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PREFACE TO THE SECOND EDITION

We are thankful to the teachers and the students for
warmly receiving our first edition of this play. We, now, pre-
sent this second edition of the Svapnavasavadattam, thoroughly
revised in the light of our experience and suggestions made
by our learned friends. Though we have not incorporated any
Sanskrit Commentary in this edition, yet important points
from the different commentaries have been quoted and dis-
cussed in the notes. The introduction discusses the problems
connected with the play and the playwright. The notes on the
text are critical, explanatory and appreciative.

We thank Shr1 H. A Sheth of M/s. A. R. Sheth & Co.
for his willing co~operation.

We hope that this edition alse will be welcomed by the
teachers and the students as before.

Bombay, P. S. Sane
June, 1964. S. A. Upadhyaya



PREFACE TO THE FIRST EDITION

I am happy to present this edition of Bhasa’s Svapnava-
savadattam which is mainly intended for the use of the
students. Bhasa is one of the oldest Sanskrit dramatists,
whose works have a stamp of their own, due to the curious
blending of the ancient and the modern spirit in them. His
plays, therefore, demand a critical and appreciative study.
The present edition with 1ts copious notes 1s expected to
help the students in their study and appreciation of the play

I owe a deep debt of gratitude to the eminent scholars
whose work on this play and its playwright have been fullv
utilised in preparing this edition. Thanks are specially due to
Prof. Suresh A. Upadhyaya whose erudite lectute-notes have
been incorporated, with necessary changes in this edition.
I am thankful to Prof. S. G. Desai of the Ruparel College,
Bombay for his valuable suggestion and ever—willing co~opera-
tion in preparing this edition. My colleague Prof S T. Nimbkar
and my student Shri Tawade of the Senior M. A. Class
deserve my heart-felt thanks for seeing this book through
the press.

Lastly I have to thank Shri H. A. Sheth of the A. R.
Sheth & Company but for whose urge this cdiuon woulld
not have seen the lLight of the day.

I crave the indulgence of the readers for the slips and
misprints that might have crept in this edition as it had to
be rushed through the press i a very short time.

I shall comsider my efforts more than rewarded if this
edition serves the purpose of the students {or whom it 1s
prepared.

Bombay,
June, 1962 P. S. Sane
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INTRODUCTION
SANSKRIT DRAMA — A General Note.

Origin of the Sanskrit Drama : Though the Sanskrit drama
in its present form is available only after the Post-epic period, yet
its origin and crude-form can be traced to the dialogue~hymns of
the Rgveda. The recitation of the epic poetry might have paved the
way leading to the present form of the Sanskrit Drama.

According to our tradition Brahmi created the ‘Drama’ (also
called the Fifth Veda’—9Te&9g) by blending together the recitation
from the BRgveda, music from the Simaveda, gestures from the
Yajurveda and Rasa from the Atharvaveda. This 12997 was open
to all the castes and its purpose was to give rehef to_one afflicted
with sorrow, fatigue and grief. Cf g:@maiai maTamEl qaRasg |
st @r% TEiaqaiEsafi U The first play was staged in the
honour of Indra’s flag, with the help of the =9gs and the GIE s,

Different theories have been put forth by different scholars to
suggest the origin of Indian Drama. Max Muller opines that the
Drama developed from the recitation of the dialogue hymns as a
pasttime at the end of the religious performances. Others trace the
origin to the Greek drama. Dr. Keith believes that the recitation
of the Krsna—-legends contributed to the growth of Indian Drama.
Pischel, relying on the term ¥HS€Y, considers the puppet-shows as
the origin of the Drama, while others believe that either a pantomime
or the shadow play gave riss to the drama in due course.

Technique of the Sanskrit Drama :

The Drama is regarded as a TIPHEY—1. e. poetry which can be
seen or exhibited as contrasted with the 2Isq®eY 1. e, poetry which
can be heard only. It is 1o be noted that in the Indian literary
tradition, Drama is considered as a type of poetry- No wonder then
that the purposes of Drama and poetry are identical.

The dramatic compositions are known as Riipaka ( object of
Vision) which is divided into ten classes A1S®H, AFLOT, A, HFHH,
fEq, sataT, GHIRIE, 119, &F and fg1. There are also eighteen
classes of the uparlipakas or ‘Minor Dramas.’
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The three principal ingredients of a Riipaka are : Plot (g%g),
Hero (Sda1) and Sentiment (¥&@). The plot of a Sanskrit drama is
either mythological or historical. The plot itself is divided into two :
(i) sifa%1R® (‘Principal’) plot which deals with the main theme and
the principal characters; and (ii) TEf§® (Accessory) plot which helps
the furtherance of the principal theme. The plot is developed through
the five stages viz. @AWER, Jea, gl FIa1§ and w8WA i e.
beginning, effort, prospect of success, attainment of the part of the
fruit by removal of obstacles and success respectively. The hero in
Sanskrit Drama is handsome, eloquent, modest, sprung from a noble
family, decorous etc. The heroes are of four types: =T« (firm
and noble; e.g. TH), "€ Efea (firm and gay; e g. sAfEfysx ) winEa
(firm and sober; e.g. M¥ZW) and #Wgd (rm and haughty; e. g
gaia+). They are also classified as &f@for (gallant), @13, (sly), 48
(bold) and s13%H® (favourable or devoted). Among his assistants,
ftemg (the hero of the patdki i. e. Sraf¥F—plot) and the F3Y%
are worthy of note.

