the ancient time of the Vedas. ,  though these forms of drama 
were simple in nature.This rich tradition of dramatic works depict different shades of human nature such 
as emotions, mental state, ideas, desires, strength and weaknesses, aspirations etc. It also shows a 
multifaceted fascinating picture of political, social, economic and cultural life of their time.  
Eventually the basic drama form developed into various versions namely Daṥarūpakas.  
In 1910 -15, no. of plays were discovered and  were published by   T. Ganapatiṥāstrī and ascribed to the 
famous poet Bhāsa. This group of plays is commonly termed as Bhāsanāṭakacakram. Bhāsa being a 
pioneer of the Indian drama, showed his keen insight ,  aesthetic sense, unique structural skill through 
his dramas. His bhāsiyā bhāṣā,made himself as a distinct dramatist. He is considered to be the earliest 
playwright and also as  a hāsa of the Kavitākāmini i.e smile of the goddess of speech. Even then for 
unknown reason his plays had to face the fire test in front of the learned ones of those days, and only 
Swapanavāsavadattam could survive as unburnt  probably being  unaltered or being Alaukika. 
Dr. Palsule has written the play focusing upon this issue . For that matter he has taken the famous verse 
from the tradition as a kathābīja for his play Bhāso -ahāsaḥ  
‘Bhāsanāṭakacakrasya cchekaiḥ kshipte parikṣitum, Swapanavāsavadattasya dāhakobhunnapāvakaḥ’ . 
Bhāso’hāsaḥ is a play written by Prof. G. B. Palsule, on the life of playwright Bhāsa. where in he has 
depicted Bhāsa as a modern and contemporary play wright. What would have been the reason behind the 
fire-test for Bhāsa’s plays? Did he and his writings suffer from the agony of the people of the society ? 
who could not understand the difference between  dramatic version and the history and burnt all his 
writings?  
It is well known that Bhāsa has used historical data, historical characters and situations extensively to 
write his plays. Amongst his 13 plays 7plays have Mahabhārata as their source and two have Rāmāyaṇa, 
but with his imaginative power, taking  dramatic  liberty he has changed the original history to some 
extent. Bhāsa has created new situations or scenes, he has changed the original nature of the characters. 
In his plays there are certain things which are peculiar to him. Some times story of the drama seems a 
little inferior than that of the epic story. All the rougher aspects of the original story have been smoothen 
away. Negative characters have been glorified and are represented in a more favourable light. They 
inclined to peace. These characters of the epic are treated with respect and delicacy and that  goes away 
from the antiquity. There is trend of happy ending in Indian or Ancient Indian dramaturgy, but in 
Bhāsa’s plays the end is not happy always but many a times Duḥkhānta. Tragedies like deaths have not 
been performed before on the stage but he performed it.   
According to Dr. Palsule this could be the reason for which he had to face fierce opposition and his 
writings had to do Agnidivya, for emotional betrayal of the people of the society. 
Critics criticised that Bhāsa has either not studied Pāṇini or he has disrespected it as he has used 
apāṇinian and that is why asādhu grammatical forms , He did not follow gaṇa, pada, not euphonic 
combinations, not gender  and  not even cases and same thing is with  Nāṭyaṥāstra. He did not follow the 
norms or principles lay by Nāṭyaṥāstra. ‘Nāṭyaṥāstrasya sarvān vidhiniṣedhān tṛṇīkṛtya ayam Bhāso 
nāṭakāni racayati.’ 
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He disrespected truth, he has taken unlimited freedom, and hurted the national and religious feelings of 
the people of the society. Those who strongly believe in these for them it is cruel mischief and moreover 
it is an intentional or deliberate attempt. It has nothing to do with these epics and his dramas are 
different and newer than that of the Rāmāyaṇa, Mahābhārata. 
So, in his plays the truth has been denied, history has been distorted, the play like Ūrubhaṅga is seems to 
be unknown one. Duryodhana’s emotional transformation from negative to positive seems to be 
unbelievable. As if a seasoned singer is singing a very unknown, unaccepted rāga.  
It is assumed that in imaginative plot an author can have full freedom of expression but as far as the plot 
is dependent upon historical   resources an author has to stuck to the original kathāvastū.  
Although the freedom of expression is considered as an important factor it should be limited as this 
drama cannot be a property of only dramatists it pervades, influences the society so these factors also 
should be taken into consideration. For the dramatists or the society Bhāsa had crossed his limitations.  
Not only he made changes but he made it undesirable or not acceptable manner. As he was not ready to 
revert from his view, all plays of this ādya dramatist’s were burnt into the fire and once who was  
honoured by the title Rājakavi, that title also had taken away . Even the authority or king could not 
support Bhāsa for his deeds and other dramatists also warned for not following such things under the 
shelter of freedom of expression or will be punished very hard.   
It is accepted that Bhāsa was the one who has taken liberty to write his plays. He dramatized the 
Rāmāyaṇa and Mahābhārata. For him Rāmāyaṇa and Mahābhārata these two epics are ‘Sambhṛtam 
Madhu’ or ‘Akṣṣayyā Khaniḥ Nāṭyavastūnām’. He changed the nature of the characters in his dramas 
following his inner intuition. In the performing art it is not necessary to know what is truth, but it is 
necessary to know whether the new ideas or situations fit into it or not. If glorification of the characters 
like duryodhana fits into it then there should not be any harm. Necessarily not that one should stick the 
Mahābhārata if the Kathābīja is taken from it. As for him as a dramatists Mahābhārata is one thing and 
drama is another one. If audience want to experience the ‘rasānubhavamātra’ then they should go drama 
and history seekers should go for the Mahābhārata or a history text. Bhāsa has written the plays for the 
entertainment purpose only. So ‘Urubhaṅgam’ or Pratimā or Abhiṣeka should be only dramas for them 
and not historical description of the facts. This is nothing but making new ornaments from old one. Old 
ideas when imagined differently or innovatively there is no harm in it.  Even the original writers would 
have read it they would have been happy and appreciated Bhāsa for these new ideas, not imagined by 
them. The purpose of the drama is different than that of the history it is ‘Bhinnarucerjanasya bahudhā 
pyekam samārādhanam’ and poet or dramatist has freedom of expression so it is not absolutely 
improper.  
It is possible to assume that Bhāsa wanted to transfer the audible drama to audiovisual. Whatever was 
hidden in the book or in the written form he wanted it to be performed on the stage. He tried to do this 
with his Prātibhacakṣu.  It is not actually possible for a dramatist to create drama by reading the books 
on dramaturgy; the life experience for that matter is more useful to write a play.  
For Bhāsa, sorrow is one of the major aspects of life, The death of the Duryodhana on the stage is 
remarkable- it has been introduced deliberately though not in to place according to the story, to round 
off the tragedy. Although It is against the canons of orthodox Sanskrit dramaturgy. For him drama is the 
reflection of the complicated life story of the human being. As life is full of dramatic experiences, one 
has to feel it consciously. A person having a sensitive soul and having passion for it can feel this flavour 
of drama. This is obviously not of a phenomenon of any particular individual. In this way when the seed 
of the drama nurtured by these things will take the beautiful shape of the drama. This is the drama which 
makes a writer to write a drama. A writer has to be identical with his writings. This is not possible to 
acquire by mere theory. Bhāsa seems to be a staunch believer of this. For him probably following the 
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norms laid by Nāṭyaṥāstra meticulously means to do Bālavicchedana. For him common person’s opinion 
is most important, he was a dramatist of audience, and he gave importance to his own intuition , instead 
the principles of Nāṭyaṥāstra. 
He might want to give something different or wanted to develop the taste of the audience. Or he wanted 
to give a local  flavour to his plays. Some folk literature or a local dialect might have been influential for 
the language he has used . Taking into consideration all these facts it is possible to assume that, he was 
adoptive enough and was a contemporary and modern playwright of the contemporary society and 
probably the first of that kind or a profounder of the modern Drama.  
Bhāsa has uplifted some situations, created some new one which are not in Rāmāyaṇa, Mahābhārata.and 
that is utprekṣaṇanaipuṇya of him. He has glorified Rāvaṇa, the negative character of Rāmāyaṇa, which 
was the result of the penance performed by his wife.(Rāvaṇsya Pativratā tejaḥ) .  
Bhāsa did Parakaayapravesh and observed emotions of his characters. Dr. Palsule also did the same 
while depicting Bhāsa. Bhāsa being a dramatist neither favoured nor underestimated any of the 
character. According to Bhāsa not a human being is complete good or bad one but everyone consists 
both these qualities within varying degrees. Not only that,every one consists of a kind of divinity which 
manifests at times. 
In his plays one can see the characterisation done from humanity point of view. Psychology of a human 
being is taken into account. This is the result of deep involvement and visualisation of the characters and 
situations happened with Bhāsa and it seems as if the characters started dialoguing with him.  
Bhāsa treated his characters as a human first, even though they are characterised as Durjan by the history 
and always have been engaged in harmful activities. But at the end of the life they may regret for their 
deeds in past. Bhāsa believes that at the time of deathbed a human being becomes an introvert, his 
hidden virtues came up, he loses the enmity which he has held in his life . 
Bhāsa shows a particular bent of the emotional thoughts. Which even today directors or authors of the 
Cinema or Drama tend to have. Bhāsa himself is very pleased to write dramas which are based on his 
own intuition. He felt mindfulness not experienced before. 
Now, taking such kind of liberty, has always been the point of discussion, sometimes causing extreme 
emotional discomfort of the society. How much liberty should be taken when one writes a play or poem 
based upon famous writings especially famous historical or religious writings? This type of thinking , 
could be a reflection of the openness of Bhāsa’s mind but taken as offensive intricacy. Dr. Palasule has 
described bhāsa as ‘Jwalanapriya’ who happened to be of rebellious or revolutionary nature.  
Conclusion- 
Bhāsa who is famous as smile of Goddess of speech, Kavitākāminyāḥ hāsaḥ, is imagined to have gone 
through undesired consequences being a revolutionary playwright by adapting the new ideas. Drama 
caters the taste of heterogeneous audience and He tried to  do that but probably he himself had doubt 
whether people will accept it, with the hope that people may not accept it today but in future they will 
accept it.  
Dr. Palsule has taken the famous saying regarding Bhāsa as Bhāso ‘hāsaḥ, i.e, smile of goddess where  
with the help of praṥleṥa he made Bhāso -ahāsaḥ which amounts to say that luptahaasyo,Bhāsaḥ, who 
has seen his writings burnt while facing Agnidivya. So Bhāsa who was fond of making his plays 
Duhkhaanta, this is Duhkhaantikā or ṥokāntikā of this Bhāsa.  
In Bhāsanāṭakacakra i.e. plays written by Bhāsa, it is seen that author always followed his own instinct 
or used his imaginative power. Society even like to have innovations seems to hesitate to accept 
revolutionary concepts. Being a dramatist Bhāsa also wanted to have a dramatic liberty to depict 
different characters. Performing art always depends upon artists and in performing art it is not necessary 
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always to follow the actual truth or history as the sole motive of drama is different from that of the 
history. Drama neither means writing minute details of the historical facts nor wring Itivrutta.  
But since a very early age people of the society resist to accept this expression of freedom, that is why 
once who was smile of the goddess of speech himself had to face a tragedy like this. Who was 
propounded of the tragic drama his own life ended with tragedy. One who depicted negative characters 
positively could not expect a generosity  from the audience.  
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Conventions of Eye Movements in Nāṭyaśāstra and Kinesis: A comparative study 
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When people meet each other for the first time, they make a series of quick judgments about each other 
based largely on what they see because eyes give the most accurate signal while communicating. Eye 
contact always regulates the conversation. It helps to read the attitude of the other person. 
The phrases like- She had big baby eyes, He gave an icy stare, she has shifty eyes refer to the person’s gaze 
behavior and ultimately the person using these phrases passes some judgment about the other person. Even 
though we don’t analyze every time, emotions are conveyed through eyes on a very large scale. 
The Indian text NāṭyaŚāstradiscusses four fold abhinaya:Āngika, Vācika, Āhārya and Sāttvika. Further the 
Āngikaabinaya is divided into three types . Chapter eight of The NāṭyaŚāstra deals with the use of different 
head parts in the performance. The movements of Head (13 ), Glances (36), Movements of pupils of eye (9 
), Modes of glances (8), Eyelashes(9 )  Eye-brows (7 ), Nose (6 ), Cheeks (6), lips (6 ), Chin (7 ), Mouth (6 
), Color of face (4 )and Neck(9 ) and the conventions of their use i.e. employment of these movements is  
given in detail in Chapter eight. 
Similar discussion is seen in the modern day theory of Kinesis14 i.e. Body language. These two theories are 
related to the same topic of discussion i.e. both the theories talk about what is conveyed and how it is 
conveyed through body parts and their movements. However both the theories have totally different 
approaches. They are formulated in different time periods and for different class of people. NS is dated 4th C 
B.C. And the Kinesis theory I have referred for this comparison belongs to 20th C.A.D. An attempt is made 
in this paper to compare these two theories. 
The description of different varieties of glances, movements of eye parts and their application is found in 
8thAdhyaya of NāṭyaŚāstra. The same topic with very small variation also comes elsewhere 
(VisnudharmottaraP. and other texts on dramaturgy)For this particular presentation I have only considered 
8thAdhyaya of NāṭyaŚāstra. For the modern theory I have referred to Allan and Barbara Peas book, The 
definitive book of Body Language , updated edition published in 2004.(which was earlier known as Bible of 
Body language), Judy James book: The body language rules and Allen Peas book: Overcoming the common 
problems, Body Language. 
NāṭyaŚāstra describes 36 varieties of Glances  

का�ताभयानकाहा	याक
णाचा
ुतातथा। 

रौ�ीवीराचबीभ�सािव�ेयारस��यः।। 

These eight are the types of glances which express eight sentiments (Rasas) 
ि	न�धा��ाचदीनाच"ु#ा�$ाभयाि�वता। 
जुगुि'सतािवि	मताच	थाियभावेष�ु�यः।। 

These are the glances relating to the permanent moods (Sthāyibhāvas) 
शू�याचमिलनाचैव.ा�ताल/जाि�वतातथा। 
�लानाचशङ्िकताचैविवष2णामकुुलातथा।। 
कुि3चताचािभत$ाचिज4ाचलिलतातथा। 
िवतिक5 ताध5मकुुलािव6ा�तािव'लतुातथा।। 
आकेकरािवकोशाच9	ताचमिदरातथा। 

षट्ि9ंश<ृ�यो>ेता	तासनुाट्यं?िति@तम।्। 

                                                           
14 Ray Birdwhistell, who is considered the founder of this area of study, never used the term body language, and did not 
consider it appropriate. He argued that what can be conveyed with the body does not meet the linguist's definition of 
language. 
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Dramatic representation depends on these 36 varieties of glances. Further each and every variety is 
described  
While describing the wondrous sentiment, Adbhuta variety of glance is to be displayed. This variety is 
described with the words 

या�वाकुि3चतपBमाCासाDयEदवFृतारका। 
सौGययािवकिसता�ताचसा
ुता�ि�र
ुते।। 

In this glance the eye-lids slant a little, pupil of the eye largeout in wonder, appear mild and tips of the eyes 
become extended. This glance is to be used to show Adbhuta i.e. wonder. 
This way every variety is described in detail.The application of different glances is given in detail. 

शू�या�ि�	तुिच�तायामिभत$ाsिपकHित5ता। 
िनवIदेचािपमिलनावैव2यIचिवधीयते।। 

Ṥunyā and Abhitaptā glances are to be employed in the emotion Cintā.Malinā glance is to be employed in 
the Nirveda and Vaivarnya. In this fashion all the thirty six varieties of glances are described and the 
employment is also prescribed. 
This is the peculiarity of NāṭyaŚāstra such an elaborate description  and discussion of glances is not found in 
the modern theory of Body Language. 
After the employment of all the 36 glances, Nine varieties of the movements of pupils of eye are described. 

6मणंवलनंपातDलनंसG?वेशनम।् 
िववत5नंसमJुFंृिनKकामः?ाकृतंतथा।। 

Turning of eyeballs within the eyelid, Triangular movement, dropping in the lower position, unsteady action 
, drawing of eyeballs within, Sidelong glance, raising up, bulging out, natural position are the nine positions 
of eyeballs. 
The employment of these movements is given further. 

6मणंवलनोJFेृिनK"ामोवीररौ�योः। 
In order to represent the Vira and Raudrasentiments,Turning of eyeballs within the eyelid, Triangular 
movement, raising up and bulging out of the eyeballs should be employed. 
In the theory on Body language, Allan and Barbara Pease state that’ Darting eyes from side to side indicates 
that brain is searching for escape routes. This reveals a person’s insecurity about what is happening15. 
I would like to bring it to your notice here that contraction and dilation of pupil according to the theory of 
Body language plays a vital role in conveying the moods and sentiments as the dilation and contraction is 
controlled by the moods. ‘When maximum dilation is reached, person arrives at the solution. It indicates 
happiness. Pupil dilation has a reciprocal effect on the person who sees the dilated pupils. Bestselling 
children’s toys almost always have oversized pupils’ 16 . Another book on body language by Allan 
Pease17says that negative mood of a person causes the contraction of pupil and thus many business deals are 
done with the dark glasses on. 
While discussing the movements of the pupils in NāṭyaŚāstrathe dilation and contraction is not considered 
but it is clearly mentioned while describing the varieties of glances. We have the word Tārakā used for the 
pupil and different adjectives used to indicate the state of it are – Vikasitā, Upaplutā etc.. 
Basically these two theories have many things in common still they have two totally different approaches to 
look at the same topic. Both theories discuss the gaze, movement of eye balls, movement of eyelids, 
eyelashes, eyebrows. Indian theory of NāṭyaŚāstra is written to train the actors and performers; it discusses 
what can be conveyed with which movement. How codes are to be used by the actors intentionally. 

                                                           
15 P. 199, Allan and Barbara Pease (2004) 
16 P.186,Allan and Barbara Pease (2004) 
17p.87, Allan Pease (1981) 
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However, western theory discusses how the signals are to be decoded to understand other person’s intention 
which is displayed by him unknowingly. 
Eight varieties of the modes of glances are described then along with their application. These eight varieties 
are : 

समं साMयनवुFेृ चा'यालोिकतिवलोिकते । 
?लोिकतोNलोिकते चा'यवलोिकतमेव च ।। 

Samam (level), sachi (sideways),anuvrutta (following up), alokita (seeing over), vilokita (looking round), 

pralokita (careful observance), ullokita(looking up) and avalokita (looking down).  
In the theory on Body language18three types of gazes are mentioned: Social gaze, Intimate gaze and Power 
gaze. Social gaze is the gaze given to familiar person to show acquaintance. In this type, a person looks at 
the eyes and mouth part of the other person who is familiar to him. Intimate gaze is usually given to a very 
close person which is extended a little low i.e. from eyes to the neck part and Power gaze is given by a 
superior person which focuses the eyes and the forehead part of the other person. 
 
Nine varieties of the movements of Eyelashes and their application is described 

उ�मेषDिनमेषD?सतंृकुि3चतंसमम।् 
िववित5तं?	फुSरतंिपिहतंसिवतािडतम।्। 

While describing the application of these varieties of movements of eyelids, it is said that:  
अिन�दश5नेग�धेरसे	पशIचकुि3चतम।् 

Kuncita is the variety to be used in smelling, testing, touching and seeing undesirable objects. 
The body language book by Judy James19  mentions that the long eyeblink and squeezing the eyelids  
indicates that you want the speaker to shut up, dislike towards what you are seeing or listening i.e. you want 
to remove yourself from the situation you are in. The blink rate of the eyelashes becomes irregular in case 
the person is experiencing irritation, confusion.  
Seven varieties of the movements of Eye-brows and their application is described in the end of this section. 

उ�Vेपःपातनंचैव6कुुटीचतुरंतथा। 
कुि3चतंरेिचतंचैवसहजंचेितस$धा।। 

While describing the employment of this, we have उ�Vेपो िव	मये हषI and according to the Body Language theory, 
interest or hostility is conveyed by raised eyebrows and smile accompanied by it20. 
Conclusions: 
1. In spite of the difference in the time period of these texts, They discuss almost similar things about the 

eye movements and what do they convey. These are the universal principles.However the ancient text 
discusses these things with minute details and only some part of it is discussed by the Body language 
theory. 

2. The parameters used while describing the different eye movements and their applicability are the same 
in both the theories. 

3. A new Indian Theory on Body Language based on NāṭyaŚāstra and details given there can be designed. 
References: 
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Sthāgara  in Vedic Literature 
Vijaya P.Valhe 

Deccan College, Pune (MS) 
Introduction- 
Sthāgara is an important plant among some other plants which are mentioned and used frequently in the 
Vedic texts.  According to Paṇinī (4.4.53) the term sthāgara belongs to the kisarādi gaṇa. sthāgara occurs 
in the texts with some other forms such as sthāgara, sthāgala, stakara, tagara, etc. It occurs first in 
paippalāda saṁhitā as tagara1. It occurs in Taittīrya Brāhamaṇa, Taittīrya Āraṇyaka, some Śrauta texts, 
Gṛhya texts, and Pariśiṣta of the AV in different contexts. It is found to be mostly used as a fragrant powder 
or as an ointment for vaśīkaraṇa rite or the rite to hypnotise someone and some other ritual performances. 
These rituals include Soma sacrifices in Śrauta category as well as strivaśikaraṇa, anvaṣṭakya śrāddha, 
sarpabali karma, nakṣatra snāna etc. in the domestic category. It is also mentioned as an independent and 
separate ritual in Āgniveshya Gṛhaysūtra. It is interesting to discuss here on the use of this plant along with 
the characteristics of the rituals involving the same (TaiBr.ii.3.10). 
Thus the present paper will be discussing the importance & use of sthāgara which are noticed in the 
available Vedic texts with their commentaries and at the end a logical conclusion will be given. 

• According to Āpastamba Śrautasūtra. 11.17.18.while performing the sarpabali offering sthāgara is 
used for oblation. On the day of full moon of the month of Śrāvaṇa, after the sun set a sthālipāka is 
prepared and offered to the serpents. In this rites it is required to collect some oblation materials like 
unground(saṁpuṣkā) grain(dhānā), parched rice grain(lājā), collyruim(añjana), 
ointment(abhyañjana), fragrance powder of sthāgara and uśīra. These are silently offered to the 
serpents in silently. 

• In the Kau. Sūtra.(16.1-2) sthāgara is applied as a paste on some musical instruments which are used 
in battle field in order to cause fear to the mind of rival warriors and encourage the friendly warriors. 
According to Dārila bhāṣya and paddhati of Keśava the prescription falls under the sub topic of 
rājakarmāṇi. 

• In the description of strivaśīkaraṇa (35.21) rite also, which is prescribed in Kau.Sūtra, the same 
plant is found to be used. This rite simply stands to subjugate or hypnotise a woman. The performer 
prepares a paste in which stakara is used along with some other items. The same paste is to be used 
by her through besmearing her body with the same. 

• In context of the Nakṣatra snāna coming in the text of AV. Pariśiṣṭa(43.1) a holy bath is to be taken 
during the period of Ārdrā nakṣatra. A trader is advised to besmear his body with the powder or 
paste made of the leaf from tagara and usīra & then should take bath which will bring him a lot of 
gain in his business. 

• In context of Anvaṣtakya śrāddha in Gobhila Gṛhyasūtra(4.2.27)the house wife prepares one 
ointment by grinding this sthāgara plant along with collyruim & the same ointment she besmears on 
the three darbha grass blades which are going to be used in the further performance. 

• One finds an interesting story in connection with the use of sthāgara in a desire fulfilling rite. In the 
TB.2.10.3.1-3 there is a context for the use of the hotr formulas for some rituals where the performer 
performs some rites to get some special desires to be fulfilled or to achieve some mundane objects. 
In this context there is a story that Prajāpati created Soma & later on created three Vedas. Soma 
carried all the three Vedas inside of his fists. Due to the influence of the Vedas he was looking 
beautiful & vigorous. Sītā was the daughter of Prajāpati. Looking at the personality of Soma, she 
wanted to marry him. But Soma was attracted towards Śraddhā, another daughter of Prajāpati. 
Knowing this, Sītā became helpless, and went to Prājapati, revealed all her desires before him & 
sincerely requested him to find out a way by which she can get Soma as her husband. Prajāpati, in 
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order to help her in this matter, prepared a paste out of the plant sthāgara while uttering the five hotṛ 
formulas along with some other verses and besmeared the same paste on the face of Sītā. She met 
Soma .He finally fell in love with her. She came to know this but in order to examine whether Soma 
is really interested in her or not, she lovingly questioned him to know what was there inside his fists 
and requested him to share the same with her. Immediately after, Soma revealed the three Vedas to 

her and offered her these three in the form of pills (गुटीका Sāyaṇa) Thus Sītā had fulfilled her desire to 

get Soma as her lover. She also could test his genuineness in loving her. The above magical practise 
of this rite can be traced through the texts like Taittirīya Āraṇyaka, Āpastamba Śrautasūtra(14.15.2), 
Hiranyakeśī  Śrautasūtra(10.7.22). 
For the details of this rite one may refer to the Āgniveśya Gṛhyasūtra.1.7.1 in which the rite is 
designated as sthāgara alaṅkāram which is treated here as an independent domestic rite.  