The Nayikis are of three types : T14T (e. g. HiaT1), &A1 (e. g.
TF-a®T) and IR &Y (e. g. 9g=A%«1). The 9THAT may be-either a
maiden or the wife of another. Her assistants are @@, a14T etc.

Rasa or the sentiment is the overwhelming delight produced in
a person of poetic susceptibility (988%) by the proper representation of
faaTTas, e1EdTEs and =igaTRaAEs.  According to ¥¥d, in Drama there
are eight ¥{¥s viz. IFR, T, HE, A, WAHF, TRY, 197G and STLAT.
These are corresponding to the eight ®ITHt¥Es (Permanent or Princi-
pal Sentiments) viz. T, ScdrE, 2AVE, A, 9¥F, TE, FYUET and T, Of
these, either ITFT, 1T, or F&W should be the principal sentiment while
the others should help to the development of the principal sentiment.
TR, no doubt, is a predominant sentiment. It is of two kinds (i) €l
(in union) and (ii) f§9&% (in separation), which is again subdivided
into two : N (non-consummation of marriage) and g
{separation after marriage).

Every Sanskrit drama opens with at least one benedictory
stanza, addressed to the favourite deity of the dramatist. It is recited
by the Stitradhira and is supposed to remove all the obstacles in the
way of either completing or staging the drama. Sometimes it also
suggests the main theme of the drama.
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Then follows the Prologue ( S¥q1d+T) in which characters like
FAIR, TRAF and A1 take part. It introduces the play and
playwright. It pays compliments to the audience and pleases them
by some song. At the end it establishes a link with the play proper
either by naming the character about to enter or by stressing the
similarity of mood or action between the 39X and the incoming
character or by hinting at some incident of the play.

Then follows the main drama which is divided into acts. A
drama may consist of from five to ten acts: An act must not be too
long or devoid of sentiments.

The play ends with a JTAA1F ( benediction or prayer) which
expresses a wish for general prosperity and happiness.

The hero and the other higher male characters speak §#a while
the female characters and the lower male characters speak the
Prakrit dialects.

No character is supposed to enter the stage without a previous
suggestion of its entry, except when it is required to enter suddenly
under the pressure of feelings like fear, anger, extreme joy etc. In
such cases, the character enters with the ‘toss of the curtain’
(i.e. s19iEq).

In sanskrit drama, the hero is never shown as ‘degraded’ or
“fallen’. The feelings of the audience are never roused to the
extreme or are offended. Hence, calamities like downfall’of a king
andlscenes of death, battle, murder etc. are never represented on the
stage. Even the daily routine or domestic affairs like sleeping,
bathing, annointing one’s person, amorous gestures etc. are not
shown on the stage. As the death of a hero is never shown on the
stage, the tragedy is ruled out of the field of the Sanskrit dramas

The subject—matter of a drama is not always represented in
full on the stage. The dramatist discriminatingly picks up a few
significant incidents to be presented on the stage. The Iless
important events, which are necessary for understanding the plot, are
narrated in short introductory scenes called 5§3% or fasg#*®. This
also helps to achieve the ‘economy of characters,” and to speed up
the principal action.

ygaish occurs only between the two acts. Lower characters who
speak H1HT, take part in the qa%%. [ASFAE occurs either at the
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beginning of the first act or between the two acts. It is of two types®”
5% (pure) and f5 (Mixed). In ZEF49% only middling characters,
who speak Sanskrit, take part; in the fzifas®+a%, both the middling,
and the lower characters participate and they speak Sanskrit and
Prakrit respectively-

Besides these, the other dramatic devices like JAFEANR, AP,
fest etc. are also used.

The dialogues in the drama are either QI ( referred to as
SEER ) or ST (referred to as gy ) or MIaMEy (referred to as
SATRTE or WIATH ).  We also have STERIATET i.e. speech in the air.

The styles to be followed in a drama are four as under: FREY
(sub-divided as W%, THEES, AHERE and Ty ) in  the dramas
depicting TTHRIA ; kAT and ST in the dramas depicting 1TH ;.
and 3NITAY in dramas depicting other sentiments.