• Since a complete translation of the ceremony called ‘sthāgara alaṅkāra’ has been given in the 
Āgniveśya Gṛhyasūtra.1.7.1 which is translated by Jan Gonda in his book namely ‘The Ritual 
Sūtras’2. I am tempted here to give an outline of the same for the easy understanding of readers. 

          At the beginning some useful materials are to be kept ready like a mirror, unwashed garment i. e, new, 
all fragrant materials, rice grains, upper & lower millstone. In the next day of the marriage ceremony, either 
the mother in-low, or the father in- low or the brother of bride, early in the morning should besmear 
sacrificial ground with the cow dung which besmears a gocarma i. e, a place large enough  for hundred 
cows, one bull and their calves. The shape of the place should be quadrangular. After sprinkling holly water 
over it and scratching five lines (lakṣaṇa) on it the same should be sprinkled with water again. The bride 
&the groom have to clothe themselves with clean, light colour and the dry garments. They should wash their 
hands and feet, sip water, hold darbha blades in their hands and sit down in the western half of the 
sacrificial ground. An officiating person should scatter some rice grains on the eastern side of the sacrificial 
ground and place upper and lower millstone covering them with a new garment. Then the same person 
celebrates with perfumes, flowers, incense, lights, barley grains, unhusked grains and some rice grains. 
while making use of these materials in the worship he mutters from the west the daśahotṛ mantra, from the 
south the caturhotṛ mantra, from the west the pañcahotṛ mantra, from the north the ṣaḍḍhotṛ mantra and 
from the above the saptahotṛ mantra. 
     During the same period the sister of the groom sitting in the west side of the sacrificial ground facing 
towards east, she prepares a fragrant ointment out of all fragrant materials.  She offers the fragrant ointment 
to the gods and makes them look through a mirror. 
       Then she besmears the face of bride with the remainder of the ointment which is called adorned 
(alaṅkāra) while uttering two mantras from the Taittirīya Āraṇyaka (3.8 and 3.9). She also adorns the son in 
–low with the same ointment. Lastly, whatever the experienced ladies would say that also to be performed 
on that occasion. There why both the bride and the groom become dear to each other. 
Conclusion  
After going through the above mentioned facts it is clear that the plant – sthāgara plays a vital role in the 
well being of human beings. Not only it is useful for beneficial purpose, but it is also useful in some magical 
rites like to hypnotise someone or to create fear in the mind of rival warriors. Thus this herb made to the 
form of powder or paste has a great utility in the ancient ritual practices. 
Foot notes 

1) अदोऽयम ्अि�नम ्आ दोह आराद ्गMछेय सदनम।् सं ते चतृािम तगरY सं योिनं सं गवी�यौ । सं मातरं च प9ंु च सं  गभZ  च जरायजुम ्। AV(P).xx.26.2. 

2) History of Vedic Literature-The Rituals Sūtras by Jan Gonda, OTTO HARASSOWITZ, 1977.Pg 
No.594. 
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A text is embodiment of an idea through group of sentences. Understanding a text is understanding this idea 
which is central to a text. For this we need to interpret the text. This leads us to the field of interpretation 
and understanding. Interpretation of a text, demands a prior determination of the extent of the text. Primarily 
the extent of a text is always determined as delimited by its form. But as has been said earlier, understanding 
the central idea of a text leads us to many other factors both in the text and outside the text. Sometimes, we 
find sentences of the text not complying with the central idea of the text and at other times we find the 
central idea dealt with in some other text. This paper aims at discussing the position of factors that are 
outside the text and their relevance in interpretation of the text in the views of Pūrva-Mīmāṁsā. In other 
words, it aims to discussion whether the text extends itself to such external factors or not.  It also aims at 
discussing certain modern views regarding the same subject.  
Pūrva-Mīmāṁsā is the science of interpretation of sentences (vākyārthaśāstra). The sentences considered in 
it are taken from the Vedas. This science deals with the process of interpretation to arrive at an 
understanding. Hence the maxims of Mīmāṁsā which have been formulated to interpret the sentences of the 
Veda are universally applicable to any text. Pūrva-Mīmāṁsā has been first systematized by Jaimini through 
aphorisms. These aphorisms have been explained along with appropriate  examples by Śabara in his bhāṣya. 
Jaimini has divided his work in twelve chapters. The first chapter of his work deals with the means of 
knowing Dharma. Each chapter has been divided into sub-chapters or pāda. The first pāda of the first 
chapter establishes that dharma is to be known by the injunctive sentences of the Veda. The second and the 
fourth pāda establishes the authority of non-injunctive sentences of the Veda. The third pāda deals with the 
authority of the smṛtis and ācāra(customs or practices). Let us examine the general principle of 
interpretation expounded in this third pāda especially through the discussion on smṛti and customs. 
The first pāda establishes the validity of the text in-itself (svataḥprāmāṇya) and non-consideration of 
external factors such as author etc. for interpretation of the text(apauruṣeyatva). In such a condition, there is 
no need to consider any other text as valid though it may deal with the same idea. This fact has been stated 
beautifully by Jaimini as aśabdam anapekṣam syāt (Jaimini Sūtra (JS.) 1.3.1), meaning that which is not the 
part of the text is to be disregarded.  This discards all the factors that are outside the text such as some other 
text, prevalent customs, believes etc. The reason for this can be explained in the following manner –The 
authority of the text has already been established and there is no reason why we should extend this authority 
to any factor outside the text. Moreover, the self-sufficiency of the text has already been said. In such a 
situation, if we accept authority of any other factor other than the text, then it results in the denial of the self-
sufficiency of the text. Therefore, all other factors other than the text must be ignored.  
In reply to this, it is stated that these smṛtis and ācāra are indeed authoritative and must also be taken into 
consideration. The argument put forth by Jaimini is kartṛsāmānyāt (JS. 1.3.2)- the agent being the same. 
This can be explained thus – There are many factors which are outside the text, but these are connected 
directly with the central idea of the text. That connection is through the common agent or performer. The 
smṛtis and the ācāras are reflections and performance of the same persons who are following the prime text 
(Veda). And both of these deal with dharma which is same as the central idea of Veda. Thus such factors 
are indeed regarded as a supplement to the central idea of the text. These too occupy the same position as 
the text in dealing with the central idea, hence these are also authoritative. The difference that lies in their 
authorativeness  is that, unlike the main text, these are not directly an authority. But their authoritativeness is 
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inferred. This has been stated in the remaining part of the sutra as - pramāṇam anumānam syat (JS. 1.3.2). 

The inference is stated as म�वािद	मृितः धमI ?माणं वेदाथा5न@ुातिृभः अन@ुीयमानाथ5क�वात् वेदवत ् (Prabhāvalī on 

Bhāṭṭadīpikā 1.3.1). Thus we see that smṛti etc. are considered as valid means for knowing dharma because 

they have their roots in the Veda.  
 In this context there is another point that must be considered. Since these are not directly authoritative, they 
have certain limitations. The limitation is that, these are authoritative only up to the point that they do not 
contradict the main text. In case of any contradiction with the main text, these are considered as invalid(JS. 
1.3.2(adhikaraṇa)). 
In the above short discussion, we have seen basic discussion on the factors that are outside the text in the 
view of pūrva-mīmāṁsā. Now let us discuss some basic concepts relating to the same discussion in modern 
hermeneutics. 
Hermeneutics denotes the theory of understanding and interpretation of linguistic and non-linguistic 
expressions. It stretches all its way back to the Greek philosophy. It emerged as a crucial branch of Biblical 
Studies. Till the end of twentieth century, it was concerned with the development of principles for 
interpretation and understanding of a text. But since then, it has taken a philosophical course. From mere 
interpretation and understanding, it has turned to the very concept of the structure of understanding as such. 
There have been many thinkers in the field, but Heidegger and Gadamer have worked excessively on this 
and have given it its present shape. Gadamer has carried forward the thoughts put forth by Heidegger. He 
has also worked extensively on tradition and is a thoughtful defender of tradition in our time. Let us 
examine some of the views regarding tradition in modern hermeneutics. Gadamer  describes the process of 
understanding as the fusion of one’s own horizon with the horizon of the text. He has defined horizon as 
‘the totality of all that can be realized or thought about by a person at a given time in history and in a 
particular culture’. The notion of horizon here is the larger context of meaning in which any particular 
meaningful presentation is situated. Being a part of our tradition, historical works do not present to us as 
neutral and value free objects of scientific investigation. They are part of the horizon in which we live. 
Gadamer says that a tradition is always alive. It is not passive and stifling, but productive and in constant 
development. The past is handed over to us through the complex and ever changing fabric of interpretations 
which gets richer and more complex as decades and centuries pass. As a part of the tradition in which we 
stand, historical texts have an authority that precedes our own. There are some anti-traditionalist views also, 
but Gadamer thinks them to be self-destructive. Seeing no value in tradition, it will accumulate none of its 
own tradition and thus would remain superficial. One very important point for tradition is its long history of 
applicability. Our practical arguments that springs from this is the costliness of error, that is, there is high 
cost of error from straying from a tradition. Hence we find from the above discussion that tradition has a 
very important role in the process of interpretation and understanding and it cannot be left aside. 
To sum up the above two discussions, we see that tradition occupies very important position. We see Śabara 

laying stress on the tradition as – पवू5िव�ान	य 9ैविण5कानां 	मरतां, िव	मरण	य चोपप�न�वाद ्C�थानमुानमुपप\ते (Śabara 

on JS. 1.3.2). Kumārila too lays stress on this fact and tries to justify the authority of the smṛti and ācāra as 

these have been accepted by a long tradition of teachers. We have already seen some of the modern views 
on tradition. Thus when we lay stress on the fact that a text is self-sufficient for its interpretation, we are not 
contradicting it when we also accept tradition which deals with the same idea.  These two are  rather 
complementary and together give a holistic meaning. Thus a text extends itself also to the tradition which is 
connected with the central idea of the text. Of course we also find that this extension to the tradition is not 
blind but comes with its own limitations. 
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Introduction 
We find numerous dramas in Sanskrit literature. They are written on different themes and ideas such as 
political, tragedy, comedy, romantic, historical, mythological etc. Many of them are themed romantic. We 

merely find philosophical or devotional dramas in Sanskrit literature. Philosophical dialogues i.e. पवू5पV and 

उFरपV exist only in philosophical texts.      

The .ीकृKणभि]चंि�का fills this lacuna in Sanskrit Dramas. In fact it is an unrivalled drama in Sanskrit literature 

which is a great mixture of dialogue between philosophers of different systems and devotee of .ीकृKण. 

Anantadeva (son of आपदेव) is the author of this drama. He beautifully develops conversation between 

different philosophers and finally establishes supremacy of .ीकृKणभि].      

The drama has unique characteristics therefore an attempt to bring out the significance of the drama in this 
paper.   
1. Plot of the Play 

Like every Play in Sanskrit this Play also begins with benedictation. अन�तदेव has saluted to lord .ीकृKण in the 

benedictory verse.  In the opening Sutradhar says that the poet has created a play named .ीकृKणभि]चंि�का. Now 

we will present it through acting in this assembly. Then नट asks स9ूधार why the poet has created such play? 

What is the purpose of writing this drama? Now a day’s people try hard to acquire all type of knowledge or 
to earn more and more money or to get prestige in the society while the poet is making his heart submissive 

in devotion of .ीकृKण. On his question स9ूधार replies that the heart of people will not be pleased by acquiring 

knowledge or by acquiring lot of wealth, it will pleased only by staying at the feet of  lord of यादव. He further 

praises lord .ीकृKण in many verses.  At the end of prologue he asks people to devote only कृKण or यदपुित. 

िविवधिवषयभोग6ांतिचFाः शृण_ुवं भवदपुकृितहेतोः ?`वीGयेतदMुचैः । सकलसखुसमीहापूरकः सेवकानां यदपुितरयमकः सेbयतां िकं ततो�यैः । Those whose mind 

is confused by enjoyment of various objects please listen, I am saying it only for the sake of your benefit 

that, यदपुित is satisfier of all wills of the devotees he should be devoted not other gods. Upon his praise enters 

the शैव who sees plurality. He angrily says that who that person is speaking too much. I think he doesn’t 

know greatness of the िशव that is why he is praising कृKण. After शैव enters वैKणव followed by महावैKणव, तािक5 क, शािcदक 

and other thinkers. They argue to establish supremacy of their thought or the god who they worship. In 

every debate .ीकृKणभ] argues logically and defeat every thinker. Finally he establishes greatness of कृKणभि] and 

the lord .ीकृKण. Name selected for the play by the author expresses all that is required. 

2. About the author 

Anantadeva is mentioned as the son of आपदेव (i.e. आपदेव I) by the NCC21. Further Anantadeva is mentioned as 

the grandson of famous saint एकनाथ. NCC mentions ten texts under the authorship of Anantadeva most of 

which are related to bhakti of .ीकृKण such as कृKण"Hडाकुतहल, कृKणभि]काbय,  .ीकृKणभि]चंि�कानाटकम ् (pub.), भि]चंि�का, 

भि]भागवतसंCह, भि]शत, भगव
ि]िनण5य(pub.), भगव�नामकौमिुदbयाeया(pub.), मनोनरंुजननाटक (pub.) and िस#ा�ततfव with commentary 

सG?दायिन
पण (pub.). According to Smritikaustubha there are two person named आपदेव and two person named 

अन�तदेव.  Smritikaustubha mentions this अन�तदेव as the father of आपदेव II (the author of मीमांसा�याय?काश) and the son 

of आपदेव I.   Date of आपदेव II is stated1600 A.D. in NCC so अन�तदेव must fall in the latter half of 15th century.  
                                                           
21 Vol. I, pg. 165. 
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3. Peculiarities of the play 

Generally the word 
पत is used for dramatic composition in Sanskrit literature. 
पक is divided into ten classes 

i.e. नाटक, ?हसन, भान िडम etc22. अन�तदेव perhaps gives another class of 
पक. अन�तदेव uses the word िनबंध for this 

composition. After benedictation Sutradhar informs the audience that कवेSरममेव िनबंधमधनैुवािभनीय ?ितपादयािम now I am 

going to perform this िनबंध (Literary composition) of   the poet (अन�तदेव). He twice mentioned this play as 
िनब�ध23.  

a. Absence of story  
This play is not composed on any historical or mythological story. Therefore characters presented in the 
play are not historical or mythological like other plays. They are thinkers of different branches of Indian 
philosophy or are devotees of different gods. Though there is no story still the author mentions few 

mythological stories E.g. story of सम�ुमंथन, story of गजे��मोV etc.   

b. Absence of limits of time and place 
All stories of plays have certain limit of time. Even story of fictitious play begins at certain point of time and 
end at certain point. While reading or watching the play one can enter in the past or certain location.  Here 
audience don’t have scope to imagine. It could appear just like live discussion to the audience every time.  

In fact it is a mere discussion where the author has tried to establish supremacy of lord .ीकृKण through the 
dialogue between philosophers of different systems and the dialogue between philosophers and devotee of 

.ीकृKण.    

c. Superiority complex and Accusation  
Most of the characters in the play are full of superiority complex. That is why when one enters he proudly 

shows one’s superiority through his words. E.g. when मीमांसक enters in the assembly he expresses his 

superiority and gives example to show how inferior तािक5 क and शािcदक are. He says- ताव�?तापो िविपने वकृt �ाणां िवमछू5ित । 

याव�न िवuिवeयातिवयE bयाvः न ?सप5ित ।। 77।। further he gives another example and says मीमांसक are superior. (त	मात् मीमांसकः 

.े@ः) शािcदक also exaggerates grammar in further words िवना चं�ं यथा राि9िव5ना सयूZ यथा िवयत् । सकला िवकला िव\ा िवना bयकरणं तथा 

।।72 ।। त	माद	मदCे सम	तैरिप bयाकरणम_येतbयम ् all the branches of knowledge are imperfect without knowledge of 
grammar. Like night without moon or sky without sun. Therefore all should learn grammar. 
All the characters are thinkers and devotees of different Gods. When thinkers discuss or argue they should 

not accuse each other. While trying to establish their िस#ा�त sometimes they violate the moderation of 

discussion (शाxाथ5). Instead proving one’s िस#ा�त logically they accuse the opponent. For example – when शैव 

and वैKणव try to establish superiority of their respective Gods they use bad language to insult the other. िधक् �वां 

िधक् तव िजbहां िधक् तव यिु]ं िधगेव िशवभि]म ् । वैKणव  says to शैव that shame on you, shame upon your गुyभि] while शैव says 

hey mad person you are cheated by fraudulent or cheat गुy therefore you are speaking uselessly24etc. Many 

such examples are found in the text.       
Absence of female character  

This is one of few Sanskrit dramas like म�ुाराVसम ्which have absence of female characters. All characters are 

stated in plural form like शैवः, वैKणवः, तािक5 कः शािcदकः etc. They could have been stated in plural form as तािक5 का, 

शािcदका and so on.  

4. Style 

                                                           
22 नाटकं स?करणं भाणः ?हसनं िडमः । bयायोगसमवकारौ िवzयङ्केहामृगा इित DaRū.1.8 
23 .ीकृKणभि]चि��कािभधानं िनब�धं स एव किव िनिम5तवान् KBC. pg. 2 
24 रे मूढ जNपिस मुधा न बुधाि.तोिस केनािप धूत5ग
ुणा बत वंिचतोिस KBC.41 
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We find few allegorical type of Dramas in Sanskrit literature.  Allegorical dramas are themed to establish 

particular principal. We may say that .ीकृKणभि]चंि�का is one of those dramas or plays yet it has different 

characteristics.       
a. Style of dialogue 

Aim of this discussion is to establish greatness lord .ीकृKण and consequently the greatness of कृKणभि]. Here we 

find a great mixture of dialogue between philosophers of different systems and devotee of .ीकृKण. Dialogues 

in the play are sceptical and hypercritical type. Let us see the discussion between शािcदक (Grammarian) and 

तािक5 क (Logician) – according to शािcदक without knowing causal relationship between the words one cannot 

understand entities (पदाथ5) therefore grammar is stated as supreme in all branches of knowledge by all learned 

people. Upon his statement तािक5 क says that without the knowledge of तक5 िव\ा one cannot know पदाथ5.further he 

says that you have heap of words like ठक्, ठञ,् घञ ्they appear like horns on the head of human. On his remark 

शािcदक replies to तािक5 क that don’t examine our पदाथ5. Look at your पदाथ5 what types of पदाथ5 you have? What is the 

use of ?ा�भाव, ?_वंसाभाव etc. You don’t know how many pots (घट) कुलाल produce every day still you say घट?ागभाव, 

घट?_वंसाभाव etc.    

b. Language 

In the beginning of the play author has used simple language. Language used in the dialogue between नट and 

स9ूधार is simple. As the plot develops language becomes little difficult. At some places it seems more difficult 

that common man could hardly understand. शैव enters and praises lord िशव and remembers the story of सम�ुमंथन 

and िवष?ाशन by िशव. At that scene वैKणव says to शैव don’t praise िशव because at the time of सम�ुमंथनonly िवKणु saved 

the universe by his servant i.e. (िशव). म�दरिगSरणा सम�ुमंथनेपSर.ांतेष ु सरुासुरेष ु। महापyुष एव (मधSुरप)ु चेदमतृमंथनbयापतृः स त�प
ुष इ�यतो गरलतो 

जगत् 9ातवान ् ।। 46 ।।  upon his reply शैव angrily says िगSरशे त�प
ुषेित नाम कुyषे you mad! calling िशव as servant of िवKणु? 

Don’t you know how great िशव is? Again वैKणव replies to शैव – अहो महा�शैवोिस । यतः त�पyुषाय िव�हे इ�यागमिस#ं नामा	य न जानािस । 

don’t you know that in our older texts he is named as त�पyुष.     

Conclusion 
As mentioned in the introduction the drama has unique characteristics therefore an attempt to bring out the 
significance of the drama in this paper. Students of Sanskrit literature and scholars will know this different 

type of drama. Those who don’t know the how पवू5पV and उFरपV discuss in the दाश5िनक texts will know about the 

शाxाथ5 through reading this play. 
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षट्कारक?ि"या 
म᭭के इ᭜युपा᭮वः अतुलािभधेयः 

िव᳒ावाᳯरिध᭒छाᮢः 
डेᲥन-महािव᳒ालयम्, पुणे. 

 ॥ᮧ᭭तावना॥ 
अ᭄ातकतृᭅकोऽयं ष᭗कारकᮧᳰᮓयानामकोऽ᳒ाविधरᮧकािशतो लघुᮕ᭠थः। ना᳜ैव ᭄ायते यदयं ᳞ाकरणशाᳫस᭥ब᭠धी 

ᮕ᭠थः। अ᭭यां कृतौ स᳙िवभिᲦिवचारः, कारकिनᱨपणम्, िवभिᲦिनणᭅयः, उपपदिवभᲦयः, कृ᭜यᮧ᭜यया इ᭜येतेषा ंिवषयाणां 
िनᱨपणमकरो᳅᭠थकारः। 

जनै-िव᳡भारती-  लाडनू इित भ᭛डारतः ह᭭तᮧितः ᮧा᳙ा। भ᭛डार ᮓमा᭑कः — ०२३९ इ᭜यि᭭त। ᮕ᭠थः कगᭅजोपᳯर 
िलिखतः। ᮧाचीनदेवनागरी िलिपः। सं᭭कृतभाषा। पᮢस᭑᭎या - १४ (१ब-१४ब)। ᮧितपᮢ ेप᭑Ღयः ११। ᮧितप᭑Ღौ 
स᭥भािवताᭃरािण २५। ह᭭तᮧतौ कतुᭅᳶव᭄ि᳙नᲃपल᭤यते। ᮕ᭠थ᭭य रचनाकालोऽिप नोि᭨लिखतः। लेखकᮧशि᭭तᳶव᳒ते त᭭माद् 
लेखनकालोऽवग᭥यते। लेखनकालः - िव. सं. १८२५,( इ.स.१७६९ ) आि᳡न शु. ११, शिनवासरः। िव᭭तर᭭तु ᮕ᭠था᭠ते िव᳒ते। 

आᳰदवा᭍यम-् ष᭗काᳯर(र)कािण क᭝य᭠ते स᭥ब᭠धसिहतािन वै 

अि᭠तमवा᭍यम-् चतुथᱮ चािश᭬यायु᭬य-मᮤ-भ -ᮤकुशल-सुखाथᭅ-िहतैᳯरित चतुथᱮ॥३००॥ 

स᭥पादने अशु᳍᭜वेनोपलिᭃतं पाठं तथैव सं᭭था᭡य तᮢैव वृᱫाकारे ( ) को᳧के शु᳍पाठः ᮧदᳶशतः। यᮢािप च पाठे 
᭭व᭨पोऽिप स᭠देहः तᮢ वृᱫाकारको᳧क एव आदौ ᮧ᳤िच᭮नसिहतपाठः (?...) ᭭थािपतः। िलिपकृतोऽनवधानाᳰदना ᳥᮪ः पाठः 
चतु᭬कोणे [ ], पुनरावृᱫ᳟ धनुषाकारे को᳧के { } ᭠य᭭तः। तᮢ तᮢ भᲨः पाठः ..... एवंरी᭜या ᮧदᳶशतः। यथायथं 
िच᭮नामुपयोगः कृतः। तᮢ तᮢ िवषयिनदᱷशः चतु᭬कोणा᭜मके [ ] को᳧के ᭠य᭭तः। 

ष᭗कारकािण क᭝य᭠त ेस᭥ब᭠धसिहतािन व।ै यषेा ंिव᭄ानमाᮢणे सं᭭ कृत ं᭄ायत ेᮥवुम॥्१॥ 
ᮕ᭠थगतᮧथम᳣ोकेनैव ᮕ᭠थ᭭य ᮧितपा᳒िवषयः ᮕ᭠थ᭭य ᮧयोजनं चावग᭥यते। ᳞ाकरणशाᳫ ेᮧवेशावा᳙ये अ᭭य  
ᮕ᭠थ᭭योपयोिगता ᭭याद् इ᭜यहं म᭠ये। ᭃती᭄ाᭅपयि᭠त िव᳇ासंः ............ 

इित शम् । 
                                                                             अ᭄ातकतृᭅका 

॥ष᭗कारकᮧᳰᮓया॥ 
॥᮰ीस᭞गरुव ेनमः॥ 

षट् कारकािण क᭝य᭠त ेस᭥ब᭠धसिहतािन व।ै यषेा ंिव᭄ानमाᮢणे सं᭭ कृत ं᭄ायत ेᮥवुम॥्१॥ 
कािन पुन᭭तािन षट् कारकािण कतृᭅकमᭅकरणस᭥ᮧदानापादानािधकरणािन। 

[स᭥ब᭠ध᭭याकारक᭜विनᱨपणम]् 
ननु स᭥ब᭠ध᭭य कथं कारक᭜वं नाि᭭त। ᳰᮓयायोगाभावात्। का ᳰᮓया धातोरथᭅः। भवित, यजित, जीवित, खादित, 

ग᭒छित, पठती᭜याᳰद। ᳴क पुनः कारकम्। ᳰᮓयायाः साधकं कारकं ᳰᮓया सा᭟या। अयमेव सा᭟यसाधकभावः 
ᳰᮓयाकारकस᭥ब᭠धः। तᮢ सा᭟यसाधकस᭥ब᭠धाभावाद् यथा स᭥ब᭠ध᭭य कारक᭜वं नाि᭭त तथो᭒यते। साधोधᭅन ं ित᳧ती᭜यᮢ 
धन᭭य ि᭭थितᳰᮓयायाः कतुᭅः स᭥ब᭠धो न तु साधो᭭तेन त᭭य स᭥ब᭠ध᭭य साधक᭜वाभावात् कारक᭜वं नाि᭭त। 

[स᳙िवभिᲦिवचारः] 
यः करोित स कताᭅ। यत् ᳰᮓयते तत् कमᭅ। येन ᳰᮓयते तत् करणम।् य᭭मै दीयते तत् स᭥ᮧदानम।् य᭭मादाग᭒छित, 

पतित, िबभेित, उिᱫ᳧ते, ᮧल᭥बते, अ᭠तधᭅᱫ ेतद् अपादानम।् य᭭य धनाᳰदकं स स᭥ब᭠धः। यि᭭मन् ᭭थीयते तद ्अिधकरणम।् 
इित स᳙िवभ᭍᭜यवतारः। 

तᮢ पᲱिवधः कताᭅ, कमᭅ स᳙िवध ंभवते।् करण ंि᳇िवध ंचवै, स᭥ᮧदान ंिᮢधा मतम॥्१॥ 
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अपादान ंि᳇धा चवै, तथाधार᳟तᳶुवधः25। 
[कतृᭅिनᱨपणम]् 

अथ पᲱिवधः कताᭅ— 
᭭वत᭠ᮢो ि᳇िवध᳟वै हेतᳶु᳇िवध एव च। कमᭅकताᭅ चकै एव ंकताᭅ पᲱिवधो भवते॥्३॥ 
तᮢ ि᳇िवधः ᭭वत᭠ᮢकताᭅ। यथा— अिभिहतः ᭭वत᭠ᮢकताᭅ, अनिभिहतः ᭭वत᭠ᮢकताᭅ। तᮢ अिभिहतः ᭭वत᭠ᮢकताᭅ 

यथा— पु᭛यं करोित ᮰ा᳍ः। ᮰᳍ावान् = पुᱧषः पु᭛यम् = शुभदाियकमᭅ करोित = उ᭜पादयती᭜यथᭅः। पु᭛यमिभिहतं कमᭅ, 
करोित ᳰᮓया, ᮰ा᳍ः अिभिहत᭭वत᭠ᮢकताᭅ। एवं पु᭛यं कुᱧते ᮰ा᳍ः। ि᮰यमा᳘ुवि᭠त दᭃाः। िव᳒ामुपासते सुकृितनः। राजते 
िव᳡े᳡रः का᭫याम्। भाित च᭠ᮤो गगने। ᳒ोतते ᳇ारकाया ं हᳯरᳯर᭜याᳰद। डुकृ᭖करणे। आ᭡लृ ᳞ा᳙ौ। आस ्उपवेशने उपपवूᭅः। 
राज ्दी᳙ौ। भा दी᳙ौ। ᳒ुत् दी᳙ौ। 

 [धातᮧुकाराः] 
तᮢ धातवः स᳙धा भवि᭠त। सेटः, अिनटः, सकमᭅकाः, अकमᭅकाः, उभयपᳰदनः, पर᭭मैपᳰदनः, आ᭜मनेपᳰदन᳟। 
तᮢ—लः कमᭅिण [च] भावे चाकमᭅके᭤य26 इित। यदा सकमाᭅकमᭅकाणां धातूनां कतᭅᳯर लकारा भवि᭠त तदा अिभिहतः 

᭭वत᭠ᮢकताᭅ भवित। तᮢ अिभिहत᭭वत᭠ᮢकतᭅᳯर ᮧाितपᳰदकाथᭅिल᭑गपᳯरमाणवचनमाᮢ ेᮧथमा27इित ᮧथमा िवभिᲦभᭅवित। 
तदुᲦम्— 

यि᭭म᳖थᱷ िवधीय᭠त ेलकाराः ति᳍ताः कृतः। समासो वा भवे᳒ ᮢ स उᲦः ᮧथमा ततः॥ 
अथानिभिहतः ᭭वत᭠ᮢकताᭅ। यथा पु᭛यं ᳰᮓयते ᮰ा᳍ेने᭜यनिभिहत᭭वत᭠ᮢकतᭅᳯर तृतीया। एवं ᮰ीः ᮧा᭡यते दᭃैः। िव᳒ा 

उपा᭭यते सुकृितिभः। रा᭔यते िव᳡े᳡रेण का᭫याम्। भायते च᭠ᮤेण गगने। ᳒ो᭜यते ᳇ारकायां हᳯरणा इ᭜याᳰद। तेषामेव धातूनां 
लः कमᭅिण च इ᭜याᳰदना कमᭅिण भावे च लकारा भवि᭠त तदा अनिभिहत᭭वत᭠ᮢकतᭅᳯर कतृᭅकरणयो᭭ततृीया28इित तृतीया 
िवभिᲦभᭅवित। तदुᲦम्— 

यᳰद कमᭅिण भाव ेच िवधीय᭠त ेलटादयः। अनᲦु᭭त ुतदा कताᭅ ततृीया तᮢ िनि᳟ता॥ 
उभयᮢ ᭭वत᭠ᮢकतᱷ29ित कतृᭅस᭖᭄ा भवित। 

ᮧवᱫृौ च िनवᱫृौ च कारकाणा ंय ई᳡रः। असौ ᭭वत᭠ᮢकताᭅ ᭭यादुᲦानᲦुिभदा ि᳇धा॥१॥ 
[हेतकुताᭅ] 

ि᳇िवधो हेतुकताᭅ। यथा— अिभिहतहेतुकताᭅ अनिभिहतहेतुकताᭅ चेित। तᮢ अिभिहतहेतुकताᭅ यथा—िहतं लभ᭠ते 

िवनीताः। िहतं ल᭥भयित िवनीतान् धीरः। तान् िवनीतान् िहतं लभमा[ना]न् यो धीरः पुᱧषान् िहतं ᭭वाभी᳥ं ᮧापयती᭜यथᭅः। 
िहतमनिभिहतं कमᭅ ल᭥भयित ᳰᮓया िवनीतान् कतृᭅकमᭅ धीरो हेतुकताᭅ। यथा—ग᭒छित गृहं िशशुः। गमयित गृहं िशशंु िपता। 
तथा अवग᭒छित शाᳫं िश᭬यः। अवगमयित शाᳫं िश᭬यं गुᱧः। भु᭑Ღेऽ᳖ं बालः, भोजय᭜य᳖ं बालं िपता इ᭜याᳰद। यदा 
िणज᭠ता᳍ातोः लः कमᭅिण चे30 ᭜याᳰदना कतᭅᳯर लकारा िवधीय᭠ते तदा अिभिहतहेतुकताᭅ भवित। तᮢािभिहतहेतुकतᭅᳯर 
उᲦ᭠यायेन ᮧाितपᳰदकाथᱷ31᭜याᳰदना ᮧथमा िवभिᲦभᭅवित। 

अथानिभिहतहेतुकताᭅ। यथा— िहतं ल᭤य᭠ते िवनीता धीरेण। 
स एवाथᭅः। िहतमनिभिहतं कमᭅ, ल᭤य᭠ते ᳰᮓया, िवनीता अिभिहतकतृᭅकमᭅ, धीरेणे᭜यनिभिहतहेतुकतᭅᳯर तृतीया। एवं 

ग᭥यते गृहं िशशुः िपᮢा। तथा अवग᭥यते शाᳫं िश᭬यो गुᱧणा। भो᭔यतेऽ᳖ं बालः िपᮢा इ᭜याᳰद। डुलभष् ᮧा᳙ौ, ग᭥लृ गतौ, 

                                                           

25 करोित कारकं सवᲈ तत् ᭭वात᭠᯦यिववᭃया॥३॥ इ᭜यिधकः पादः [वरᱧिचकृतं सटीकम् कारकचᮓम्, जैन िव᳡भारती लाडनंू-४॰१] 
26 अ.३.४.६९ 

27 अ.२.३.४६ 

28 अ.२.३.१८ 
29 अ.१.४.५४ 
30 अ.३.४.६९ 
31 ᮧाितपᳰदकाथᭅिल᭑गपᳯरमाणवचनमाᮢे ᮧथमा।[अ.२.३.४६] 
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भुज ्पालना᭤यवहारयोᳯर᭜यादीना ंिणज᭠तं कमᭅिण च᭜ेयाᳰदना यदा कमᭅिण लकारा िवधीय᭠ते तदा अनिभिहतहेतुकताᭅ भवित। 
तᮢानिभिहतहेतुकतᭅᳯर कतृᭅकरणयो᭭ततृीया इित तृतीया िवभिᲦभᭅवित। उᲦं िह— 

ᮧवᱫृौ वा िनवᱫृौ वा यः ᭭वत᭠ᮢ ंᮧयोजयते।् हेतकुताᭅ भवदेेष उᲦानᲦुिभदा ि᳇धा॥१॥ 
एकिवधः कमᭅकताᭅ। यथा ᭭वयमेव प᭒यते ओदनः। ᭭वयमेव िभ᳒ते का᳧म्। ᭭वयमेव लूयते केदारः। ᭭वयमेव िछ᳒ते 

ᮧाकृतजनᳩेहः। अदनाथᭅत᭛डुलोऽᮢ ओदनश᭣देनो᭒यते पाकानुकूल᳟। तथा भेदनानुकूलं का᳧म्। लवनानुकूलः केदारः। 
छेदनानुकूलः ᳩेहः। ᭭वयमेव प᭒यते ᳰᮓया। ओदनः कमᭅकताᭅ। एवम᭠यᮢािप का᳧ादौ(?दयः) यᮢ पाकाᳰदᳰᮓयायामोदनाय 
कतुᭅरनुकूलीभवि᭠त। अनायासेन कतुᭅः पाकादयो जाय᭠ते तथो᭒यते ᭭वयमेव प᭒यते ओदन इ᭜याᳰद। 

तᮢ सकमᭅका धातवो ि᳇िवधा भवि᭠त। कतृᭅ᭭थकमᭅ᭭थᳰᮓया᳟। तᮢ ये कमᭅ᭭थᳰᮓयाः पच᭜यादय᭭तेषामेव धातूनां 
ᮧयोगे कमᭅव᭜कमᭅणा त᭨ुयᳰᮓय32  इ᭜यनेन यदा कतुᭅः कमᭅव᳊ावो िवधीयते तदा कतुᭅः कमᭅव᳊ावा᳍ातूना ं यगा᭜मनेपᳰद 
िच᭛व᳊ावा भवि᭠त। तथा प᭒यते ओदनः ᭭वयमेव। अलािवषत केदाराः ᭭वयमेव। अभᳰेद का᳧ ं᭭वयमेवेित। तदुᲦम्— 

कमᭅ᭭ थो य᭭य भावः ᭭यात ्कमᭅ᭭ था च ᳰᮓया यथा। त᭭य धातोः ᮧयोग ेत ुकमᭅकताᭅ िवधीयत॥े 
[कमᭅकारकम]् 

अथ स᳙िवधं कमᭅ—ईि᭡सतं कमᭅ, अनीि᭡सतं कमᭅ, ईि᭡सतानीि᭡सतं कमᭅ, कतृᭅकमᭅ, अकिथतं कमᭅ, अिभिहतं कमᭅ, 

अनिभिहतं कमᭅ चिेत। तᮢ ईि᭡सतं कमᭅ ि᳇िवधं भवित। अनुᲦेि᭡सतम् उᲦेि᭡सतं कमᭅ चेित। तᮢानुᲦेि᭡सतं कमᭅ यथा—᳇ारकां 
ग᭒छित हᳯरः। मयूरान्(थुरां) ग᭒छित गोपालः। अयो᭟या ं सरित रथी रामः। काशीमेित िव᳡े᳡रः। ग᭑गां याित धाᳶमकः। 
वाराणसᱭ ᮯजित वृ᳍ः। पिृथवीमटित काले पᳯरᮯाजकः। पुᱧषोᱫमं ᮧित᳧ते वै᭬णवः। ग᭑गातीरं चरित चतुरः। {चतुर} 
नारायणं प᳒ते सुधीᳯर᭜याᳰद। ᳇ारकामीि᭡सतं कमᭅ ग᭒छित ᳰᮓया हᳯरः ᭭वत᭠ᮢकताᭅ। चतु᭝यᭅिप पᭃे भवित ᳇ारकायै ग᭒छित 
हᳯरᳯर᭜याᳰद। सवᭅᮢोदा[ह]रण ेि᳇तीया कमᭅिण वᲦ᳞ा। ग᭥लृ गतौ। ऋ गतौ। सृ गतौ। इण् गतौ। या ᮧापणे। अट् गतौ। ᭭था 
गितिनवृᱫौ ᮧपूवᭅः। चर् गतौ। पद ्गतौ। एतेषा ंधातूना ंलः कमᭅिण च भाव ेचाकमᭅके᭤य33 इित यदा कतᭅᳯर लकारो िवधीयते 
तदानुᲦेि᭡सतकमᭅिण ग᭜यथᭅकमᭅिण ि᳇तीयाचत᭝ुयᲆ चे᳥ ायामनध(᭟व)नी34 ित ि᳇तीयाचतु᭝यᲆ भवतः। एवं शाᳫं शृणोित 
सुकृती। ग᭑गोदकं ᭭पृशित पु᭛यवान्। पुᱧषोᱫमं प᭫यित धाᳶमकः। तुलसᱭ िजᮖित ध᭠यः। पुᱧषोᱫमा᳖ं ᭭वादते साधुः। 
नारायण ं᳞ाहरित सुधीः। पु᭬पं गृᳮाित ᮩाᳬणः। पृिथवᱭ िवᮓमतेऽ᳡ः। शुᮓं िसᲱित ᮧजाथᱮ। परुीष ं ᭜यजित कूपे तैᳶथकः। 
शुञ् ᮰वणे। ᭭पृश् सं᭭पशᱷ। दिृशर् ᮧेᭃणे। ᮖा ग᭠धोपादाने। ᭭वद आ᭭वादने। ᱡञ् हरण े᳞ा᭑पूवᭅः। ᮕᲝ उपादाने। ᮓमु पादिवᭃेपे 
िवपूवᭅः। िव᭬लृ ᭃरणे। ᭜यज् हानौ। तथा धमᲈ जानाित ᮧा᭄ः। हᳳर भावयित मनीषी। दᳶुव᭄ेयमिप बु᳍धमᲈ 
᮰᳎धा᭜युदारधीᳯर᭜याᳰद। एतेषाम᭠येषां च धातूनां यदा लः कमᭅिण चे᭜याᳰदना कतᭅᳯर लकारा भवि᭠त तदानुᲦेि᭡सते कमᭅिण 
ि᳇तीयिेत ि᳇तीया िवभिᲦभᭅवित। तदुᲦम्— 

सकमᭅकाणा ंधातनूा ंयदा कतᭅᳯर लादयः। तदानᲦेुि᭡सत ंकमᭅ ि᳇तीया तᮢ कᳱᳶतता{/ िनि᳟ता}॥१॥ 
उᲦेि᭡सत ं कमᭅ यथा—᳇ारका ग᭥यते हᳯरणा। मथुरा अयᭅते गोपालेन। अयो᭟या ि᮲यते रामेण। काशी ᮧ(ᮧे)यते 

᮰ीिव᳡े᳡रेण। ग᭑गा यायते धाᳶमकेण। वाणारसी(वाराणसी) ᮯ᭔यते वृ᳍ेन। पृिथवी अᲷते पᳯरᮯाजकेने᭜याᳰद। ᳇ारकेित 
उᲦेि᭡सते कमᭅिण ᮧथमा, ग᭥य35 

[िव]36शेषणं रजः अनीि᭡सतं कमᭅ, त᭜पिततं रजो िवशेषणम्, अ᭡य᳞यम्, अ᳞वहरित ᳰᮓया, कुमारः ᭭वत᭠ᮢकताᭅ, 
रजसोऽ᭨प᭜वादिहत᭜वाद्{अिहत᭜वाद्} वा᭄ेन न भᭃणं यᱫदनीि᭡सतम्। एवम᭠यᮢािप। तथायᲦंु चानीि᭡सत ं कमᱷ 37 ित 
कमᭅस᭖᭄ा। कमᭅिण ि᳇तीयिेत ि᳇तीया िवभिᲦभᭅवित। 

                                                           

32 अ.३.१.८७ 
33 अ.३.४.६९ 
34 अ.२.३.१२ 
35 पᮢे ६अ-६ब न ᭭तः। अ᭠यᮢा᭠वेषणं कतᭅ᳞म्। 
36 (पᮢम्-७अ) 
37 अ.१.४.५० 
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अकिथत ं कमᭅ ि᳇िवधम—्अनुᲦाकिथतं कमᭅ, उᲦाकिथतं कमᭅ चिेत। तᮢानᲦुाकिथत ं कमᭅ यथा—गां दोि᭏ध दु᭏धं 
गोपालकः। राजानं {न} सुवणᲈ याचते िभᭃुकः। ᮯजमवᱧणि᳍ गां गोपालकः। गुᱧं शाᳫं पृ᭒छित िश᭬यः। िश᭬यं धमᲈ ᮩूते 
आचायᭅः। िश᭬यं श᭣दं शाि᭭त िपता। गामनुᲦाकिथतं कमᭅ, दोि᭏ध ᳰᮓया, द᭏ुधमनुᲦेि᭡सतं कमᭅ, गोपालः(लकः) ᭭वत᭠ᮢकताᭅ। 
एवं राजा(न)मनुᲦाकिथतं कमᭅ, सुवणᭅमनुᲦेि᭡सतं कमᭅ, याचते ᳰᮓया, िभᭃुकः ᭭वत᭠ᮢकताᭅ। ᮯजमनुᲦाकिथतं कमᭅ, अवᱧणि᳍ 
ᳰᮓया, गामनुᲦेि᭡सतं कमᭅ, गोपालकः ᭭वत᭠ᮢकताᭅ इ᭜याᳰद। 

उᲦाकिथत ंकमᭅ। यथा—गौः पयो दु᳭ते गोपालकेन। राजा सुवणᲈ या᭒यते िभᭃुकेन। ᮯजोऽवᱧ᭞᭟यते गां गोपालकेन। 
गुᱧः शाᳫं पृ᭒Ხते िश᭬येण। िश᭬यो धमᭅमु᭒यते आचायᱷण। िश᭬यः श᭣दं िश᭬यते िपᮢा। दुᲝ ᮧपूरणे। टुयाचृ याᲱायाम्। {यां} 
ᱧिधर् आवरणे। ᮧ᭒छ् ᭄ी᭡सायाम्। ᮩूञ् ᳞Ღायां वािच। वच् पᳯरभाषणे। शास् अनुिश᳥ौ। एतेषां धातूनां यदा लः कमᭅिण 
च᭜ेयाᳰदना कतᭅᳯर लकारा भवि᭠त तदानुᲦाकिथतं कमᭅ भवित। तᮢ कमᭅिण ि᳇तीय[ेित] ि᳇तीया। यदाकिथतकमᭅिण लकारा 

भवि᭠त तदा उᲦाकिथतं कमᭅ भवित। तᮢानुᲦाकिथते कमᭅिण उᲦ᭠यायेन ᮧथमा भवित। तदुᲦम्— 
ᮧधान ेकमᭅ᭛यिभधये ेलादीनाᱟि᳇कमᭅणाम।् अᮧधान ेᱟदा(दुहा)दीना ंजाय᭠त ेकतृᭅकमᭅणः॥१॥ 

सवᭅᮢाकिथत ंच3े8ित कमᭅस᭖᭄ा। कमᭅिण ि᳇तीयिेत ि᳇तीया। अकिथते कमᭅिण उᲦे ᮧथमा। 
कतृᭅकमᭅ ि᳇िवधम—्उᲦकतृᭅकमᭅ, अनुᲦकतृᭅकमᭅ चेित। तᮢानᲦुकतृᭅकमᭅ यथा—ग᭒छित ᮕामं पिथकः। गमयित ᮕामं 

पिथकं धनी। बु᭞᭟यित शाᳫं िश᭬यः। बोधयित शाᳫं िश᭬यमुपा᭟यायः। अ᳤ा᭜य᳖ं बालकः।आशय᭜य᳖ं बालकं िपता। अधीते 
वेदं ᮩᳬचारी। अ᭟यापयित वेदं ᮩᳬचाᳯरणमुपा᭟यायः। गृहे ित᳧ित गृह᭭थः। गृहे ᭭थापयित गृह᭭थं िव᳡े᳡रः। का᭫यां वसित 
यती। का᭫यां वासयते यितनं िव᳡े᳡र इ᭜याᳰद। 

उᲦकतृᭅकमᭅ। यथा—ग᭥यते ᮕामं पिथको धिनना। बो᭟यते शाᳫं िश᭬य उपा᭟यायेन। आ᭫यतेऽ᳖ं बालकः िपᮢा। 
अ᭟या᭡यते वेदं ᮩᳬचारी उपा᭟यायेन। गृहे ᭭था᭡यते गृह᭭थो िव᳡े᳡रेण। का᭫या ंवा᭭यते यती िव᳡े᳡रेणे᭜याᳰद। ग᭥लृ गतौ। 
बुध् अवगमने। अश् भोजने। इङ् अ᭟ययने अिधपूवᭅः। ᭭था गितिनवृᱫौ। वस् िनवासे। एतेषा ं धातूना ं हेतुः िणज᭠ताना ं यदा 
कतᭅᳯर लकारा िवधीय᭠ते तदानुᲦकतृᭅकमᭅ भवित। तᮢानुᲦं कतृᭅकमᭅिण ि᳇तीयेित ि᳇तीया िवभिᲦभᭅवित। यदा कमᭅिण लकारा 
भवि᭠त तदा उᲦकतृᭅकमᭅ। तᮢ ᮧाितपᳰदकाथᱷ39᭜याᳰदना ᮧथमा भवित। गितबिु᳍ᮧ᭜ययवसानाथᭅश᭣दकमाᭅकमᭅकाणामिण कताᭅ 
स णािव40ित। अ᭛य᭠त᭭य धातोः कतुᭅ᭛यᭅ᭠ते कमᭅस᭖᭄ा भवित। 

[करणिनᱨपणम]् 
करणं ि᳇िवधं यथा—बा᳭मा᭤य᭠तरं च। तᮢ यद᭠तराि᮰तं तदा᭤य᭠तरम्, ततोऽ᭠य᳆ा᳭म्। तᮢा᭤य᭠तरं यथा—मनसा 

नारायणं ᭭मरित सुकृती। बु᭞᭟या वासदुेवं ᭟यायित ध᭠यः। िचᱫेन िव᳡े᳡रं धारयित धीरः। आ᭜मना िशवमिभम᭠यते ᭄ानी। 
मनसा ᮤ᳞ं ᮧाथᭅयित जनः। बु᭞᭟या धनं िच᭠तयित लु᭣धः। िचᱫे िᳫयं धारयित काकुमारः। अह᭑कारेण िवषयमिभम᭠यते 
अ᭄ानी। मनसे᭜या᭤य᭠तरकरणे तृतीया। नारायणमीि᭡सतं कमᭅ, ᭭मरित ᳰᮓया, सुकृती ᭭वत᭠ᮢकताᭅ। एवम᭠यᮢािप। 

बा᳭ं यथा—रथेन ᳇ारका ंग᭒छित हᳯरः। वृषेण कैलाशं ᮯजित िशवः। ऐरावतेन अमरावतᱭ ᮧयाित पुर᭠दरः। अ᳡ेन 
ᮕामं ग᭒छित धनी। कलशेन जलं गृᳮाित गृह᭭थः। कुशेन स᭠᭟या ं िवदधाित ᮩᳬचारी। फलेन ᭭वपोषा ंकरोित वनी। द᭛डेन 
िभᭃाथᭅमटित िभᭃुः। रथेनेित बा᳭करणे तृतीया, ᳇ारकामीि᭡सतं कमᭅ, ग᭒छित ᳰᮓया, हᳯरः ᭭वत᭠ᮢकताᭅ एवम᭠यᮢािप। 
साधकतम ंकरणिम41ित करणस᭖᭄ा। कतृᭅकरणयो᭭ततृीय4े2ित तृतीया िवभिᲦभᭅवित।  

[स᭥ᮧदानिनᱨपणम]् 
स᭥ᮧदानं िᮢिवधम्। यथा—ᮧेरकम(मा)नुमि᭠ᮢकमिनराकतृᭅकं च। ᮧेरकं यथा—िव᭬णवे िᮢभुवनं ददाित बिलः। 

िव᭬णवे ᮧेरकस᭥ᮧदाने चतुथᱮ, िᮢभुवनमीि᭡सतं कमᭅ, ददाित ᳰᮓया, बिलः ᭭वत᭠ᮢकताᭅ। िवᮧाय गां ददाित धाᳶमकः। 

                                                           

38 अ.१.४.५१ 
39 ᮧाितपᳰदकाथᭅिल᭑गपᳯरमाणवचनमाᮢे ᮧथमा [अ.२.३.४६]  
40 अ.१.४.५२ 
41 अ.१.४.४२ 
42 अ.२.३.१८ 
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िव᳡े᳡राय मठं ददाित पु᭛यवािन᭜याᳰद। स िह िव᭬णुमᭅ᳭ं िᮢभुवनं देहीित ᮧेरयित, ᮧेरकम् तीित(?िमित) ᮧरेकं 

स᭥ᮧदानमु᭒यते। 
अ(आ)नुमि᭠ᮢकम्। यथा—अितथये फलमूलं ददाित गृह᭭थः िभᭃुकाय िभᭃाम्। ददाित ᳰᮓया। गृह᭭थः ᭭वत᭠ᮢकताᭅ। 

स िह अितिथः फलमूलम[नुम]᭠यते [ते]नानुमि᭠ᮢकमु᭒यते। 

अिनराकतृᭅकम्। यथा—᮰ीिव᳡े᳡राय(?नारायणाय) पु᭬पं ददाित साधुः। नारायणाय अिनराकतृᭅकस᭥ᮧदाने चतुथᱮ, 
पु᭬पमीि᭡सतं कमᭅ, ददाित ᳰᮓया, सᲯनः ᭭वत᭠ᮢकताᭅ। एवम᭠यᮢािप। स िह नारायणं(णः) पु᭬पाथᲈ न ᮧरेयित। दीयमानं 
नानुम᭠यते। दीयमानं न िनराकरोित इ᭜यिनराकतृᭅकमु᭒यते। सवᭅᮢ कमᭅणा य[म]िभᮧतै(ित) स स᭥ᮧदानं 43 [इित 
स᭥ᮧदान]स᭖᭄ा। स᭥ᮧदान ेचतथुᱮ44ित चतुथᱮ िवभिᲦभᭅवित। 

[अपादानिनᱨपणम]् 
अपादानं ि᳇धा मतं चलमचलं च। तᮢ चलं यथा—(वतो)ऽ᳡ा᭜पिततोऽ᳡वाहकः। अपसरतो मेषादपसरित मेषः। 

ग᭑गा᮲ोतसः ᮧसरित महाᮕाहः। अ᳡ाᳰदित चलापादाने पᲱमी। धावतः इ᭜य᳡िवशेषणम्। अ᳡वाहकः कताᭅ। पिततः 
कतृᭅिवशेषणम्। एवम᭠यᮢािप। अचलं यथा—वृᭃा᭜पᮢ ं पतित। ᮕामादाग᭒छित पिथकः। जलादुिᱫ᳧ते म᭜᭭यः। 
ᮧासादादवरोहित मनु᭬यः। ᳞ाᮖाि᳆भेित मृ[गः]। वृᭃाᳰद᭜यᮢैवाचलापादाने पᲱमी। पᮢ ंकताᭅ। पतित ᳰᮓया। एवम᭠यᮢािप। 

अपाय ेयदुदासीन ंचल ंवा यᳰद वाचलम।् ᮥवुमवे तदावशेात ्तदपादानम᭒ुयत॥े१॥ 
ᮥवुमपायऽेपादानिम45ित अपादानस᭖᭄ा, अपादान ेपᲱमी46ित पᲱमी िवभिᲦभᭅवित। 

[ष᳧ी(?स᭥ब᭠ध)िनᱨपणम]् 
स᭥ब᭠ध᳟तुᳶवधः—᭭व᭭वािमकः स᭥ब᭠धः। अवयवावयिवस᭥ब᭠धः। ज᭠यजनकस᭥ब᭠धः। ᭭था᭠यादेशस᭥ब᭠ध᳟। 
तᮢ ᭭व᭭वािमकस᭥ब᭠धो यथा—रा᭄ः पुᱧषः। साधोधᭅनम्। ᮩाᳬण᭭य कुलम्। रा᭄ो धᳯरᮢी। िव᳡े᳡र᭭य काशी। 

कृ᭬ण᭭य मथुरा। [रा]᭄ः ᭭व᭭वािमकस᭥ब᭠धे ष᳧ी। पुᱧषः ᮧथमा। 

अवयवावयिवस᭥ब᭠धो यथा—पशोः पादः। अ᳡᭭य िशरः। उ᳦᭭य ᮕीवा। कᳯरणो ह᭭तः। शुनो ला᭑गूलम्। 
पशोरवयवावयिवस᭥ब᭠धे ष᳧ी। पादः ᮧाितपᳰदकाथᱷ ᮧथमा। 

ज᭠यजनकस᭥ब᭠धो यथा—िपतुः पुᮢः। मातुदुᭅिहता। गवा ं ᭃीरम्। धेनोवᭅ᭜सः। िपतुजᭅ᭠यजनकस᭥ब᭠धे ष᳧ी, पुᮢः 
ᮧथमा। 

᭭था᭠यादेशस᭥ब᭠धो यथा—अ᭭तभेूᭅः। पादः पत।् ᮩवुो विचᳯरित ᭭था᭠यादेशस᭥ब᭠धे ष᳧ी। भूᳯरित, 
ᮧाितपᳰदकाथᭅमाᮢानिभिह[ते] ᮧथमा। एवम᭠यᮢािप। सवᭅᮢैव स᭥ब᭠धमाᮢे शषे ेष᳧ी47ित ष᳧ी िवभिᲦभᭅवित। 

[अिधकरणिनᱨपणम]् 
तथाधार᳟तुᳶवधः—औप᳣ेिषकम्(कः)। अिभ᳞ापकम्(कः)। वैषियकम्(कः)। सामीिपकं(कः) चेित। 
तᮢ औप᳣िेषकम(्कः) यथा—का᭫यां ित᳧ित िव᳡े᳡रः। मथुरायां हᳯरवᭅसित। अयो᭟यायां राम आ᭭ते। गृहे ित᳧ित 

गृह᭭थः। का᭫यामौप᳣ेिषकाधारे स᳙मी। ित᳧ित ᳰᮓया। िव᳡े᳡रः कताᭅ। एवम᭠यᮢािप। 
वषैियकं यथा—नभिस च᭠ᮤो राजते। बु᳍ौ हᳯरᳶवशित। जले म᭜᭭याः ित᳧ि᭠त। आकाशे पिᭃणः सि᭠त। नभसीित 

वैषियकः। च᭠ᮤः कताᭅ। राजते ᳰᮓया। एवम᭠यᮢािप। 
अिभ᳞ापकं यथा—जगित िव᳡े᳡रो वतᭅते। जले ᮲ोतो वतᭅते। भूतेषु ᮧाणो वतᭅते। जगती᭜यिभ᳞ापकाधारे स᳙मी। 

िव᳡े᳡रः कताᭅ। वतᭅते ᳰᮓया। एवम᭠यᮢािप। 

                                                           

43 अ.१.४.३२ 
44 चतुथᱮ स᭥ᮧदाने. अ.२.३.१३ 
45 अ.१.४.२४ 
46 अ.२.३.२८ 
47 अ.२.४.५० (᭮᭭तᮧतौ शेष) 
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सामीिपकं(कः) यथा—ग᭑गायां घोषः ᮧितवसित। जले ित᳧ि᭠त वृᭃाः। ग᭑गायां सामीिपका स᳙मी, घोषः कताᭅ, 
ᮧितवसित ᳰᮓया। आधारोऽिधकरणिम 48 ᭜यिधकरण-स᭖᭄ायां स᳙᭥यिधकरणे 49  चिेत स᳙मी िवभिᲦभᭅवित। इित 
स᳙िवभ᭍᭜यवतारः। 

 [िवभिᲦिनणᭅयः] 
इदानᱭ िवभिᲦिनणᭅय उ᭒यते। िवभिᲦ᳟ सिु᳙ि᭑वभिᲦᱧ(?ᳯर᭜यु)᭒यते। सुिबित ᭭वादयः। एकᳲवशितः(?ित) 

ᮧ᭜ययाः। ितिङित [ितबादयः] अ᳥ादश ᮧ᭜ययाः। अनिभिहत5े0ित। कृᱫि᳍तसमासैरनिभिहते अनुᲦे ि᳇तीयादयः षि᭙वभᲦयो 
भवि᭠त। उᲦे कमाᭅदौ ᮧथमैव भवित। तᮢ यदा स[क]मᭅकाकमᭅकाणां धातूनां कतᭅᳯर ितबाᳰदनवकं भवित तदा उᲦे कतᭅᳯर 
ᮧथमा भवित। अनुᲦं कमᭅ भवित। तᮢ कमᭅिण ि᳇तीया51। 

अकमᭅका अिप धातवः सोपसगाᭅः सकमᭅका भवि᭠त। यथा—पᳯरभवित भवं भवानीपितः। पराभवित जनं जनादᭅनः। 
अिभभवित रावण ं ᮰ीरामः। यदा कमᭅिण लका[रः]। उᲦकमᭅिण ᮧथमा भवित। अनुᲦकतᭅᳯर तृतीया। पᳯरभयूते 
भवानीपितने᭜याᳰद। एवमकमᭅकसकमᭅकाणां धातूना ंसवᱷषामेवं सवᭅलकारेषु बो᭟यम्। 

कताᭅ उᲦानुᲦतया ि᳇धा िभ᳖ः। तᮢ उᲦे ᮧथमा, अनुᲦे तृतीया ष᳧ी च। त᳒थोᲦम्—िव᳡े᳡रः का᭫यां ᮧभवित। 
पर᭭मैपᳰद उᲦे कतᭅᳯर ᮧथमा। यदा भावे कृ᭜यᮧ᭜यया भवि᭠त तदा कृ᭜याना ंकतᭅᳯर व5े2ित ष᳧ी तृतीया च। कृ᭜याः— 

यत ं᭛यत ं᭍यप ंचवै केिलमरमनीयरत।् त᳞Წ त᳞ ंचवै कृ᭜यान ्स᳙ िवदुबुᭅधाः॥ 
िव᳡े᳡र᭭य का᭫यां भ(?भा)᳞म्। िव᳡े᳡रेण का᭫यां भ(?भा)᳞म्। एवम᭠यᮢािप। उᲦानुᲦे कमᭅिण चत᮲ो 

िवभᲦयो भवि᭠त। त᳒था—उᲦे कमᭅिण ᮧथमा। यदा ᭜वकमᭅकाणां[सोपसगाᭅणां] धातूनां कमᭅिण लकारा भवि᭠त उᲦं कमᭅ 
भवित तदा उᲦे कमᭅिण ᮧथमा भवित। यथा—पᳯरभूयते रावणो राघवेन। अनुᲦे ि᳇तीया चतुथᱮ ष᳧ी च। 

यदा सकमᭅकाणा ं धातूना ं कतᭅᳯर लादयो िवधीय᭠ते तदा उᲦे कतᭅᳯर ᮧथमा। अनुᲦकमᭅिण ि᳇तीया। काशᱭ याित 
िव᳡े᳡रः। ग᭜यथᭅकमᭅिण ि᳇तीयाचतु᭝यᲆ भवतः। अनुᲦे मथुरा ंग᭒छित हᳯरः। मथुरायै ग᭒छित हᳯरᳯर᭜याᳰद। 

यदा सकमᭅकाणां धातूनां तृजादयो भवि᭠त तदानुᲦकमᭅिण कतृᭅकमᭅणोः कृती53ित ष᳧ी भवित। अयो᭟याया ग᭠ता 
रामः। अयो᭟याया गमको रामः। 

करणे ᮧथमा। तृतीया। ि᳇तीया। ष᳧ी च। छेदन᭭वगᲃ देह᭭य। छेदन इित करणे ᭨युट्। ᭨युटा करणमुᲦं ᮧथमा। 
कतृᭅकमᭅणोः कृतीित कमᭅिण देह᭭येित। अनुᲦे करण ेतृतीया। यदा धातूनां सवᭅथा कतृᭅकमᭅभावेष ुलादयो भवि᭠त तदानुᲦं करणं 
भवित। रथेन अयो᭟यां याित रामः। मनसा ᭟यायते हᳯरः। तेजसाकाशे हᳯरदᱮ᭡यते। सवᭅᮢ कतृᭅकरणयो᭭ततृीया। करणे ष᳧ी 
यथा—------जानाित बु᳍ः। य᳀᭭य न जानीते दजुᭅनः [?न] ᮧवतᭅत इ᭜यथᭅः। ि᳇तीया च। अᭃान् 

दी᳞ित देवकः। अᭃैदᱮ᳞ित इ᭜यथᭅः। ᳰदवः कमᭅ च5े4ित करण᭭य कमᭅस᭖᭄ा, कमᭅ(िण ि᳇तीया55)। स᭥ᮧदाने चतुथᱮ। 
िवᮧाय धनं ददाित। 

आधारे स᳙मी ि᳇तीया च। अकमᭅक----(अभ)ᭃणाथाᭅनां यदा आधारे Ღᮧ᭜ययो भवित तदा आधारे ᮧथमा भवित। 
तᮢा----(उदाहर)णं यथा—काशी िव᳡े᳡र᭭य भूता। आकाश(?शं)च᭠ᮤ᭭य भातम्। गगगं(नम्)सूयᭅ᭭य दी᳙म्। का(शी आका)शं 
गगनम् इ᭜याधारे Ღᮧ᭜ययेनोᲦ᭜वा᭜ᮧथमैकवचनम्। िव᳡े᳡रच᭠ᮤसूयाᭅणां (आधेय)-----᭜वादिधकरणवािचन᳟ेित। 
अिधकरणᲦ᭭य ᮧयोगे कतᭅᳯर अनुᲦे ष᳧ी भूते᭜या(ᳰद)अिधकरणे Ღᮧ᭜ययः। का᭫यादीनामिधकरणानां समानािधकरणेन 
᭭याᳰदिल᭑गयोगः भᭃ{मा}णाथाᭅना ं भजुᮧभृतीना ं यदािधकरणे Ღᮧ᭜ययो भवित तदा उᲦािधकरणं भवित। यथा—काशी 
िव᳡े᳡र᭭य भुᲦा, गृहं ᮩाᳬण᭭य भुᲦम्, ᭭वदेशो रा᭄ो भुᲦः काशीगृह᭭वदेशश᭣दानामुᲦाधारे ᮧथमा, 
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᮰ीिव᳡े᳡रᮩाᳬणरा᭄ां पूवᭅसूᮢेण ष᳧ी, भुᲦाना ं का᭫याᳰदयोग᳞व᭭था। ग᭜यथाᭅनां गमᮧभृतीनां यदािधकरणे Ღᮧ᭜ययो 
भवित तदोᲦािधकरणे ᮧथमा भवित। त᳒था—मथुरा ᮰ीकृ᭬ण᭭य गता। वनं सहाथᭅ᭭य सृतम्। पवᭅतो राम᭭य ᮯिजतः। 

मथुरादेᱧᲦािधकरणे ᮧथमा, ᮰ीकृ᭬णादेः पूवᭅव᭒छ᳧ी। ग᭜यादेरिधकरणिल᭑गता(तो)Ღोऽ(Ღा)-िधकरणे ᮥौ᳞गितᮧ᭜ययः। 
वशानाथᱷ᭤य इ᭜यिधकरणे Ღᮧ᭜ययो भवित। 

॥इित स᳙िवभ᭍᭜यवतारः॥ 
[उपपदिवभिᲦिनᱨपणम]् 

इदानीमुपपदिवभᲦयो िल᭎य᭠ते। यथा म᭟य ेग᭜यथᱷ ि᳇तीया। काशीम᭠तरा िव᳡े᳡रो वतᭅते इ᭜यथᭅः। अयो᭟याम᭠तरेण 
᮰ीरामो भवित, अयो᭟याम᭟ये इ᭜यथᭅः। अ᭠तरा᭠तरेण यᲦेु56 इित ष᭬Ჹथᱷ ि᳇तीया िवभिᲦभᭅवित। यं ᳞ा᭡य कमᭅ करोित तᮢ 
ि᳇तीया। त᳒था—सवᲈ राᮢं ᮩाᳬणः पठित। ᭃ[ण-]मिप राᮢ[ेर]पᳯर᭜य᭔य पठती᭜यथᭅः। पᲱᮓोशं काशी वतᭅते। सवᭅतः 

ᮓोशपᲱकं ᳞ा[᭡य] काशी ित᳧ती᭜यथᭅः। काला᭟वनोर᭜य᭠तसयंोग57 इित काला᭟वनोᳶ᳇तीया िवभिᲦभᭅवित। 
य᭭म ै नम᭭करोित तᮢ चतथुᱮ58  त᳒था—᮰ीिजनाय नमः। ᮰ीनारायणाय नमः। -----य᭭माद᭠यः। य᭭मादारात्। 

य᭭माᳰदतरः। य᭭मादृते। य᭭मा᭜पूवाᭅत् ᳰदिग᭜याᳰद। तᮢ  ------त᳒था—᮰ीिजने᳡राद᭠योऽनी᳡रः। ाᮩᳬणाद᭠यः ᭃिᮢयः। 
ᭃिᮢयाद᭠यो (वै᭫यः)। वै᭫याद᭠यः शूᮤ इ᭜याᳰद। ᮰ीिव᳡े᳡रगृहादारा᭠मिणकᳶणका। आरा᭜समीपे इ᭜यथᭅः। मथुराया 
आरा᭜काशी। मथुराया दूरे59 इ᭜यथᭅः। ग᭑गाया इतरा न᳒ो मुᲦये न भवि᭠त। का᭫याः पूवᱷ ग᭑गा भवित। का᭫या दिᭃण ेअसी 
वतᭅते। का᭫याः पि᳟मे भीमच᭛डी ित᳧ित। का᭫या उᱫरे वरणा आ᭭ते। एवं धातोः परे ᮧ᭜यया इ᭜याᳰद। अ᭠याराᳰदतरतᱷ 
ᳰद᭍श᭣दा᭖चᱫूर-पदाजािह-युᲦे60 इित पᲱमी िवभिᲦभᭅवित। 

य᭭मा᭜पृथक्, [य᭭माि᳇ना] य᭭मा᳖ाना तᮢ तृतीयापᲱ᭥यौ भवतः। च᭠ᮤेण पृथग् रािᮢनᭅ शोभते। सूयᱷण पृथग् ᳰदवा न 
भाित। हयᭅपᭅणेन पृथक् कमᭅ न शोभते। पाि᭛ड᭜येन िवना वाणी न भाित। सुपुᮢणे िवना कुलं न ल᭤यते इ᭜याᳰद। पᭃ ेपᲱमी 
च᭠ᮤाᳰद᭜याᳰद। नाना वृᭃेण पु᭬प ं िच᭠वि᭠त। नाना वृᭃात् पु᭬पं िच᭠वि᭠त। पृथ᭍श᭣दोऽनेकाथᭅः। 
पथृि᭏वनानानािभ᭭ततृीया᭠यतर᭭यािम61ित तृतीयापᲱ᭥यौ भवतः। 

यि᭭म᳖᭠य᭭य कायᲈ भवित तᮢ पᲱमी(?स᳙मी)। त᳒था—गोषु दु᳭मानास ु गतः। दु᭏धा᭭वागतः, नारायण᭭मरण े
सित सवᭅपापᭃयो भवित। ई᳡रे भुᲦे दᳯरᮤा भᲳु᭠तु इ᭜याᳰद। य᭭य ᭭वभावेन भावलᭃणिमित स᳙मी िवभिᲦभᭅवित। 

य᭭मा᭜पृथि᭍ᮓय(या) तᮢ ष᳧ीस᳙᭥यौ भवतः। इदानᱭ कृतो िल᭎य᭠ते। कृ᭜ᮧयोगे ष᳧ी यथा—कायᭅ᭭य कताᭅ कृती। 

कायᭅ᭭य कारकः स एव। वा᭍य᭭य वᲦा साधुः। वा᭍य᭭य वाचकः साधुᳯर᭜याᳰद वा᭍य᭭येित कमᭅिण ष᳧ी। वᲦेित कृᱫृज᭠तः। 
भाषणिसि᳍ः ᳰᮓया। वाचकः साधुः कताᭅ। एवं कायᭅ᭭येित। अनुᲦकमᭅिण ष᳧ी कारक इित कृत् ᭛वुल᭠तः ᳰᮓयावाचकः स 
इ᭜यिभिहतः कताᭅ। एवं सवᱷषां सकमᭅकाणां धातूनां यदा कतᭅᳯर कृतो भवि᭠त तदानुᲦे कमᭅिण ष᳧ी। यदा भावे कृतो भवि᭠त 
तदानुᲦे कतᭅᳯर ष᳧ी। िᮢजगित ᮰ीिव᳡े᳡र᭭य भावः। सवᭅᮢ  ᱠनेजᭅयः िᮢजग᭜याधारे ᮰ीिव᳡े᳡र᭭ये᭜यनिभिहते कतᭅᳯर ष᳧ी। 
जय इित कृत्। एरिजतः भावे अच् उ᭜कषᭅिसि᳍ᳰᮓया एवम᭠येषामकमᭅकाणा ं यदा भावे कृत् तदानुᲦः कताᭅ भवित। उभयᮢ 
कतृᭅकमᭅणोः कृती62 ित ष᳧ी भवित। शतृशान᭒ᲤसुकानचᲦᲦवतूᮧभृतीनां ᮧयोगे कतृᭅकमᭅणोः कृतीित ष᳧ीिनषेधो भवित। 
िव᳡े᳡रं ᭭मर᳖रो मु᭒यते। रावणं पराजयमानो रामच᭠ᮤः शोभते। वेदं शु᮰ुवान्(?णो) ाᮩᳬणो भाित ᭭म। वेदं शु᮰ुवाणो वै  
िवᮧो वधᭅते ᭭म। धमᲈ कᳯर᭬यमाणो जनः सुखी भवित। धमᲈ कᳯर᭬यमाणो लोकः सुखी भवित। हᳯरि᮰तो जनोऽिव᳇े᳥ ा। 
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हᳯरि᮰तवान् पुमान् आ᭜मानममूमुचᳰद᭜यᮢ सवᭅᮢ न लोका᳞यिन᳧ाखलथᭅतणृा63िमित कमᭅिणष᳧ीिनषेधः। कृ᭜यᮧयोगे कतᭅᳯर 
पᭃे ष᳧ी त᳒था— 

यत ं᭛यत ं᭍यप ंचवै केिलमरमनीयतम।् त᳞ ंच त᳞त ंचवै कृ᭜यान ्स᳙ िवदुबुᭅधाः॥१॥ 
तयोरेव कृ᭜यᲦ-खलथᭅ इित सकमᭅकाणां धातूनां कमᭅिण कृ᭜या भवि᭠त। तदानुᲦकतᭅᳯर ----(तृतीया)᭬Ჹौ भवतः। 

धाᳶमकेण दृ᭫यो िव᳡े᳡रः। धाᳶमक᭭य दृ᭫या काशी। धाᳶमकेण--- धाᳶमक᭭य दृ᭫यं----- ग᭑गाजलम्। धाᳶमकेण वा एवं 
ᮤ᳞ोदनानीय᳟ अकमᭅकाणा ं धातूनां भावे कृ᭜या भवि᭠त। तदानुᲦे कतᭅᳯर तृतीयाष᭬Ჹौ भवतः। ᮩाᳬणेन का᭫या ं भा᳞ं 
ᮩाᳬण᭭य वा। ᮩाᳬणेन भिवत᳞ं का᭫यां ᮩाᳬण᭭य वा। ᮩाᳬणेन का᭫यां भवनीयं ᮩाᳬण᭭य वा। सवᭅᮢ कृ᭜याना ंकतᭅᳯर विेत 
तृतीयाष᭬Ჹौ भवतः। 

अ᳞यकृत᳟᭜वारो भवि᭠त। भावे ᮢयः, आिभ(भी)᭯᭛ये एकः। त᳒था—पूवᭅकाले ᭨यप्। भू᭜वा गतो ᮩाᳬणः। ᮧभूय 
गतो ᮩाᳬणः। भावे तुमुन्। भिवतंु गतो िवᮧः। आिभ᭯᭛य े᭛वलु6्4(णमलु)्। आभी᭯᭛यं पौनःपु᭠यम्। आभी᭯᭛ये ᳇े भवतः। का᭫या ं
भावंभावं सवᱷ मुᲦा भवि᭠त। सदृशवाचकाथाᭅना ं ᮧयोगे तृतीयाष᭬Ჹौ भवतः। त᳒था—नारायणेन सदृशः सिवता। 
नारायण᭭य सदृशः सिवतेित। िवᮧणे तु᭨यः ᭃिᮢयः। िवᮧ᭭य तु᭨य इित वा। गुᱧणा समः िश᭬यः। गुरोः सम इित वा। 
त᭨ुयाथरᱺतलुोपमा᭤या ंततृीया᭠यतर᭭यािम65ित तृतीयाष᭬Ჹौ भवतः। य᭭मै कुशलं भवतु। ᮩाᳬणाय सखुं भवतात्। ᮩाᳬणाय 
िहतं भवतु। पᭃ ेष᳧ी ᮩाᳬणाय [ᮩाᳬण᭭य] कुशलं वे᭜याᳰद। गो᭤यः कुशलम᭭तु गवां वा कुशलं ᭭तात्। गो᭤यः सुख ंभूयाद् गवां 
वा। गो᭤यो िहतं भूयाद् गवां वा इित सवᭅᮢ चतथुᱮ चािश᭬यायु᭬ य-मᮤ-भᮤ-कुशल-सखुाथᭅ-िहतᳯैर66ित चतुथᱮ॥३००॥ 

॥इित ष᭗कारकᮧᳰᮓयाः॥ 
सवंत ्१८२५ रा आि᳡िन(न)मास ेश᭍ुलपᭃ ेएकाद᭫या ंितथौ शिनवारे अ--(भ)यच᭠ᮤेण इय ंपिु᭭तका िलिखता। 

यादशृ ंद ृ᳥  ंतादशृ ंिलिखतम॥्᮰ीः॥᮰ीः॥᮰ीः॥ 

॥स᭠दभᭅᮕ᭠थसिूचः॥ 
१) दीिᭃत पु᭬पा (स᭥पा.), ᮧᳰᮓयानसुारी-पािणनीय धातपुाठ, सं᭭कृत-भारती-माता-मि᭠दर गली, झ᭛डवेाला नई ᳰद᭨ली-११००५५, २०१०, 
(ᮧथमावृिᱫः)  
२) नारायणराम आचायᭅ का᳞तीथᭅ (स᭥पा.), ᮰ीमदमरᳲसहकृदमरकोशः (सि᭑ᭃ᳙माहे᳡रीटीकया समतेः), चौख᭥बा-सं᭭कृत-भवन-ᮕ᭠थमाला ४६, 
चौख᭥बा-सं᭭कृत-भवनम,् वाराणसी २२१००१, िव.सं. २०६०(पुनमुᭅᮤणम्) 
३) ᮰ीगुᱧᮧसादशाᳫी आदी (स᭥पा.) ,᮰ीम᳊Ჵोजीदीिᭃतᮧणीता वयैाकरणिस᳍ा᭠तकौमदुी (तᱬवबोिधनी-बालमनोरमा-शेखर᳞ा᭎याᮢयिवरािजता), 
चौख᭥बा-सुरभारती-ᮕ᭠थमाला-४७७, चौख᭥बा-सुरभारती-ᮧकाशनम्, वाराणसी २२१००१, २०१२, (ᮧथामावृिᱫः) 
४) ᮧो. गोपालदᱫपा᭛डेय (स᭥पा.), पािणिन-िवरिचता अ᳥ा᭟यायी, चौख᭥बा-सुरभारती-ᮕ᭠थमाला-१९, चौख᭥बा-सुरभारती- ᮧकाशनम्, वाराणसी, 
२२१००१, २०१६. 
५) साठे ᮧो. महादेव दामोदर (स᭥पा., मराठी-भाषा᭠तर), ᮰ीम᳊Ჵोजीदीिᭃतᮧणीता वयैाकरणिस᳍ा᭠तकौमदुी, ᮰ी िव. ना. दीिᭃत, कायᭅवाहः, 

सं᭭कृत-िव᳒ापᳯरसं᭭था ६३५, सदािशव पेठ, पुणे,४११ ०३०, १९६५, (ि᳇तीयावृिᱫः) 

  

                                                           

63 अ.२.३.६९ 
64 आभी᭯᭛ये णमुल् च [अ.३.४.२२] 
65 अ.२.३.७२ 
66 अ.२.३.७३ 
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19 	या शतकातील एक अ�ैती - अ�युतराय मोडक 

 डॉ सुि�या आिशष महाजन 

रोिहणी – अ – 202, डी. एस ्. के. िवu,  

धायरी, पणुे – 411041 

amrutarnav@hotmail.com 

मो. 7276684157 
 

अMयतुराय मोडक हे 19 bया शतकाMया उFराधा5तले महाराK�ातले सं	कृतचे गाढे िवJान् व लेखक, एक महान् अJैती. 

यांनी सािह�यशा�, वेदा�तशा� या िवषयांवर 	वतं9 लेखन केले, अनेक Cंथांवर टीका रचNया. लहरीकाbये, शतककाbये, भाण, 

चGपकूाbये अशा अनेक वा�य?कारांत लेखन केले. �यांचा काळ भारताMया इितहासातला ?चंड उलथापालथीचा काळ होता. या 

काळात इंCजी रा/य जवळ – जवळ सव59 ?	थािपत झाले होते, सामािजक, सां	कृितक, वैचाSरक बदल वेगाने होऊ लागले होते. 

भारतीय मानिसकतेतील िवJFेMया संकNपनाच बदलवणारा िशVणप#तीतील बदल येऊ घातला होता. अशा काळात आपNया 

परंपरांची मुळे घ� ठेवणारे अMयतुरायांसारखे िवJान ्Gहणजे सं	कृतीला वेळोवेळी िमळालेली संजीवनी Gहणावी लागेल.  परंत ुया 

बदलाMया काळातले हे लोक ‘जनेु’ Gहणनू काळाMया पड\ाआड रािहले. �यांचे चSर9 आिण  काय5 Gहणावे तसे ?िस#, सव5�ात 

नाही अशी उपेVा �यांMया वाट्याला आली.  

अMयतुरायांचे चSर9 जरी उपलcध नसले, तरी �यांची मािहती ससंुगतपणे शोधता येते. कै. मोरो हSर खरे संपािदत ‘मोडक 

- कुलवFृा�त’67 आिण कै. कृKणाजी िवनायक पtडसे संपािदत परुवणीखंड68 हा या मािहतीचा मुeय आधार. अMयतुरायांनी बरेच Cंथ 

रचले, �यातील काही ?कािशतही झाले; �यामुळे िविवध कोशांम_ये69 ‘सं	कृत लेखक’ Gहणनू �यांची मािहती िमळते. तसेच, 

�यांMया ?कािशत झालेNया CंथांMया संपादकांनीही70 �यांची मािहती िदलेली आढळते. मा9 �या मािहतीचा आधारही कुलवFृा�त 

हाच आहे. �यामुळे अMयरुायांMया लेखनातनू िमळणारी �यांची मािहती हाच थेट xोत खरा, िवuासाह5 असा उरतो. सदुैवाने 

अMयतुरायांचे लेखनही बरेचसे उपलcध आहे. �यांनी CंथांMया मंगलाचरणांत, पिुKपकांम_ये, 	वोप� bयाeयांमधनू 	वतःिवषयी, 

घरा2यािवषयी, ग
ंुिवषयी मािहती िदली असNयाने या xोताचा उपयोग ?ामुeयाने होतो, �यांतील स9ू ध
न शोध घेता येतो. या 

सव5 मागाZनी जी मािहती उपलcध झाली ती पढुील?माणे – 

 ‘मोडक घरा2याचा मूळ गाव पंचनदी आिण �ात मूळपyुष महादेव आहे. (विस@ – इ�ं?मद – आभर	वत ्ि9?वराि�वत) 

विस@गो9ीय मोडक हे कृKणयजवुIदी (तैिFरीयशाखा) िच�पावन `ा4ण असनू कोकणातील कोळथरे गावचा कोळेuर आिण 

योगेuरी ही यांची कुलदैवते आहेत.  यांMया घरा2यात बोडणाची आिण शारदीय नवरा9ात अखंड दीपमाळेची ?था आहे. जातीने 

िच�पावन `ा4ण असNयाने परशुराम आिण नािशक येथील वा	तbयामुळे .ीराम व �यंबकेuर अथा5त ्महादेव ही तीन दैवते या 

घरा2याची आरा_य दैवते आहेत.  

.ीमंत छ. शाह�महाराज यांMयाकडून मोडक – घरा2याला मु काम बोरघर येथे िवJान ् `ा4ण Gहणनू जिमनी इनाम 

िमळाNया हो�या, �यािशवाय खेड येथील खिज�यातून न] yपये िमळत. ( मोडक-कुलवFृा�ताचा परुवणीखंड ब¡याच अिलकडMया 

                                                           
67  मोडक - कुलवFृा�त (प.ृ    ), संपा. कै. मोरो हSर खरे, ?का.  
68  मोडक - कुलवFृा�त , परुवणीखंड (प.ृ   ), संपा. कृKणाजी िवनायक पtडसे, ?का. 
69  अवा5चीन चSर9कोश, संपा. िस#ेuरशा�ी िच9ाव; भि]कोश, खंड 3 (प.ृ   ), संपा. शंकर अ¢यंकर 
70  संपा. शंकरशा�ी माyलकर - बोधै यिसि#ः (	वोप�bयाeयासंविलता), ?का. आन�दा.म सं	था, पणेु, सन 1951 
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काळात ?िस# झाला आहे. संपा. कै. पtडसे यांनी �यात याबाबत ‘... खेड येथील खिज�यातनू न] yपये िमळतात ’ असे िवधान 

केले आहे. �याव
न बह£धा ही इनाम र कम गेNया शतकापयZत िमळत होती असे िदसते. ) 

अMयतुराय मोडक हे �ात मूळ पyुषापासनू चौzया िपढीतील कै. िवuनाथ नारायण मोडक यांचे सातवे सपु9ु. िवuनाथ 

नारायण यांचे वा	तbय कवाड व नािशक या दोन िठकाणी झाले. पेशवाईMया काळात ते काही काळ बडो\ात मोठ्या ह£द\्ावर होते. 

अMयतुरायांचे थोरले बंध ूगोिवंद िवuनाथ हे शा�ी होते. ते याि�कH आिण िभVकुH करीत. अMयतुरायांचे चुलत पणत ूकै. गणेश 

बाळकृKण हे कHत5नकार होते. पंिडतांना आवडतील अशा आपNया वेदा�तमतानुसारी कHत5नांम_ये ते ?िस# कHत5नकार कै. ह.भ.प. 

क¡हाडकरबवुा आिण आपले चलुते  अMयतुराय Gहणजे रावजी यांची वचने उ#ृत करीत असत.  

अMयतुरायांब<ल �यांनी सांिगतलेली मािहती आिण एक आeयाियका कै. कृ. िव. पtडसे यांनी परुवणीखंडात न¥दवली 

आहे. �यानसुार, ‘रावजी उफ5  अMयतुराय लहानपणी अ�यंत ह�ड होते. गंगेMया (गोदावरीMया) पा9ात बरोबरीMया मुलांना जमवनू 

खेळणे, bयायाम करणे, पुंडाई करणे असा ते वेळ घालवीत. एकदा कपालेuराMया मंिदरात राहणा¡या एका 	वामYनी �यांMया 

िठकाणची चमक ओळखली आिण उपदेश केला. �यायोगे उपरती होऊन अMयतुरायांनी अ_ययन स
ु केले आिण अNपावधीतच 

सं	कृत भाषा व िविवध शा�े आ�मसात ्केली.  

दिVण भारताMया या9ेला गेले असताना अMयतुराय एका मंिदरात उतरले. गावक¡यांना �यांचा लौिकक अगोदरच 

कळला होता. एकाने �यांची परीVा पाह2याMया उ<ेशाने देवळाMया िभंतीवर कोरलेNया एका प\ाचा अथ5 िवचारला. ते प\ –  

नायनाय  मुखतो िवना�कं मूध5तोऽिप न िशवाय प3चकम् । 

J�Jमेतदपदषूणं यतो नाम राम इित त/जमूित5तम् ।। 

अMयतुरायांनी �याचा अथ5 पढुील?माणे सांिगतला – ‘ओ ंनमो नारायणाय’ या अ�ाVरी मं9ातनू मुख Gहणजे मुखाMया 

िठकाणी �यासावयाचे ‘रा’ हे अVर गाळNयास हा मं9 पyुषाला मोV?द ठरत नाही. िशवपंचकातील म	तकाMया िठकाणी योजNया 

जाणा¡या ‘मः’ हे अVराMया अभावी �या मं9ाचा उMचार ‘न िशवाय’ Gहणजे कNयाण?द नाही. या दो�ही मं9ांना िनदEष करणा¡या 

‘रा’ व ‘मः’ या दोन अVरांनी तयार होणारे ‘रामः’ हे नाम ?भावी आहे.’’ 

अMयतुरायांिवषयी तयार मािहती एवढीच िमळते. परंतु यातील काही धागे पकडून �यांMया Cंथांम_ये शोध घेतला, तर 

काही  पावले पुढे जाता येते. �या िवचारानेच पढुील काही मुद\्ांची मांडणी केली आहे.  

• अ�युतरायांचा जीवनकाळ, सं'यास व समाधी – 

ज'मशक –  वरील मािहती?माणे अMयतुरायांचा ज�मशक 1700 असा िनघतो. आनंदा.म, पणुे या सं	थेMया 

पोथीशाळेतील ‘रसगंगाधरः’ या Cंथावरील ‘रसतरंिगणी’ या टीकेचे ह	तिलिखत आहे71. �याMया शेवटMया प@ृावर पोथीचा काळ 

शके 1709 असा न¥दिवलेला िदसतो व हे ह	तिलिखत अMयतुरायांनी तयार केले असNयाची 	प� न¥दही �यावर आहे.72  याचा 

अथ5, (शके 1700 म_ये ज�मलेNया) अMयतुरायांनी अव§या नवbया वष¨ हे पोथी नकल2याचे काम केले आहे.  

हे ह	तिलिखत चांगNया अव	थेत असनू यातील ह	ताVर वळणदार आहे, कोठेही खाडाखोड नाही. अशा त¡हेचे 

नीटनेटके काम केवळ  नवbया वष¨ एखा\ा मुलाने करावे हे आDय5कारक आहे. ‘मोडक कुलवFृा�ता’Mया परुवणीखंडातील 

‘लहानपणी ते ©ा�य होते व एका स�पुyषाMया उपदेशाने �यांचे मन पालटले’ हा उNलेख लVात घेता ‘हे काम अMयतुरायांनी 

अव§या नवbया कसे केले असावे ?’ असे वाटते. मा9 लेखक, नकलकार Gहणनू �यांनी �यांचे नाव 	प�पणे िलिहले असताना असे 

िवधान करणे यो�य ठरत नाही.  
                                                           
71 पहाः तळटीप ". 11 
72 दगुा5नंतहयेuरांकगणने संव�सराणां शकाद ्गोदावामतटे च पंचविटकाVे9े 'लवंगाcदके ।  
मासे .ावणवा#5के शिशिदनेऽमायां समा$ः अभदूCं्थ	�वMयतुमोडकेन िलिखतः ?ी�यै सताम	�वयम ्। 
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ता�पय5, ?	ततु ह	तिलिखताMया आधाराने िवचार करता अMयतुरायांचा (शके 100 हा ज�मशक मागे जाऊ शकतो असे 

वाटते. 
सं'यास –  

मोडककुलवFृा�तात, सव5 कोशांम_ये ‘अMयतुरायांनी तyणपणीच सं�यास घेतला होता’ अशी मािहती िमळते. ते अJैती 

होते, �यांना जीव�मु]Hची आस होती हे �याMया Cंथांमधनू िदसतेच. पण ही सं�यासदीVा केbहा झाली, कोणी िदली यासंबंधीची 

मािहती कोठेच, अMयतुरायांMया Cंथांम_येही िमळत नाही.  

अMयतुरायांMया उपलcध झालेNया रचनांमधील ‘बोधै यिसि#ः’ ही रचना शेवटची आहे. �यात शके 1755, वैशाख 

शु.10 हा Cंथसमा$ीचा िदवस73 Gहणनू न¥दिवला आहे. इतर सव5 Cंथां?माणे याही CंथाMया पिुKपकेत �यांनी ‘अMयतेुन िव\ािथ5ना’ 

असाच 	वतःचा उNलेख केला आहे.  

कुलवFृा�तात �यांचे ‘रावजी’ हेही नाव आढळते. ते सं�यासCहणापवू¨चे नाव व अMयतु हे सं�यासोFर नाव असेही 

Gहणता येत नाही. कारण, सव5 CंथांMया पिुKपकांम_ये �यांनी आपले नाव अMयतु असे िदले असनू �यासोबत ते आपले मोडक हे 

उपनामदेखील न¥दिवतात. अMयतु हे सं�यासोFर नाव असते, तर अशी न¥द �यानी केली नसती. तसेच �याकाळी अितशय 

िवJानांना ‘राय’ अशी स�मानदश5क पदवी जोडली जाई, तीही यांMया नावाला लावलेली िदसते.  

कुलवFृा�तकारांनी सांिगतलेला शके 1700 हा �याचा ज�मकाळ यो�य मानNयास शके 1755 म_ये ते 55 वषाZचे होतात. 

मग �यांनी तyणपणी सं�यासदीVा घेतNयाची न¥द खरी कोण�या आधारावर खरी मानावी ?  

अMयतुरायांMया रचनांची जी ह	तिलिखते उपलcध झाली, �यांपैकH शके 1756 ते 1761 या काळात तयार झालेNया 

दोन ह	तिलिखतांचा तपशील खाली िदला आहे: 
1. दु:ख-ये'दूदय:, 

पणू5, 	थान-भारत इितहास संशोधक मंिदर, पणुे, ".-रानडे-नात ूसंCह - 296, पाने- 1-17, काळ-शके 1759, हेमलंबी 

संव�सर, ह	ताVर- िवKणपंुत रानडे, पिुKपका- इ�यMयतुिवरिचतो द:ुखVये�ददूय: समा$: । 
2. नीितशतप1म् (सटीकम्), 

पणू5, 	थान - डे कन कॉलेज Cंथालय, ".-119(06392), ( या ह	तिलिखतात ?थम नीितशतप9 (पाने- 1-7) िलिहले 

असनू पढेु (पाने- 8-24) पानांवर टीका िलिहली आहे.) 
अ (मूळ) - पिुKपका - इ�यMयतुिवरिचतं नीितशतप9ं संपणू5म् ।, ह	ताVर - बालंभट अि�नहो9ी. 

आ (टीका) - टीकाकार - .ीहSर, लेखक - बालंभट रामचं� सYदरकर(िस�नरकर?), काळ-शके 1760, िवलंबी संव�सर, 

पौष कृ.5, शिनवार.  

मंगलाचरण - .ीशं व�दे। .ीमदMयतुचरणाyणनिलना¢यां नम: । न�वा .ीस­ुyं भूयो त�पादाcज?सादत:। 

त�नीितशतप9िवकासं संतनोGयहम् ॥1॥ अथ भगवानिखलवािदिव_वंसनचण: .ीमदMयतुशमा5 ... उपिनब_नाित । 

पिुKपकापवू5 ¯ोक - .ीमदMयतुपादाcजपराग	य ?सादत: । त�नीितशतप9	य िवकासोऽयं समािपत:॥, 

पिुKपका - इित .ीमदMयतुपदपंकजपरागलीन.ीहSरिवरिचतं नीितशतप9िवकासा�मकं टीकाजातं समाि$मगमत ्। 

                                                           
73 संपा. शंकरशा�ी माyलकर - बोधै यिसि#ः (	वोप�bयाeयासंविलता), ?का. आन�दा.म सं	था, पणेु, सन 1951 
अJैता�म?बोधेऽ9 गुyवरपदाGभोजमा9?सादा�	वो\°ोधै यिस#ेिव5विृतकृितपटौ पणू5 एषोऽ\ जातः। 
शाके बाणेषवुाजी�दिुमतिवजयनाG�यcद एवं ?य�नाJैशाखीया\पVि	थतशिशदशमीिदbयम_या±काले ।।.....स­ुy9यिशKयेणाMयतुशम5णा िव\ािथ5ना िवरिचते 
	वकृतबोधै यिसि#टीकाCंथे .... पवूा5ध5D संपणू5ः। 
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�या?माणेच, शके 1761 नंतर तयार झालेNया दोन ह	तिलिखतांचा तपशील खाली िदला आहे: - 
1. अवयवोि6�7युि6म8जरी, 

पणू5, 	थान - डे कन कॉलेज Cंथालय, ". - 10745(16478), पाने - 1-5, काळ - शके 1763, 'लव संव�सर,फाNगनु 

शु.12, सोमवार, ह	ताVर- गणेश सखाराम उं`ाणीकर, पिुKपका- इ�यMयतुिवरिचता अवयवोि]?�यिु]म3जरी समा$ा । 
2. नीितशतप1म् , 

पणू5, 	थान - डे कन कॉलेज Cंथालय, ".- 3005(09184), पाने - 1-7, काळ - शके 1767, िवuावस ूसंव�सर,काित5क 

कृ.3,शिनवार, पिुKपका- इ�यMयतुिवरिचतं नीितशतप9ं संपणू5म् । 

अMयतुरायांनी शके 1756 ते शके 1761 या काळात �यांनी सं�यास घेतला असावा असा अंदाज गृहीत ध
न 

पडता²यासाठी या काळात िलिहली गेलेली ह	तिलिखते पािहली असता �यांतही अMयतुरायांचा ‘अMयतुराय’ याच नावाने 

उNलेख आढळतो. /या?माणे अMयतुरायांनी आपNया ग
ंुचा (Gहणजे रघनुाथभटजYचा) सं�यासCहणानंतरMया नावाने 

(अJैतसिMचदान�दे��सर	वती) िनदIश केला आहे, �या?माणे अMयतुरायरिचत ‘नीितशतप9म्’ या रचनेवर टीका िलिहणा¡या .ीहSर 

या टीकाकारानेही अMयतुरायांचा उNलेख �यांMया दो�ही नावांनी िकंवा सं�यासदीVोFर नावाने केला असता, िकंवा 	वतः 

अMयतुरायांनीही 	वतःचा तसा उNलेख करणे अश य नाही. पण तसे आढळत नाही. 

अMयतुरायांMया ‘भागीरथीचGप:ू’, ‘कृKणलीलामृतम्’, ‘गोदालहरी’, ‘भािमनीिवलासटीका’, ‘पंचदशीटीका’, 

‘जीव�मुि]टीका’ >ा रचना फार पवू¨च ?कािशत झाNया आहेत. �यांपैकH पिहNया तीन रचना तर �यांMया वंशजांनीच ?य�नपूव5क 

छापनू ?कािशत करवNया आहेत. या सव5च Cंथांम_ये अMयतुरायांचा ‘अMयतुराय’ याच नावाने उNलेख आढळतो. तसेच, 

‘कृKणलीलामृतम्’, ‘अवैिदकिध कृितः’ इ. Cंथांम_ये पार मोडककुळाचीही मािहती देणा¡या अMयतुरायांनी 	वतःMया सं�यासाब<ल् 

मा9 काहीच सांिगतले नाही हे असंगत आहे.  

ता�पय5, अMयतुरायांMया सव5च रचनांम_ये �यांचा ‘अMयतुराय’ याच नावाने उNलेख िनरपवादपणे आढळत असNयाने 

�यांनी खरेच सं�यास घेतला होता का, याचा शोध §यावा लागेल.  
 

मृ7युशक –  

उपयु5िNलिखत संदभ5Cंथांनसुार अMयतुरायांचा मृ�यु शके 1761 म_ये झाला असावा असे िदसते.  

परंत,ु‘अवा5चीन चSर9कोशा’त ‘समािध – स.1833’ अशी न¥द आहे.  इसवी सनातनू 78 वजा केले कH शक कळतो. 

सन 1833 – वषI 78 = शक 1755. अMयतुरायांMया उपलcध झालेNया रचनांमधील ‘बोधै यिसि#ः’ ही रचना शके 1756 ला पणू5 

झाली ही मािहती अMयतुरायांनी �या CंथाMया पिुKपकोFर मजकुरात िदली आहे.  �यामुळे चSर9कोशातील मािहती चकुHची िदसते.  
 

समािध –  

अMयतुरायांनी ‘प3चदशी’ या Cंथावर िलिहलेली ‘पणूा5न�दे�दकुौमुदी’, तसेच याच नावाची ‘जीव�मुि]िववेक’ या 

Cंथावरील टीका, ‘शङ्करिवजय’ या Cंथावरील ‘अJैतरा/यलBमीः’ >ा टीका ?कािशत झाNया आहेत. �यांMया संपादकांनी 

िदलेNया मािहतीनसुार ‘ अMयतुरायांचे खापरपणत ूकै. वे.शा.रा. गणेशशा�ी मोडक (हे कHत5नकार होते.) यांनी सांिगतNया?माणे 

अMयतुरायांचे देहावसान शके 1761 म_ये आषाढ शु. 14, सोमवारी, म_या±ी झाले.’ याला उपो°लक Gहणनू �यांनी उ#ृत केलेNया 

9ुिटत ¯ोकात मा9 तो ¯ोक अMयतुरायांMयाच समाधीिवषयीचा आहे असे िवधान कर2यासारखे काहीच िदसत नाही. 74 

                                                           
74

 शाके च��रसिष5भपूSरिमते >ाषाढशु ले शुभे 
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• अ�युतरायांचे माता - िपता  

मोडक-कुलवFृा�तानसुार अMयतुराय मोडक हे महादेव या �ात मूळ पुyषापासनू चौzया िपढीतील कै. िवuनाथ नारायण 

मोडक यांचे सातवे सपु9ु असून यांMया मातेचे नाव अ�नपणूा5 आहे. पढुील Cंथांम_ये मा9 अMयतुरायांMया िप�याचे नाव नारायण व 

मातेचे नाव मा9 अ�नपणूा5 असेच िदसतेः- 
1. भागीरथीच=प:ू  (प.ृ 143) 

.ीनारायणसं�नैजजनकाङ्§´GभोजमानोGयहं 

तJFां जननीमिप ?ितिदनं ?ेGणा�नपणूा5िभधाम् । 

प3चानामिप पादप�िनचये भागीरथीस�कथा 

	वान�दाय मयाMयतेुन महता य�नेन संयोिजता ॥80॥ 

 
2. अवैिदकिध>कृित:75 (प.ृ 109) 

.ीम�नारायणाeयो गyुSरव जनको य	य िवeयातकHित5र-् 

माता य	या�नपणूा5नपुमगणुवती शा�िव\ेव सा_वी । 

य	य .ीमान ्िपतbृय: समजिन परमाचाय5व�मच��: 

कावेरी य	य धा9ी परमिहतकरी `4िव\ोपमासीत ्॥17॥ 

 
3. कृ?णलीलामृतम्  (प.ृ147)76 

य	य .ीरघवुीरसंयिमबहृ<ेवाय5नारायणा- 

चाया5िµ चिMछवभि]शा�गरुव: स�य�नपणूा5 ?स:ू । 

आसी�मोडकवंशप�तरिण	तातोऽिप नारायणस्- 

तेनैवाMयतुशम5णा गyुपद	मृ�येकस�कम5णा ॥92॥ 

टीका- अथ सगा5�ते 	वाचाया5िदनामकथनपवू5कं 	वनामCथनपवू5कं Cंथत�?योजकयोरिप नामनी तथा तीथ5Vे9े नामनी च 

िनब_नाित । ... तथा नारायणाचाया5: । आिचनोित च शा�ाथ5माचारे 	थापय�यिप । 	वयम'याचरे\	त ुस आचाय5 इित 	मृत इित 

वचनाद]ुलVणशािल�वमाचाय5पदेन सिूचतम् । एते "मात ् िचिMछवभि]शा�गरुव:, िचत ् अJैतिव\ा, िशवभि]: िशवोपासना, 

शा�मJैतशा�ं तेषां गरुव उपदे�ार इ�यथ5: । आसि�न�य_याहार: । एवं य	ये�यनषु/जते । सती सा_वी अ�नपणूा5 एत�नाGनी य	य ?स:ू 

माता आसीिद�य�वय: । तथा मोडकवंशप�तरिण:। मोडके�यपुनामकानां वािस@ानां `ा4णानां यो वंश: कुलं तदेव प�ं 

सौर¢यािदगणुवfवा�कमलं त	य तरिणSरव सयू5 इव तरिण: िवकासको िवeयाित?द इ�यथ5: । एता�श: तातोऽिप िपतािप नारायण: 

एत�नामक: य	य आसीिदित संबंध: । अ9ािप शcदेन गyुतौNयं ताते \ोिततम् ।’ 

यामुळे, अMयतुरायांMया िप�याचे नाव िवuनाथ कH नारायण हे िनिDत कळत नाही. कृKणलीलामृतावरील 	वोप� 

                                                                                                                                                                                                                  

तारानायकवासरे िशवितथौ सयूI खम_यि	थते  । 
.ीम�सिMचदन�तिन�यिवमलान�द?काशा�मकः 
?�य�`4सर	वती 	वमगम�ूपं ग....।।’ - (?	तावना, प.ृ ) संपा. शंकरशा�ी माyलकर - बोधै यिसि#ः (	वोप�bयाeयासंविलता), ?का. आन�दा.म सं	था, पणेु, 

सन 1951 
75 ACYUTARÃYA MODAKA'S 4A VAIDIKA - DHIKKRTI '  By G. V. Tagare, Bulletin of the Deccan College Research Institute, Vol. 18, Taraporwala 
Memorial Volume (January 1957), pp.215 - 220. Pub. VC, DCPGRI, Pune. 
76 सटीक कृKणलीलामतृ काbय, ?का. गोिवंदा�मज बाळशा�ी मोडक, छाप. गणपत कृKणाजी, मालक - आ�माराम का�होबा, सन 1873. 
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bयाeयेव
नही काही िनिDत िवधान करता येत नाही. कुलवFृा�त व वरील रचनांतील 	वतः अMयतुरायांनीच न¥दवलेली मािहती 

यातनू फार तर इतकेच Gहणता येईल कH, िवuनाथ व नारायण ही दो�ही एकाच िवKणचूी नावे आहेत, िव\ागyु साठेशा�ी यांचे नाव 

नारायण आहे, व िपता िवuनाथ हे ग
ंुइतकेच महान आहेत अशा भावनेतून अMयतुरायांनी ‘िपतािप नारायणः’ असे Gहटलेले असू 

शकते.  

• अ�युतरायांचे हAता-र – 

आनंदा.म, पणुे या सं	थेMया पोथीशाळेतील ‘रसगंगाधरः’ या Cंथावरील ‘रसतरंिगणी’ या टीकेचे ह	तिलिखत आहे.77 

याMया अंितम प@ृावर पढुील?माणे मजकूर आढळतो –  

‘इित भानदुFिवरिचतायां रसतरंिग2याम�म	तरंगः।। समा$ोऽयं Cंथः।। शुभं भवत ु सवIषां ।। दगुा5नंतहयेuरांकगणने 

संव�सराणां शकाद ् गोदावामतटे च पंचविटकाVे9े 'लवंगाcदके । मासे .ावणवा#5के शिशिदनेऽमायां समा$ः 

अभदूCं्थ	�वMयतुमोडकेन िलिखतः ?ी�यै सताम	�वयम् ।।।१।।’  

‘िलिखतः’ या शcदामुळे >ा Cंथाचा कता5 अMयतु मोडक आहेत असा गैरसमज होऊ शकतो, पण CंथाMया पिुKपकेत 

‘भानदुFिवरिचता रसतरंिगणी’ असा 	प� उNलेख आहे. (ह	तिलिखताचा लेखक Gहणजे ती Cंथ?त तयार करणारा, नकलकार 

होय. तो Cंथाचा कता5 Gहणजे रचियता असेलच असे नाही. पवू¨ जेbहा छपाईचे तं9 आले नbहते, तेbहा Cंथाची ह	तिलिखत ?त 

तयार क
न देणे हा bयवसाय होता.)  

तसेच, CंथाMया आरंभी - ‘जयित भगृोः कुलितलको म�कुलनाथो जगि�9तयनाथः। V9Vतजसमृद_्या येनेयं िसंिचता 

मही बह£धा ।।१।।’ असा ¯ोक आहे. हा परशुरामांचा उNलेख आहे व िच�पावन असणा¡या अMयतुरायांनी �यांचे 	मरण करणे 

अगदीच सयिु]क आहे. (�यानंतर गyुवंदन क
न �यांनी ‘अथ रसतरंिगणी िलeयते।’  अशी न¥द केलेली िदसते. ) 

अMयतुरायांचे ह	ताVर या ह	तिलिखताMया िनिमFाने ?थमच जगापढेु येते आहे. �यांMयासारeया काहीशा अ�ात रािहलेNया 

िवJान ्लेखकाMया बाबतीत �याचे ह	ताVर सापडणे ही मोठीच उपलcधी आहे. 
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  पणू5, 	थान – आनंदा.म सं	था, पणेु, ".- 7157 
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रसाणBवसुधाकरातील नायकगुण िववेचन 

ब'सी ल	हाळे,  

डे कन िव\ापीठ, पुण े

 ‘रसाण5वसुधाकर’ िशंगभपूालरिचत नाट्यशा�ीय Cंथ आहे. सामा�यत: काSरका
पात रचलेNया या Cंथाची मांडणी रंजक, रिसक आिण 

भावक अशा तीन िवलासांत केलेली आहे. िवषयव	तू 	प� हो2यासाठी यात थोडाफार ग\ाचाही वापर केलेला आढळतो. या Cंथात सं	कृत 

नाट्यतfवांचे "मब# व सांगोपांग िववेचन केलेले आहे. ?ाचीन आचायाZनी नाट्यिवषयक रचना�मकता, रसा�मकता आिण ?ायोिगकता अशा तीन 

पVांचे ?ितपादन केलेले आहे.  

रसाण5वसुधाकरात रचना�मक 	व
पाMया अ�तग5त नाट्याMया दहा?कारांचे 	व
प, कथाव	तु, सि�ध, स�_यङ्ग, अथ5?कृित, छFीस भषूणे, 

एकवीस स�_य�तर इ�यािदचंे सिव	तर तसेच शा�ीय िववेचन केले आहे. लVणांचे ?ितपादन कSरत असतांना आशय अिधक 	प� bहावा Gहणून 

Cंथक�या5ने भरपूर उदाहरणं िदलेली आहेत. ही उदाहरणं सं	कृत-सािह�य
पी िवशाल सागरांतून उ#ृत केलेली आहेत आिण अनेक उदाहरणे 

Cंथक�या5ने 	वत: रचलेली आहेत. यातील काही उदाहरणे 	वत: रचलेNया कुवलयावली नािटकेमधील तर काही क�दप5सGभवातील आहेत आिण 

काही मु]क 	व
पाची आहेत. 

रसाण5वसुधाकर या CंथाMया पिहNयाच ?करणांत िवभावांचे िववेचन करतांना Cंथक�या5ने नायकगणुांचे सिव	तर िववेचन केलेले आहे. 

िवJानांनी या िवभावाचे आलGबन आिण उ<ीपन असे दोन ?कार किNपले आहेत. आधार आिण िवषय याव
न नायक आिण नाियका या दोघांना 

आलGबन Gहणतात. आलGबन असणारा नायक हा गणुवान् असावा असे सांिगतले आहे. नायकांचे गणु अिधक 	प� हो2यासाठी िशंगभपूालने 

यथायो�य उदाहरणे सु#ा िदलेली आहे. िशंगभपूालने पुढील?माणे नायकाचे गणु सांिगतले आहेत. 
नायकाचे साधारण गुणः- 

तDुणाAतु महाभाEयमौदायG AथैयBद-ते ।। 

औJJवKयं धािमBक7वं च कुलीन7वं च वािEमता । 

कृतL7वं नयL7वं शुिचता मानशािलता ।। 

तेजिAवता कलावMवं �जार8जकतादय: । 

                   एते साधारणा: �ो6ा नायकAय गुणा बुधै: ।। रसा. 1.61-62 

 महाभा�य, औदाय5, 	थैय5, दVता, औ//वNय, धािम5क�व, कुलीन�व, वाकचातुय5, कृत�ता, नय�ता, शुिचता, मानशािलता, तेजि	वता, 

कलािनपुणता, ?जार3जकता हे नायकाचे साधारण गणु C�थक�या5ने सांिगतले आहेत. यातील ?�येक गणुांचे लVण आिण उदाहरण सु#ा िदलेले आहे. 
महाभाEयः- 

सवाBितशाियराJय7वं महाभाEयमुदाNतम ्।78 

 Gहणजेच सवE�कृ� रा/य असणे याला महाभा�य Gहणावे. असे महाभा�य गणुाचे लVण केले आहे. हे अिधक 	प� हो2यासाठी पढुील उदा. 

िदलेले आहे. 
पौ�: कुश	यािप कुशेशया�: ससागरां सागरधीरचेता: । 

           एकातप�ां भुवमेकवीर:  पुराग�लादीघ�भुजो बुभोज ।।  रघु. 18.4 

 अथा5त समु�ा?माणे गGभीर िचF असलेNया, नगरातील अग5ले?माणे लांब व मोठे बाह£ असलेNया, कुशाचा नातु िनषध याने सु#ा 

समु�ापय5�त पसरलेNया एकछ9ी पृzवीचा उपभोग घेतला. येथे िनषधाMया िठकाणी महाभा�य गणु दाखिवला आहे.  
औदायBः- 

यद् िवOाणनशील7वं तदौदायG बुधा िवदु: ।79 

 सव5	व द2ेयाMया वृिFला आचायाZनी औदाय5 Gहटले आहे. उदा. 
जन	य साकेतिनवािसन	तौ $ाव%यभूतामिभन'(स)वौ । 

               गु*+देयािधकिन:	पृहोऽथ0  नृपोऽिथ�कामादिधक+द1 ।।  रघु. 5.31 

                                                           
78 रसा. 1.64 
79 रसा. 1.64 
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 Gहणजेच कौ�सऋिष हा आपNया वरतंतु ग
ुला दऊंे केलेNया चतुद5श कोटY पेVा जा	त �bय रघुराजा दते असूनही घेईना व रघरुाजा हा तर 

याचकाMया इMछेपVेांही जा	त दणेारा असNयामळुt �या कौ�सऋिषनt समC �bय �यावt असt इिMछत होता यामुळt तो याचक कौ�सऋिष व तो दाता 

रघुराजा हे दोघेही �या अयो_यापरुिनवासी लोकाMंया 	तुतीला पा9 झाले. येथे रघुराजाMया िठकाणी औदाय5 दाखिवले आहे. 
AथैयBः- 

	यापारं फलपयB'तं AथैयBमाहQमBनीिषण: ।80 

  Gहणजेच फल?ा$ होई पय5�त काय5 करीत राहणे याला िवJदज्न 	थैय5 Gहणतात. उदा. 
न नव+भुरा फलोदयात ्ि	थरकमा� िवरराम कम�ण: । 

         न च योगिवधेन�वेतर: ि	थरधीरा परमाथ�दश�नात ्।। रघु. 8.22 

कमा5Mया िठकाणी ि	थर असणारा राजा अज फलाची ?ाि$ होई पय5�त कमा5पासून दरू नbहता. आिण बुि#ने ि	थर असलेला रघु राजा 

परमा�GयाMया दश5नासाठी योगा¢यासावाचून थांबला नbहता. थोड यात अज व रघु या दोघांनी सु#ा आपले कत5bय सोडले नbहते कारण इि'सत ?ाि$ 

होई पय5�त उFम लोक सतत काय5 कSरत असतात, यालाच ि	थरता असे Gहटले आहे. 
द-ताः- 

दु?करे ि-�काRर7वं द-तां पRरच-ते ।81 

 अथा5त किठण काय5 लवकर करणे याला दVता Gहणतात. पुढील उदाहरणाचा संदभ5 Cंथक�या5ने िदलेला नाही पण ते हनुम�ताला उ<ेशून 

असावे. यथा- 
बासिधं �ातुमावृ5य चमरेणािप�ते गले । 

पत'तिमषुम'येन स कृपालुरख8डयत ्।। 

 Gहणजेच केसांनी य]ु अशी शेपटी रVणासाठी ग²याला गुडंाळून दयाळू अशा �याने (?हनुम�ताने) श9ुंकडून येणा¡या बाणांना तोडून 

टाकले. येथे हनुम�ताची दVता लVात येते.  
औJJवKयः- 

औJJवKयं नयनान'दकाRर7वं कSयते बुधै: ।82 

 ने9ांना आनि�दत करणे याला िवJान औ//वNय Gहणतात. उदा. 
ता राघवं :ि;िभरािपब'5यो नाय< न ज=मुिव�षया'तरािण । 

          तथािह शेषेि'>यवृि?रासां सवा�5मना च�ु@रव +िव;ा ।। रघु. 6.13 

अथा5त �या अजला अिवरत (एकटक) पाहणा¡या ि�यांचे लV दसुरीकडे गलेे नाही कारण इतर इि��यांचे सगळे bयापार जणू नजरेतच 

सामावलेले होते. येथे अजाMया तेज	वी 
पाला पाह�न ि�यांMया ने9ांमधील आन�द उMच कोटीचा होता हे कळते. अजाMया िठकाणी औ//वNय हा 

गणु दाखिवला आहे. 

धािमBक7वः- 

धमB�वणिचT7वं धािमBक7विमतीयBते ।83 

धमा5Mया बाबतीत एकिचF होणे याला धािम5क�व Gहणावे. उदा- 
ि	थ5यै द8डयतो द8ड्यान् प@रणेतु: +सूतये । 

           अ%यथ�कामौ त	या	तां धम� एव मनीिषण: ।। रघु. 1.25 

 Gहणजेच लोकांम_य े	व	थता राहावी Gहणूनच अपरा_यानंा तो दडं कSरत असे �bयलोभाने नbहे, स�तानो�पिFकSरताच िववाहाची योजना 

करी िवषयसुखाकSरता नbहे, या?माणे �या धम5� िदलीप राजाचे अथ5 व काम हे दोनही पुyषाथ5 धमा5लाच अनुस
न असत. येथे िदलीप राजाMया 

िठकाणी धािम5कता गणु दाखिवला आहे. 

कुलीन7वः- 

                                                           
80 रसा. 1.65 
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कुले महित स=भूित: कुलीन7वमुदाNतम ्।84 

 महान कुळात ज�म होणे याला कुलीन�व Gहणतात. उदा- 
सूया�च'>मसौ य	य मातामहिपतामहौ । 

 	वयंवृतपित$ा�Cयामुव�Dया च भुवा च य: ।। िव"मो. 4.19 

सूय5 आिण च�� /याMया आईचे वडील आिण वडीलांचे वडील आहेत तसेच उव5शी आिण पृzवी या दोघYचाहY जो मी 	वतः पती आहे.85 

येथे राजा पुyरवाMया िठकाणी कुलीनता िदखिवली आहे.  
वािEमताः- 

वािEमता तु बुधैU6ा समयोिचतभािषता ।86 

 ?संगाला अनुस
न बोलणे याला िवJान वाि�मता Gहणतात.  
ननु विEण एव वीय�मेतद् िवजय'ते ि$षतो यद	य पFया: । 

                     वसुधाधरक'दराद् िवसप0 +ितशGदोऽिप हरेिभ�नि? नागान् ।। िव"मो. 1.17 

हा तर खरा व¹ी अशा इ��ाचा मिहमा आहे. याMया पVातील लोक तर श9ूंना िजंकताहेत. पव5तांMया गहुेत पसरलेला िसंहाचा ?ित_वनी 

सु#ा हFYना न� करतो. गरैसमज झालेNया िच9रथाला राजा पुyरवा इ��ािवषयीची यो�य मािहती दतेो. येथे राजाMया िठकाणी वाि�मता दाखिवली 

आहे.  
कृतL7वः- 

कृतानामुपकाराणामिभL7वं कृतLता ।87 

 केलेNया उपकाराची जाणीव ठेवणे याला कृत�ता Gहणतात. 
एक	यैवोपकार	य +ाणान् दा	यािम ते कपे । 

                +5यहं िHयमाण	य शेष	य ऋिणनो वयम ्।। हनु.ना. 13.35 

.ीराम हनुम�ताला Gहणतात ‘हे किप! तु»या एकाच उपकाराकSरता मी ?ाण दऊेन टाकेल. ?�येक वेळी केलेNया इतर उपकारांसाठी तर 

आGही तु»या ऋणांतच असणार. येथे रामाने bय] केलेली हनुम�ताब<लची कृत�ता आहे. 
नयL7वः-  

सामाVुपायचातुयG नयL7वमुदाNतम् ।88 

साम, दाम, द2ड, भदे या चार ?कारMया नीितंम_ये िनपुण असणे Gहणजे नय�ता होय. उदा- 
अनारतं तेन पदेषु लिJभता िवभKय सJयग् िविनयोिगसि5Hया: । 

                    फल'5युपाया: प@रबंृिहतायती*पे5य सङ्घष�िमवाथ�सJपद: ।। िकरात.1.15 

दयुEधनाने यो�य िठकाणी यो�य bयि] या?माणे िवभाजन क
न bयवि	थत िनयोजनामुळे सामािद (साम, दाम, द2ड, भदे) उपाय जणू 

एकमेकांत 	पधा5 करीत सुि	थर अशा धनधा�यािद सGपFीला िनर�तर उ�प�न करीत आहेत. वनेचर दयुEधनािवषयीची मािहती ग$ुपणे काढून 

युिधि@राला सांगत होता कH, दयुोधनाने साम, दाम, द2ड आिण भदे या चार उपायांचा ?योग ?जेत यो�य ?कारे केNयामुळे �याची धनसGपदा 

िदवसागिणक वाढत होती. येथे दयुEधनाMया िठकाणी असलेली नय�ता दाखिवली आहे. 
शुिचताः- 

अ'त:करणशुिWयाB शुिचता सा �कXितBता ।89 

 अ�तःकरणाMया पिव9तेला शुिचता Gहटले जाते. उदा- 
का 5वं शुभे क	य प@रMहो वा िकं वा मदCयागमकारणं ते । 

          आचFव म5वा विशनां रघूणां मन: परOीिवमुख+वृि? ।। रघु. 16.8 

                                                           
84 रसा. 1.67 
85 िव"मो. 4.38 
86 रसा. 1.67 
87 रसा. 1.68 
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 हे कNयाणी! तु कोण आहेस ? कुणाची प�नी आहेस आिण मा»याकडे ये2याचं तुझं कारण काय आहे ? रघुवंशीय राजांचं मन 

परि�यांिवषयी िवमुख 	वभावांचे असते हे मानून बोल. येथे रामाचा मुलगा कुश याMया अ�त:करणाची शु#ता दाखिवली आहे.  

मािनताः- 
अकापBYयसिह?णु7वं किथता मानशािलता ।90 

 कमीपणा सहन न करणे याला मानशािलता Gहणावे. उदा- 
स'तु;े ितसृणां पुरामिप @रपौ क8डूलदोम�8डल- 

HQडाकृ?पुन:+Rढिशरसो वीर	य िल%सोव�रम ्। 

याTचादै'यपरािTच य	य कलहाय'ते िमथ	5वं वृणु 

                       5वं वृि8व5यिभतो मुखािन स दशMीव: कथं कUयते ।। अनघ�रा. 3.41 

 शौKकल जनकाला Gहणतात... ि9पुराSर िशव ?स�न झाNयावर सु#ा खाज असलेNया हाताने अचानकपणे कापNया गलेेली व परत उ�प�न 

झालेली मुख ेवर िमळावा अशी रावणाची इMछा असून सु#ा याचना कर2याने कमीपणा येईल यामळेु ‘तु माग, तु माग’ Gहणत आपापसांत भांडू 

लागली. अशा �या दशमुखी रावणाचे काय वण5न करावे. येथे रावणाMया िठकाणी मािनता गणु दाखवला आहे. 
तेजिAवताः- 

तेजिAव7वमवLादेरसिह?णु7वमु�यते ।91 

 ितर	कारािद सहन न करणे तेजि	वता होय. उदा- 
सोऽयं ि�	सVवारानिवकलिवकल��त'�+माथो 

वीर: HौTच	य भेदी कृतधरिणतलापूव�हंसावतार: । 

जेता हेरJबभृङ्िग+मुखगणचमूचिHण	तारकादे- 

                    	5वां पृWछन् जामद='य: 	वगु*हरधनुभ�ङ्गरोषादुपैित ।। महावी. 2.17 

 अथा5त /यांनी एकवीस वेळा सम	त Vि9यांचा संहार केला, "ौ3चपव5त तोडून टाकNयाने सव5?थम हंसांना ये2याची संधी िदली, /यांनी 

गणेश तसेच भङ्ृिगगणांनी यु] अशा 	क�दाला हरवले, असे ते परशुराम आपNया ग
ंुMया धनुKयाचा भङ्ग झाNयामुळे येऊन रागाने (रामा) तुला 

िवचारत येत आहे, येथे परशुरामाची तेजि	वता सांिगतली आहे.  
कलाव7वः- 

कलावMवं िनगिदतं सवBिवVासु कौशलम ्।92 

 सव5 िव\ेतील  कुशलता Gहणजे कला सGप�नता होय. पुढील उदाहरणाचा संदभ5 Cंथक�या5ने िदलेला नाही. उदा- 
गोYीषु िव$KजनसिJमत	य कलाकलाप	य स तारतJयम ्। 

िववेकसीमा िवगतावलेपो िववेद हेJनो िनकषाDमनीव ।। 

 सभतेील िवJानांनी केलेNया चचIला िववेकाची सीमा असलेNया तसेच अहंकार रिहत अशा �याने सुवण5दगडाMया कसोटी?माणे मानले. 

?	तुत उदाहरण लVणाचा अनुस
न येथे यो�य वाटत नाही. संदभ5 नसNयामुळे ते अिधक 	प�ही होत नाही. 
�जार8जक7वः-  

र8जक7वं तु सकलिचTाZादनकाRरता ।93 

 सव5?जेMया िचFाला ?स�न करणे याला ?जार3जकता Gहणावे. उदा-  
अहमेव मतो महीपते@रित सवZ +कृित[विच'तयत ्। 

                उदधे@रव िनJनगाशते[वभव'ना	य िवमानना ]विचत ्।। रघु. 8.8 

 अज राजाMया ?जेतील ?�येक bयि] मीच एक राजाला मा�य आहे, असे मानीत असे कारण आपणाला येऊन िमळणा¡या शेकडो न\ांपैकY 

कोणा एकHचाही समु� जसा अपमान करीत नाही �या?माणt >ा अज राजाकडून कोणाचाही ितर	कार होत नसे. थोड यात येथे अजराजाMया िठकाणी 

?जार3जकता गणु दाखिवला आहे. 
                                                           
90 रसा. 1.69 
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उपसंहारः- 

सव5� िशंगभपूालने रसाण5वसुधाकर या Cंथात नायकांMया गणुांचे वरील?माणे सिव	तर िववेचन केलेले आहेत. या िववेचनाव
न आचाय5 

िव\ानाथिवरिचत ?ताप
�ीय या Cंथाचा ?भाव िसंगभपूालाMया रसाण5वसुधाकर या Cंथावर पडलेला 	प� जाणवतो. िव\ानाथाने सु#ा अनेक 

नाट्यशा�ीय तfवांचे िववेचन केलेले आहे, �यात  नायकगणुांचे िववेचन सु#ा आहे ते येणे ?माणे- 
महाकुलीनतौKKव^यं महाभा=यमुदारता । 

तेजि	वता िवद=ध5वं धािम�क5वादयो गुणा: ।।?ताप. 1.11 

 महाकुलीनता, औ//वNय, महाभा�य, उदारता, तेजि	वता, िवद�धता, धािम5कता इ�यािद गणु नायकाचे असावे असे सांिगतले आहे. 

िव\ानाथांनी या?माणे केवळ सात गणुांचे िववेचन केले आहे. मा9 िसंगभपूालाने वरील?माणे पंधरा गणुांचे िववेचन केले आहे. िव\ानाथाचा ?भाव 

रसाण5वसुधाकरावर असला तरी संकNपनेची मांडणी आिण साजेल अशा उदाहरणांची िनवड यात िसंगभपूाल न कHच सरस आहे, कारण िव\ाधराचे 

सात गणु घेऊन �यात �याने आणखी आठ गणुांची भर घातली आहे आिण ?�येक गणुांचे bयवि	थत लVण क
न ते सोदाहरण िस# केले आहे. 

िव\ानाथाMया समोर आदश5 Gहणून असलेला नायक हा राजा ?ता
� होता Gहणूनच �या ?ताप
�ाला अनुलVूनच िव\ानाथाने नायक 

गणुांचे िववेचन केले असावे. �या?माणे िसंगभपूालाMया पुढे अनपोत राजा हा आदश5 नायक असला तरी देखील �याने नाटकाMया नायकाला 

अनुस
न नायक गणुांचे वण5न केलेले िदसते. �यामुळे िसंगभपूालाMया िठकाणी असलेली bयापकता व िवलVण ?ितभा न कHच ��ीगोचर होते. 

उपरो] गणुांनी यु] असा नायक उFम ?कारचा, काही गणुांनी रिहत म_यम ?कारचा आिण अनेक गणुांनी हीन अधम ?कारचा नायक असतो, हे 

िसंगभपूालाने केलेNया  िववेचनातून लVात येते. रसाण5वसुधाकरातील नायकगणु िववेचनाव
न  िव¯ेषना�मक असलेNया �याMया िचिक�सक ��ीची 

न कHच ?ितती येते. 
संदभBसूचीः- 
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“ mha-artatIl yaeg s<kLpna ” 

Aé[ râ pvar  

shayk àaXyapkˏs<Sk&t iv-ag  

v̂ nâ zaŝ kˆ v ŝ iv̂ s<ˆ nagpUr 

               mha-artatIl Anek dazRink ivcarà[alI< pEkI yaeg tÅvà[alI @vFI à-avI Aahe kIˏ itla ‘yaegzaSÇ’ Asc< Mhql< 

Aaheˆ 1 mha-artatIl ‘yaeg’ hI s<kLpna maÇ mU¦ yaeg£dzRnatIl s<kLpnepe]a veg¦I v Vyapk Aaheˆ mhi;R Vyas ya<nI AadIpvaRt        

mha-artacI VyaPtI Sp:q krIt Asta<na pu{ymy xmRzaSÇˏsvaeRÄm AwRzaSÇ Aai[ mae]zaSÇ Mhqle Aaheˆ 2 -artIy 

smajijvnavrˏtÅv}ana<vr v sahITya<vr Dap bsiv[ara AiÖtIy mhakaVy Aaheˆ mha-artat ivi-Nn piriSwtIca s<d-R v iviz:q 

kmRka<fˏ devI£devtaˏ p<waca à-av AsUn sU˜a AaplI vEiz:q( sa<-a¦Un Aahet̂  

            (yuj!) @kÇ kr[e ya AwaRla yaejlela yaeg zBd Aaheˆ pt<jlIne icÄv&ÄI<Cya inraexala yaeg Mhqle Aaheˆ 3 yaegace pU[RTv 

smaixt manle Aaheˆ tsec xar[aˏXyan Aai[ smaix ya<na s<ym Mhqle Aaheˆ yaegacI AaQ saxne Aahet̂ 4 yaegdzRnane sa<OyacI 

caeivs tÅve jzICya tzI SvIkarlI AsUn }an àma[e hI SvIkarlI Aaheˆ saxkaCya jIvnatIl Ö<Öat sm-av Mh[je yaeg haeŷ 5  

             mha-artat maÇ yaeg A<gaca ³mvar Sp:q %Lleo nahÎ vegveg¦(a às<ganusar yaeg saxna<ca ivcar kelela Aaheˆ Tyat 

kmRˏ Xyanˏ smaxI sarOya yaeg A<gaca Svt<Çp[e ivcar yetae v Tyana Svt<Ç yaegaca djaR deiol de{yat Aala Aaheˆ %dâ Xyanyaegˏ 

kmRyaeg v smaixyaega<ca smavez Aahet̂ za<tIpvaRt dezyaegˏ Apayyaegˏ c]uyaegˏ Aaharyaegˏ s<haryaegˏ mnaeyaeg Aai[ dzRnyaeg 

#TyadI bara àkarCya yaega<ca v[Rn saePya -a;et kela Aaheˆ 6 mha-artat pac yma<pEkI Aih<saˏ sTy ya yma<ca v SvaXyayˏ zaEcˏ tp 

ya inyma<ca indeRz Aaheˆ p[ ymˏ inym Mh[Un Tya<ce Svt<Ç vgIRkr[ nahÎ papa<ca in¢h kr{yakirta Xyanˏ danˏ sTyˏ ]maˏ zaEcˏ 

Aacar£zu˜I Aai[ #<iÔys<ym krave Asa %Lleo za<itpvaRt Aaheˆ 7  

            mha-artatIl Aih<sa hI s<kLpna pt<jlIài[t yaeg A<gazI saMyta sax[arI Aaheˆ saxkaca xmR ya s<kLpnet Aih<sela 

àaxaNy³m idla Aaheˆ 8 AStey ya yaeg A<gaca v[Rn  mha-artat às<ganusar yetaeˆ ya s<d-aRt Vy−I<Cya mnatIl -av vE}aink 

d&i:qkae[atUn Vy− kén Tya<ce s<tuln Stey£AStey ya s<kLpnetUn kela Aaheˆ 9 }an Mh[je kay ? ya s<g-aRt mha-artatIlˏ 

sTyˏAih<sa ya ymaca v zaEc ya inyma<ca smavez kela Aaheˆ  inraegI jIvn v Aayuman v&i˜<Cya s<d-aRt -I:mpvaRt äücyRˏsTy 

Aai[ #iÔ<y s<ymaca ivze;Åvane %Lleo kela Aaheˆ 10 danˏxnàaPtIˏ maEn£ìtane Aa}axark v&ÄI<ca ivkas tpZcyaRne -aeg Aai[ 

äücyR palnane saxkala AayumanacI àaPtI haet Asteˆ11 inym ya yaeg s<kLpneca mha-artat ivSt&t ivcar kr{yat Aala Aaheˆ 

ktRVyat n cukneˏ kayR pU[RTvas ne{yas kiqb˜ As[eˏtpˏ inym Aai[ #i<Ô<yin¢hane xmaRce palnˏ svRSvTvaca Tyag kén ìt 

Aai[ inyma<ce paln kr[e #ˆ àkarce vgIRkr[ Aaheˆ pt<jilài[t inym ya yaeg A<gaca xmRpray[ v&iÄtUn A<t-aRv Halela Aaheˆ 12  

             mha-artaCya Anuzasn pvaRt Aasn ya yaeg s<kLpneCya ivvecnat yu˜-Uimt jae vIrasn gtI àaPt krtaeˏ Tyas 

SvgRàaPtI Aai[ svRàkarcI #CDapUtIR haet Aseˆ pÂdi][a navaCya y}at AitwI sTkar ivvecnat saxk seva-av Vy− kirt 
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Astana kuzaCya Aasnaca %Lleo kela Aaheˆ SvgRlaekˏ gaexn àaiPtkirta saxk %pae;[ˏìtˏtp #TyadICya ivvecnat Aasn yaeg 

A<gaca A<t-aRvˏ suv[RkaracI klak&itˏ dan kayaRt Aasna<ce vgIRkr[ Aaheˆ ivivx às<ganuép ivivx iQka[I yaegsUÇatIl 

AasnaCya      pir-a;ela pUrk Ase ivvecn Halela Aaheˆ 13  

              mha-artat àa[ayam ài³yaCya s<d-aRt Sp:qp[e %Lleo Halela Aaheˆ sgu[£inguR[ -edane àa[ayamce daen àkar vi[Rle 

Aaheˆ àa[ayam yat mnaca s<b<x gu[yu− AsLyas sgu[ Aai[ ivpirt AsLyas ingRu[ Ase ivvecn Aaheˆ 14 àa[£Apanat smTv 

rao[< tsec àa[ v Apan ya<cI gtI é˜ kr[e mha-artatIl àa[ayamac< Svép Aaheˆ 15 mnn£ic<tnane mnatIl i-tI dUr kén 

AaTmic<tnane (àa[£Apan) àa[ayam kraveˏ Ase keLyane svR #CDa pU[R kr[e zKy haeteˆ pt<jilài[t Zvas£àZvas ài³ya s<b<xI 

Vyapk s<d-R mha-artat idlela Aaheˆ 16  

                 iv;yat Sv-avt> s<car kr[a£ya #iNÔya<ca in¢h Mh[je àTyahar 17 mha-artat pt<jlI yaegsUÇaCya pir-a;etUn 

àTyahar ya yaeg s<kLpneca nemKya zBdat ma<f[I HalelI AaF¦t nahÎ  kasv Jyaàma[e AapLya Avyva<na s<kUict kén "etaeˏ 

Tyaàma[e saxkane svR #iNÔya<ce s<ym kraveˆ 18 mnaCya sahaYyane #iNÔyana iv;ya<pasUn prav&Ä keLyane bui˜ iSwr haet Asteˆ19 xar[a 

ya yaeg A<gaCya s<kLpnet mha-artat mnaev&iÄCya in¢hsaebt àamuOyane bui˜<Cya SwEyaRce v[Rn Aalele Aaheˆ za<tIpvaRt p<cmha-Ut 

smvet bui˜ Aai[ Ah<kar -edane xar[a ya yaega<gaca sat àkarane vgIRkr[ kela Aaheˆ 20 saxkane svRàwm p&iwvICya iQka[I 

#iNÔyana @ka¢ kén àTyek tÅva<cI xar[a kravÎ AaptÅva<Cya in¢han<tr AiGncI xar[a s<pU[R s&i:qt Vy− äü ivlIn HaLyavr 

tae AVy− prmaTma Vy− xar[a krIt Astaeˆ 21 

               mha-artat Xyan ya yaeg A<gaca SvtÇp[e ivvecn kela Aaheˆ pt<jlI yaegdzRnanUsar Jya iQka[I xar[a iSwr rahUn 

mnatIl Aai[ bui˜tIl #tr v&iÄ<ca inraex kén @kac v&iÄne iSwr haet AstIl tr Tya v&iÄ<na Xyan Mh[aveˆ 22 mha-artat saxkace 

Xyan hec àwm ktRVy Aaheˏ mnacI @ka¢ta Aai[ àa[ayam -edane Xyan daen àkarce Aahet̂ präüCya iQka[I @ka¢ hae[ara mn 

zevqI @kép HaLyace v[Rn Aaheˆ 23 mha-artatIl hI VyaOya yaegsUÇatIl vgIRkr[at A<t-aRv sax[arI Aaheˆ  

             mha-artatIl smaixStˏiSwtà} zBdàyaegane pt<jlICya yaegdzRnatIl smaxI ya yaeg A<gala vgIRk&t kr[arI 

s<kLpna Aaheˆ iÇgu[a<Cya à-avane ivcilt n hae[eˏmnˏbui˜ prmaTMyaCya iQka[I @ka¢ hae[eˏ iSwr hae[eˏ AzI ivivx àkarcI v[Rne 

AaF¦tat̂ vnpvaRt -&gutu¼ pvRtaCya dzRnane smaxI àaPt hae{yaca %Lleo Aaheˆ smTvane AapLya iQka[I svR-UtmaÇ v svR-

UtmaÇa<CYaa iQka[I AapLya àma[ec< AaTmtTv AsLyaca sa]aTkar smaixtIl mhÅva<ca A<g Aaheˆ 24 jae saxk prmaTma prmeZvra<ce 

Smr[ krtaeˏ taec yaegI sdEv prmeZvraCya iQka[I rahtaeˆ Asa %Lleo -I:mpvaRt Aaheˆ  

             mha-artat yaegaCya kae[Tyac< A<gacI VyaOya Awva àkIya ya<cI nemKya zBdat ma<f[I AaF¦Un yet nahÎ pr<tu Tya 

ivivx s<kLpanace ivvecn às<ganusar vegveg¦(a àkarane kela Aaheˆ yaegzaSÇIy s<}eca vapr nsta<na su˜a yaegatLya AvSwac< 

v[Rn sUict kela Aaheˆ yaeganu:Qanane zrIr Aai[ mn ya<Cyat d&Fta àSwaipt krta ye$lˆ par<pirk yaega_yasa saebt mha-artatIl 
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yaeg k]eca Anu:Qan keLyas zrIr mnasaebt %Äm Vyavhairk }anacI àaPtI krta ye$lˆ ya smNvyatUn Vyavhairk yaegace @k nvIn 

daln oule hae$lˏ Aai[ Tyamu¦e Apar<pirk yaegacI d&Fta p[ saXy krta ye^ zkelˆ   

� s<d-R£  

1ˆ  zrIrad! ivàmu− ih sUúm-Ut< zrIir[m!, 

   kmRi-> pirpZyiNt zaSÇae−E> zaSÇveidn>. mhâ 12̂ 236ˆ 1 

2̂ xmRzaSÇimd< pu{ymwRzaSÇimd< prm!, 

  mae]zaSÇimd< àae−< VyasenaimÄ bui˜na. mhâ 1ˆ 62̂ 23 

3ˆ yaegiZcÄv&iÄ inraex>, yaeˆ sUˆ 1ˆ 2 

  bui˜yu−ae jhatI %-e suk&tdu:k&te,  

  tSmad! Yaegay yuJySv yaeg> kmRsu kaEzlm!.mhâ 6ˆ 26ˆ 50 

4ˆ yminymasnàa[ayamàTyaharxar[aXyansmaxyae=:qav¼ain, yaeˆ sUˆ 2̂ 29 

5̂ yaegSt> kué kmaRi[ s¼ Ty−a xn<jy,  

  is˜y is˜yae> smae -UTva smTv< yaeg %Cyte. mhâ 6ˆ 26ˆ 48 

6ˆ iDNndae;ae muinyaeRgan! yu−ae yuÃIt Öadz, 

  dezkmaRnuragawaRnupayapayinZcyE>. mhâ 12̂ 263ˆ 3 

7ˆ  XyanmXyyn< dan< sTy< ÿI rajRv< ]ma,  

    zaEcmacars<zui˜iriNÔya[a< c in¢h>. mhâ 12̂ 236ˆ 10  

 8̂  n ih<Sya manu;a -Uyae yu:mai-irit kihRict!, 

    ih<sta< ih vx zIºmevmev -veidit. mhâ 1ˆ 163ˆ 4ˏ12̂ 265̂ 4ˏ5ˏ6ˆ 

 9 ̂ Ai-t> zuicr_yeit rajÖarmzi»t>, mhâ 12̂ 259̂ 9 

    Asaxu_yae=Sy n -y< n caEre_yae n rajt>, mhâ 12̂ 259̂ 15 

10ˆ äücyeR[ sTyen àjana< ih dmen c,  

   AaraeGyayu> àma[a_ya< iÖgu[< iÖgu[< tt>. mhâ 6ˆ 12̂ 27 

11ˆ xn< l-et danen maEnena}a< ivzaMpayte, 

   %p-aega<Â tpsa äücyeR[ jIivtm!. mhâ 13ˆ 7ˆ 14 

12̂  zaEcsNtae;tp>SvaXyayeñrài[xanain inyma>, yaeˆ sUˆ 2̂ 32 

13̂ iSwrsuomasnm! , yaeˆ sUˆ 2̂ 46 

14ˆ àa[ayamStu sgu[ae inguR[ae mnsStwa, mhâ 12̂ 306ˆ 8 



Special Issue On “सं�व�”  
ISSN No.2394-8426 with Impact Factor 2.254 

 

Page 46 Online Published by – Gurukul IMR Journal 
Available At - www.gurukuljournal.com 

15̂ àa[apanaE smaE k&Tva nasa_yNtrcair[aE, mhâ 6ˆ 19̂ 27 

   àa[apangtI éd!Xva àa[ayampray[a>, mhâ 6ˆ 19̂ 29 

16ˆ ZvasàZvasyaegRitivCDed> àa[ayam>, yaeˆ sUˆ 2̂ 49 

17̂ Sviv;yasMàyaege icÄSvépanukar #veiNÔya[a< àTyahar>, yaeˆ sUˆ  

18̂ yda s<hrte cay< kUmaeR=¼anIv svRz>, mhâ 6ˆ 26ˆ 58 

19̂ tSmad! ̂ ̂ ̂ ing&hItain ̂ ̂ ̂ #iNÔya[I ̂ ̂ ̂ à}a àiti:Qta, mhâ 6ˆ 26ˆ 68 

20ˆ sPt ya xar[a> k&TsNna vaGyt> àitp*te, mhâ 12̂ 236ˆ 14 

21ˆ twEv Vy−maTmanmNy−< ̂ ̂ ̂ laekae -–vit Vy−s<}k>, mhâ 12̂ 237ˆ 19ˏ27  

22̂ tÇ àTyyEktanta Xyanm!, yaeˆ sUˆ 3ˆ 2 

23ˆ yaegk&Ty< mharaj p&wvev ï&[u:v me, mhâ 12̂ 306ˆ 6 

24ˆ yÇ cEvaTmna=Tman< pZyNnaTmin tu:yit, mhâ 6ˆ 30ˆ 20 

� s<d-R¢<w£   

1ˆ  patÃlyaegdzRnm! £ sMpâ An<t -artIˏ mhamhaepaXyay fâ äüimÇ AvSwIˏ  caEoMba àkazn vara[sI£2011ˆ 

2̂  mha-art (s<pU[R)£ sMpâ ramnaray[dÄ zaSÇI pa{feyˏ gItaàes gaeropur£ 1951ˆ 
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.ीकाbयक2ठचSरतम् मधील अलंकार (सग5 १,२) 
                                                                                                                                               रोशन भगत 

                                                                                                                                            डे कन िव\ापीठ पुणे 

कवी आिण काbयपSरचय  

कवी :- 

  मळूचे आÂं?दशे िनवासी व स_या नागपूर येथे किवकुलग
ुकािलदास सं	कृत िवuिव\ालयात अिध@ाता 

Gहणून काय5रत असललेे  '.ीकाbयक2ठचSरतम्' या महाकाbयाचे कवी डॉ. मधुसूदन नरिसंहशमा5 पे�ना आहेत. 

�याMंया १७ रचना ?कािशत असून  १४ अ?कािशत आहते. �यानंा 'सं	कृत पंिडत' व 'युवा िवपिDत' अशा िविवध 

उपाधी सु#ा ?ा$ आहते.   

काbय:- 

या जगात अनेक पंिडत, िवJान, मनुी, साधक ज�माला आले. �यापंैकHच एक आ�Â?दशेीय सर	वतीचा 

वरपु9 साधक, सं	कारक िस#मनुी गणपतीमनुी होऊन गेले. �याMंया ज�मवFृा�तापासून सुyवात क
न िशVण, दीVा, 

काय5Vे9, िवदहेम]ु�व इ�यादी सव5च जीवनवFृातं सवाZगीणचSर9 	वyपात युवाकवी मधुसूदन पे�ना यानंी िचि9त 

केला आह.े ह ेसंपणू5 प\ा�मक चSर9िच9ण २१ सगाZम_ये जवळपास १००० ¯ोकामं_ये छंदोब# केलेले आह.े या 

महाकाbयाचे नाव '.ीकाbयक2ठचSरतम'् असे आह.े १००० ¯ोकामं_ये ब# असNयाने यालाच 'काbयक2ठसाहxी' 

असेही आपण Gहणू शकतो.       

 मी डे कन कॉलेज पुणे येथील Ph.D.चा िव\ाथ¨ असून .ीकाbयक2ठचSरतम ्चे िव¯ेषणा�मक अ_ययन हा 

माझा ?बंधाचा िवषय आह.े ह े अ_ययन मeुयतः सािह�यशा�ीय ��ीने केले जाणार आह.े �यात काbयातील 

अलंकाराचंे िववचेन हा सु#ा महfवाचा भाग असणार आह.े ?बंधाचा चाचणी अ¢यास Gहणून हा शोधिनबंध ?	तुत 

करत आह.े  

 काbयाचा िव	तार लVात घेता �यातील २१ सगाZतील अलंकाराचंे िववचेन ?बंधाम_ये करणारच आह.े परंतु 

शोधिनबंधाला मया5िदत ठेव2यासाठी येथे ?थम व िJतीय सगाZतील अलंकाराचंा अ¢यास केला आह े आिण 

याच?माणे पुढील सव5 सगाZचा अ¢यास केला जाणार आह.े  

 काbयलVण सागंताना मGमट Gहणतो – ‘तददोषौ शcदाथÉ सगुणावनलङ्कृती पुनः  वािप |’ (काbय?काश - 

1) पुढे वFृीम_ये सागंतो कH, ‘यत् सव59 सालंकारौ,  विचत् तु 	फुटालङ्कारिवरहऽेिप न काbय�वहािनः |’ 

(काbय?काश - 1)  

 यानुसार कवी पे�ना यानंी काbयाची रचना केलेली असNयाचे आपणास िदसून येते.    

.ीकाbयक2ठचSरतम ्Mया ?थम सगा5त आलेले अलंकार – 

 "म अलंकार ¯ोकसंeया 

शcदालंकार १ यमक २९,७४ 



Special Issue On “सं�व�”  
ISSN No.2394-8426 with Impact Factor 2.254 

 

Page 48 Online Published by – Gurukul IMR Journal 
Available At - www.gurukuljournal.com 

 

 

 

 

 

 

 

 

 

 

.ीकाbयक2ठचSरतम ्Mया िJतीय सगा5त आलेले अलंकार – 

 "म अलंकार ¯ोकसंeया 

    

शcदलंकार १ अनु?ास २८ 

    

अथा5लंकार १ उपमा ३४,३७,४९ 

 २ 
पक ३६ 

 ३ िवरोधाभास १०,२४ 

 ४ अितशयोि] २८ 

 ५ काbयिलंग १२ 

 ६ उ�कष5 १३ 

 ७ हते ु १ 

 ८ 	वभावोि] २७ 

 ९ अथा5�तर�यास ३५ 

 

 ?	तुत काbयातील ?थम सगा5त एकूण ९६ ¯ोक असून �यापैकH फ] ३४ तसेच िJतीय सगा5तील ४९ 

¯ोकापंैकH १३ ¯ोकामं_येच अलंकार आहते. याचाच अथ5 असा होतो कH कवीने जाणून-बुजून अलंकार िनमा5ण 

केलेले नसून ते �याMंया किव�वाMया ओघव�या शैलीतून सहजग�या आलेले आहते. एका .@े कवीMयाच िठकाणी 

हा गुण आपणास पाहावयास िमळतो. Gहणूनच कवी पे�ना ह ेएक आधुिनक जगातील .@े कवी आहते, यात काही 

शंकाच नाही.                            

 २ अनु?ास १६,२०,२१,२५,२७,५९,७२,७८ 

    

अथा5लंकार १ उपमा ७,१२,१५,६४ 

 २ 
पक ३,४,५,८,२१,३० 
 ३ िवरोधाभास २६,४१,४३,८३ 
 ४ अितशयोि] ८८ 
 ५ काbयिलंग ४२,४५,४६,६०,९६ 
 ६ bयितरेक २२ 
 ७ 6ाि�तमान ९३,९४,९५ 
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 वरील तपशील पािहला असता असे लVात येते कH, ?	तुत काbयाम_ये शcदालंकारापंेVा (११) 

अथा5लंकाराचंी (३६) संeया जा	त आह.े /या काbयात शcदचम�कृतीपेVा अथ5चम�कृतीमधून रासिनKपFी अिधक 

होत असते ते काbय उFमकाbय Gहणून ओळखले जाते. (इदमFुममितशियिन bयङ्�ये वाMयाद ्_विनबु5धैः किथतः | - 

काbय?काश – १.४) यानुसार ?	तुत काbयात अथा5लंकाराचंी अिधकता असNयामळेु याचीही गणना िनिDतच 

उFमकाbयात करता येईल.        

 शcदालंकाराचे एक उदाहरण पाह�या.   

� यमक अलङ्कार  

  गभि	तमालासुिवभिूषताङ्गः ?स�नने9	फ़ुSरतोFमाङ्गः | 

  स�_याÍदGभोजिवभूिषसङ्गः सूयE िह बाभाित िचते	तरङ्गः || का.च.१–२९||  

 लVण   

� 	वरbय3जनसमदुायपौनy �यं यमकम ्| (अलङ्कारसव5	वम ्- सू.12) 

 अथा5त, 	वरbयंजना�मक शcदसमदुायाचे जर �याच 
पात ( पौनy �य ) पु�हा कथन केले गेले तर �याला 

यमक अलंकार असे Gहणतात.  

 या ¯ोकात ‘अङ्गः’ ही अVरे ?�येक चरणाMया शेवटी वारंवार आलेली आहते. तेbहा ह ेिनिDतच यमक 

अलंकाराचे उदाहरण आह,े असे Gहणता येईल.  

 िवशेष Gहणजे इतर काbयामं_ये सहजासहजी न आढळणारा यमक अलंकार येथे काbयाची शोभा वाढवतो.    

 

अथा5लंकाराचे एक उदाहरण पाह�या.   

� उपमा अलङ्कार 

  तेनैव तfवने मित	तदीया यतः ?पूणा5 िवमला च त	मात् |  

  आबाNयतो लोकतमोिवनाशे 	वयं ?वFृः स रवSेरवाशंुः ||का.च.२ – ४९|| 

 लVण  

� साधGय5मपुमा भदेे | (काbय?काश – 10.८७) 

� उपमानोपमयेयोः साधGयI भदेाभदेतुNय�व ेउपमा | (अलङ्कारसव5	वम ्- सू.12)  

अथा5त, उपमान आिण उपमये यामं_ये भदेाभदे तुNय साधGय5 (समानधमा5िभसGब�ध) असNयावर उपमा 

अलङ्कार होतो िकंवा उपमान-उपमयेाचा समान धमा5Jारे जो सGब�ध असतो �याला उपमा अलङ्कार Gहणतात.  

 ?	तुत ¯ोकात '	वयं ?वFृः स रवSेरवाशंुः' येथे इव हा उपमावाचक शcद आहे, सूय5 (उपमान) आिण स ( 

गणपितमिुन )(उपमये) यामं_ये भेद असूनही 'लोकतमोिवनाश' हा समान गुणधम5 आपणास िदसतो. जसे सूय5 जगातील 

अंधार दरू करतो , तसे गणपतीमनुी जनसामा�याMंया जीवनातील सम	या
पी अंधार दरू करीत असत. 
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उपमा अलंकारासाठी आवµयक असणा¡ या चारही बाबYचा समावशे या ¯ोकात आढळून येतो. Gहणून ह े

पूणा5 उपमा अलङ्काराचे उदाहरण आह.े 

 

उपसंहार  

 अशा?कारे या अ¢यासाव
न असे लVात येते कH, आधुिनक काळातही सं	कृत काbयामं_ये अलंकाराचंी 

योजना केली जात असून भाषलेा अिधकािधक अलंकृत कर2याचे काय5 आधुिनक कवYJारे कर2यात येत आह.े     

/या?माणे ?थम दोन सगाZतील अलंकाराचंा अ¢यास कर2यात आला आह,े �याच?माणे उरलेNया सव5 

सगाZचा अ¢यास करावयाचा आह.े �यासाठी पूरक अशा आपNया सव5 सूचना अवµय िवचारणीय ठरतील.     

सदंभB सचूी 

� राणा, िदलीपकुमार (संपादक). २०१२ . पे�नामधुसूदनिवरिचतं .ीकाbयक2ठचSरतम.् एना5कुलम : िच�मय 
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� आचाय5 िवuेuर िस#ा�तिशरोमिण . २०१३ . काbय?काश कH िह�दी bयाeया. वाराणसी : �ानम2डल 
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?काशन.   
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स\क एक ]पक �कार 
शैलेश दTा1य पवार 

शोधछा9 

सं	कृत ?गत अ_ययन कt � 

सािव9ीबाई फुले पुणे िव\ापीठ 

E-mail: pshailesh6@gmail.com 

भूिमका 

नाट्याचायÓ ने 
पक के दस और उप
पक के अठारह भदे माने हÔ । धनंजय ने दश
पक मt नाटक, ?करण, 

भाण, bयायोग, समवकार, िडम, ईहामगृ, अंक, वीिथ और ?हसन इन दस 
पक के ?कार¥ का िन
पण िकया ह ै। 

आचाय5 हमेच�� ने पाठ्यकाbय के बारह भदे¥ का वण5न िकया ह ै। उ�ह¥ने 
पक के उपयु5] दस भदे¥ मt नािटका और 

स�क को जोड़ िदया ह ै। रामच�� गुणच�� ने नाट्यदप5ण मt अिभनय काbय के नािटका और ?करणी को िमलाकर 

बारह भदे बताये हÔ । 


पक¥ के समान उप
पक¥ कH संeया के संबंध मt भी िवJान¥ मt पया5$ मतभदे ह ै। नृ�य पर आधाSरत होने के 

कारण 
पक¥ कH अपेVा उप
पक¥ मt अिधक िवकास ह£आ िदखाई दतेा ह ै। अि�नपरुाण मt १७ उप
पक¥ के नाम 

उपलcध होते हÔ िक�तु न तो उप
पक¥ कH सं�ा दी गई ह ैऔर न उनके लVण या उदाहरण िदए गए हÔ । अिभनवगु$ ने 

डोिGबका, भाण, ?	थान, भिणका, ?Vेणक, रामा"Hड, हNलीशक, रासक नामक उप
पक¥ का िनदIश िकया ह,ै पर 

लVण¥ का िनधा5रण नहY िकया ।  हमेच�� ने अपने काbयानुशासन मt .ीगिदत और गो@ी को भी संयु] कर िदया ह ै। 

शारदातनय ने तोटक, नािटका, गो@ी, संलाप, िशNपक, डोGबी, .ीगिदत, भाणी, ?	थान काbय, ?Vेणक, स�क, 

नाट्यरासक, लासक, उNलो'यक, हNलीश, दमु5िNलका, मिNलका, कNपवNली और पाSरजातक उप
पक¥ कH 

bयाeया कH ह ै । इन बीस उप
पक¥ मt अि�नपुराण का कण5, नाट्यदप5ण का नत5नक, सािह�यदप5ण का िवलािसका 

और अिभनवगु$ Jारा संकेितत तीन उप
पक और जोड़ िदए जाए तो उप
पक¥ कH संeया २६ हो जाती ह ै । 

शारदातनय के पूव5 रामच�� न ेनाट्यदप5ण मt  “अ
या
यिप च �पकािन ��य
ते”  कहकर  स�क, .ीगिदत आिद १३ 

उप
पक¥ का पSरभाषा सिहत िनदIश िकया ह ै। 

उप
पक¥ को bयवि	थत 
प दनेे का .ये सािह�यदप5ण के रचियता िवuनाथ को जाता ह ै। उ�ह¥ने नृ�य पर 

आधाSरत ?ब�ध¥ को उप
पक नाम िदया ह ै। व ेिलखते हÔ- “अ�ादश �ाह��प�पकािण मनीिषणः”  अथा5त् िवuनाथ 

के समय तक १८ उप
पक मा�य बन गए थे । इस ?कार स�क कH गणना कुछ िवJान¥ ने 
पक मt तो कुछ िवJान¥ ने 

उप
पक मt कH ह ै। 
स\क कX पRरभाषाए-ं 



Special Issue On “सं�व�”  
ISSN No.2394-8426 with Impact Factor 2.254 

 

Page 52 Online Published by – Gurukul IMR Journal 
Available At - www.gurukuljournal.com 

डॉ. ए. एन. उपा_ये ने94 चंदलेहा स�क कH ?	तावना मt िलखा है- “संभवतः यह �ािवड़ भाषा का शcद है । क ?�यय 
को हटा दनेे पर इसमt दो शcद रह जाते हÔ- स और अ� आ आ� । संभवतः यह पहले िकसी लु$ िवशेषण का िवशेKय 
था । �ािवड़ शcद आ� या आ�म का अथ5 नृ�य या अिभनय होता ह,ै जो मलू धातु अड्ड या आडु से बना ह,ै 
िजसका अथ5 नाचना या हाव-भाव िदखाना होता ह ै। यिद मलू अथ5 नाचना होगा तब लु$ शcद 
पक होगा । अतएव 
नृ�य यु] नाटकHय ?दश5न को स�क कहा जाएगा ।” 

शारदातनय ने िलखा है- स�क नािटका का ही एक भदे ेह ैजो नृ�य के ऊपर आधाSरत ह ै। इसमt कैिशकH और 

भारती विृF रहती हÔ, रौ�रस नहY रहता और संिध नहY होती । हमेच�� के काbयानुशासन के अनुसार स�क कH रचना 

एक ही भाषा मt होती ह,ै नािटका के भािंत सं	कृत और ?ाकृत दोन¥ मt नहY । सािह�य-दप5ण के अनुसार स�क पूण5तया 

?ाकृत मt ही होता ह ैऔर अ
ूत रस कH इसमt ?धानता रहती ह ै । कपू5रमजंरीकार ने स�क को नािटका के समान 

बताया ह ैिजसमt ?वशेक, िवKकंभक नहY होते ।95  

उपयु5] िविभ�न पSरभाषाओ ंके आधार पर डॉ. नेिमच��शा�ी ने स�क कH िनGन िवशेषताओ ंकH ओर संकेत 

िकया ह-ै  

१. स�क मt चार जविनकाएं होती ह ै। 

२. कथाव	तु किNपत होती ह ैऔर स�क का नामकरण नाियका के नाम पर होता ह ै। 

३. ?वशेक और िवKकंभक का अभाव रहता ह ै। 

४. अ
ुत रस का ?ाधा�य रहता ह ै। 

५. नायक धीरलिलत होता  ह ै। 

६. पटरानी गGभीरा और मािननी होती ह ै। इसका नायक के ऊपर पूण5 शासन रहता ह ै। 

७. नायक अ�य नाियका से ?ेम करता ह,ै पर मिहषी उस ?ेम मt बाधक बनती ह ै। अ�त मt उसीकH सहमित से 

दोन¥ मt ?णय-bयापार संप�न होता ह ै। 

८. �ी-पा9¥ कH बह£लता होती ह ै।  

९. ?ाकृत भाषा का आ\ोपा�त ?योग िकया जाता ह ै। 

१०. कैिशकH विृF के चार¥ अंग¥ Jारा जविनकाओ ंका गठन िकया जाता ह ै। 

११. नृ�य कH ?धानता रहती ह ै। 

१२. शृङ्गार का खलुकर वण5न िकया जाता ह ै। 

१३. अ�त मt आDय5जनक �µय¥ कH योजना अवµय कH जाती ह ै। 

?ाकृत सािह�य मt कपू5रम3जरी, चंदलेहा, आन�दसु�दरी, रGभाम3जरी, शृङ्गारम3जरी आिद स�क के 

उदाहरण हÔ । इनमt से कपू5रमजंरी, आनंदसंुदरी, रंभामजंरी तथा चंदलेहा स�क¥ के िवषय मt जानते हÔ- 

कपूBरमंजरी 
                                                           
94 चंदलेहा- अंCेजी ?	तावना, पृ.29 
95 सो स�ओ िF भ2णइ जो णािडआइ ंअणुहरइ। 
िकं उण पवेसअ-िव खभंाइं ण केवलं ह¥ित॥ कपू5रमंजरी १.६ 
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 कपू5रमजंरी के रचियता १० शताcदी के किवराज यायावर वशंीय राजशेखर ह ै । राजशेखर न ेकपू5रमजंरी के 

चार जविनकाओ ंमt राजा च��पाल एव ंकपू5रमजंरी कH ?णय कथा िनब# कH ह ै। इस स�क कH भाषा शौरसेनी ?ाकृत 

ह ै। इसकH कथाव	तु पणू5
प से काNपिनक ह ै। राजा च��पाल के Jारा अ
ुत �µय दखेने का अनरुोध करने पर योगी 

भरैवानंद अपनी योग शि] से िवदभ5 कH राजकुमारी अपूव5 संुदरी कपू5रमजंरी को राजा के समV ?	तुत करता ह ै। राजा 

उसके अनपुम सौ�दय5 को दखेकर िवम�ुध हो जाता ह ै। कपू5रमजंरी राजमिहषी िव6मलेखा कH मौसेरी बहन ह,ै अतः 

रानी िव6मलेखा अ�तरंगता के कारण उसे अपने पास रखने का अनुरोध करती ह ै। इसके पDात् कपू5रमजंरी एव ंराजा 

च��पाल के ?णय, िवरह-bयाकुलता, रानी के कठोर िनयं9ण तथा अंत मt कपू5रमजंरी एव ंराजा च��पाल का िववाह, 

राजा Jारा च"वत¨ पद कH ?ाि$ आिद घटनाओ ंके साथ स�क कH सुखद समाि$ होती ह ै। इस?कार स�क के सभी 

शा�ीय लVण इसमt िव\मान हÔ । 

 आनंदसंुदरी 

 आनंदसंुदरी स�क के रचियता सर	वती के अवतार महाराK�चूडामिण किव घनµयाम ह ै । किव घनµयाम 

सव5भाषा किव माने जाते हÔ । इनका समय लगभग १७००-१७५० ई. ह ै। इस स�क पर कपू5रमजंरी का ?भाव नहY ह ै। 

नायक और नाियका के चSर9¥ का िवकास पूण5तया नहY हो पाया ह ै। नायक धीरलिलत और उदारता से पSरपूण5 ह ै। 

वह किव और म�9ी को अपना सम	त रा/य दनेे मt भी िहचकता नहY ह ै। पु9 ?ाि$ कH लालसा उसे सदवै िचि�तत 

बनाए रखती ह ै। आन�दसंुदरी के सØदय5 से म�ुध होकर वह पु9 ?ाि$ के हतेु उससे िववाह करना चाहता ह ै। महारानी 

उसके ?णय bयापार मt बाधक ह,ै िफर भी वह िनराश नहY ह ै। महारानी को ?स�न करने के िलए राजा िशखडंचं� सभी 

?कार के ?य�न करता ह ै। अ�त मt सफलता िमलती ह ैऔर उसका िववाह आनंदसंुदरी के साथ हो जाता ह ै। 

इस ?कार ?	तुत स�क कH कथाव	तु मt राजा िशखडंच�� और अंगराज कH क�या आनंदसंुदरी के ?ेम, 

िववाह एव ंपु9-?ाि$ आिद घटनाओ ंका वण5न ह ै। 

रंभामंजरी 

यह स�क कपू5मजंरी से ?रेणा लेकर िलखा गया ह ै। किव न ेइसे कपू5रमजंरी से .@े माना है96 । रंभामजंरी के 

रचियता नयच�� नामक जैन मिुन ह ै । किव ने इस स�क मt अपने आपको .ीहष5 और अमरच�� के समान 

?ितभाशाली माना है97 । 

                                                           
96 क'पूरमंजरी जह पुbवं किवरायसेहरेण कया। 
नयचंदकई िवरयई इि�ह तह रंभमंजSरं एवम्॥१-१३॥-रंभामंजरी 
क'पूरमंजरीए कह रंभामंजरी न अिहययरा। 
क'पूराउ न रंभा रंभाओ जण क'पूरो॥१-१४॥-रंभामंजरी 
97 नयच��कवेः काbयं रसायनिमहा
ुतम्। 
स�तः सुदि�त जीवि�त .ीहषा5\ाः कवीuराः॥१-१७॥-रंभामंजरी 
लािल�यमयर	यहे .ीहष5	येव वि"मा। 
नयच��कवेः काbये �� ंलोकोFरं Jयम्॥१-१८॥-रंभामंजरी 
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इस स�क मt तीन जविनकाएं ह ै। इस स�क कH कथाव	तु मt वाराणसी के राजा जे9चं� और लाटनरेश दवेराज 

कH पु9ी रंभा के ?णय-bयापार का वण5न ह ै। इस राजा जे9च�� कH सात ि�या ंहोते ह£ए भी वह पूव5-िववािहत रंभा से 

िववाह करना चाहता ह ै। 

यह स�क अधूरा ?तीत होता ह ै। इसे किव ने कपू5रमजंरी से .@े बनाने कH ?ित�ा कH ह,ै पर यह अMछा बन 

नहY सका ह ै। इस स�क का उ<ेµय अ�त तक अवगत नहY हो पाता है और कथा का अ�त िकस ?कार ह£आ यह 

िज�ासा शेष रहती ह ै। 

 चंदलेहा 

 चं�लेखा के कता5 पारशव वशंीय किव y�दास ह ै । इस स�क का रचनाकाल १६०० ई. ह ै । इसमt चार 

जविनकाएं हÔ, िजनमt राजा मानवदे और राजकुमारी चं�लेखा के ?णय एव ंिववाह का वण5न ह ै। इसकH कथाव	तु का 

गठन कपू5रमजंरी के समान ह ै। स�क के ?ायः सम	त लVण¥ का इसमt िनवा5ह िकया ह ै। महfवाकाVंी नायक मानवदे 

?ारंभ से ही च"वत¨ बनने कH अिभलाषा रखता ह ै। चं�लेखा नाियका के सम	त िदbय गुण¥ से पSरपूण5 ह ै। इस स�क 

मt किव ने शृंगार रस कH उदाF भूिम पर नायक-नाियका का ?णय िचि9त िकया ह ै। इस स�क कH कथाव	तु मt अंत 

तक कौतुहल और रोचकता बनी रहती ह ै। इस ?कार काbयतfव¥ कH �ि� से यह उ�कृ� रचना ह ै। 

उपसंहार 

 भारतीय सािह�य कH नाट्य परंपरा मt स�क सािह�य का महfवपूण5 	थान ह ै। स�क सािह�य का संबंध ?ायः 

लोकजीवन कH िविवध ?विृFय¥ से होता ह ै । नृ�य Jारा इसका अिभनय िकया जाता ह ै। इसका उ<ेµय लोकनृ�य¥, 

आDय5जनक घटनाओ ंतथा शृगारं के िविभ�न आयाम¥ Jारा लोक अनुरंजन करना ह ै। 

 डॉ. नेिमच��शा�ी के अनुसार भरत मिुन Jारा स�क का िनदIश न होने से उसकH ?ाचीनता मt िकसी भी ?कार 

कH कमी नहY आ सकती ह ै।  य¥िक 
पक¥ का िवकास नृ�य¥ से होता ह ै।  स�क मt नृ�य का ?ाण ?ित@ान रहता ह,ै 

अतः स�क सामा�य जन के बीच बह£त पहले से ही वत5मान था । ई. पू. २०० के भरतह£त के िशलालेख मt ?यु] 

सािदक या सS�क शcद भी स�क का पूव5
प �ात होता ह ै। 

 स�क के ?चिलत होने न का यह भी एक कारण हो सकता ह ैिक वह ?ाकृत मt िलखा जाता था । उस समय 

सं	कृत भाषा को राजा.य ?ा$ था । अतः राजसभाओ ं मt ऐसे ही नाटक खले े जाते थे, िजनमt सं	कृत भाषा का 

bयवहार होता था । 
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२) ?ाकृत सािह�य का इितहास, डॉ. जैन जगदीशच��, वाराणसी, चौखGबा िव\ाभवन, १९६१ 

?ाकृत भाषा और सािह�य का आलोचना�मक इितहास, डॉ. नेिमच��शा�ी, वाराणसी, तारा बुक एजे�सी 
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