The Thirteen Trivendrum Plays and their Author
(The Bhédsa Problem)

The problem: In 1909 Mahimahopadhyaya T. Gavapati
Sistri discovered a palm~leaf manuscript of 105 leaves in Malayidlam
characters, containing the ten plays ( and a fragment of a Rlipaka ),
which were ascribed to Bhésa by him later on. These ten plays
were: Svapnavasavadatta, Pratijiiyaugandhariyana, Carudatta,
Avimaraka, Balacarita, DUtaghatotkaca, Paficardtra, Madhyamavya-
yoga, Karpabhira and Urubhafiga. Later on, he discovered the
other two plays viz. AbhiSeka and Pratim@nataka. At Puttiyal,
he discovered the complete copy of the play Dl.avakya, which was.
till then available only as a fragment. All these thirteen plays, were
ascribed to Bhasa on the testimony of the references to Bhdsa by
Bapa and Rijasekhara. Since then, the scholars have discussed
these plays often and have held, quite different views.

Before we examine the views of these scholars let us, briefly
outline the Problem of Bhasa, which really speaking, is the problem
of the thirteen Trivendrum plays. The problem is two-fold: (i) Do
these thirteen plays belong to one author or many ? and (ii) Who is.
the author (or who are the authors) of these plays?
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Common Authorship of The Thirteen Trivendrum Plays:

On a closer scrutiny of these thirteen plays, one cannot fail to

observe the striking similarites in construction, imagery and language.
'For instance—

(1)

(i)

(iii)

(iv)

9]

i)

All these plays begin with the stage—direction FT#e=d aa: afa=afa
a9 and contain only one #F&&& (which is absent in the
Carudatta ) recited by the §5=R. The benedictory stanzas in the
four plays (Trewaigaes, SRFEARFITIO, U590 and NRET)
contain the EFF.

Except in the EBU?:TR, the prologue is called T9AT. These prolo-
gues are brief and often employ the same device viz. qamﬁfirm
faarnf | o T g wg A FmadTeait e 39 wA ) ug it
The prologues do not refer either to the play or to the
playwright.

The epilogue, which generally refers to the king Udg, is
almost identical in these plays.

The rules of the W&d's AT are not observed by these plays
To illustrate, we find the scenes of death, slaughter, violent
fights, sport and sleep in these plays- The use of the term
8115{33{ referring to the king by a servant (¥a4. p. 108), the tragic
end of the S&1% and the allotment of seats to different person-
ages in the EAd41FY are also not sanctioned by the SEHTH-

In these plays we often find the employment of the same dramatic
devices. For example, the rapidity of action, (cf. &=y nf53y),
the device of sr&=#If6d, the choice of a narrator (either a
Brahmin, a KSatriya or a fairy) for describing battles etc.; the
entry of a person of a high rank with the words S¥EE, STRE!
arzyr ] geaeg | ; the chamberlain informing the intervening events
and the device of knowing what passes in another’s mind from
the face of the latter are met with in these plays.

Some peculiar ideas are found expressed in many of these plays.
The natural arm of a brave man is considered as the most appro-
priate and the only weapon for him; the celestial sage %R is
described as an expert in lute and in imstigating quarrels; the
blindness of g3UsT was due to the jealously of the gods; the
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kings, though dead, live through their sacrifices and good works;
the prosperity delights in the company of adventerous persons
and such other thoughts are scattered in many of these plays

{vi)) The device of ugaT®iEdws and Dramatic Irony are quite
common in these plays-

{viii) Similar dramatic situations cannot fail to attract our attention.
To illustrate, the young heroes, when asked to pay respects to
the king, often inquire—311: &¥F HZILIS: 1 ; the master expresses
his doubt when his faithful servant conveys an apparently
incredible report and the persons on death bed have the vision
of their ancestors.

{ix) Similar dramatic scenes are found in these playss In the
gfygEmeaaaw (Act II) and sifaw® (ActI), the domestic
scene is disturbed by the unexpected entry of the chamberlain
with some news. The pastoral scene is found in the T=EUR
(Act II) and in the s®=iRa (Act III). Almost similar descri-
ption of a city at night is found in the I7/&g« (acts I, III) and
sfaqRa (act IID).

(x) The expressions like %: F&:; & Wfer:; EY; TUA: &9 5
gl wARfAan @R ; &gl MUy, and the use of
words like Fafa®t (= a veil; curtain), faféwa (= proud) squfs
(= to request), TIETAEF, FAHTd and gﬂ;ﬁﬂ‘fﬁﬁ are found in
these plays. Not only this, often the sentences and the stanzas
or a part of them are repeated in one or more plays: Besides,
the use of long metres like 4391 and IWS#H, and the device of
split-up-verses are common to these plays. The names of minor
characters are same in many of these plays.

(xi) Scholars have examined the Language of these plays and have
found the unifon:r_lity with regard to grammatical solecisms and
archaisms. (cf. g4, @, Fe1, 1H etc. )

These similarities, undoubtedly indicate that these thirteen plays
“exhibit a family likeness and form a group by themselves”. Very
Iikely they are written by the one and the same author.

Before we examine the other aspect of the problem, it will not
be out of place to record the different opinions. Dr. K. Raja denies a
single author for these plays as the number ‘thirteen’ is too big to be
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attributed to one author. Some exclude FGHT on account of the
reference to HaTfA{A’s =arane, which is considered to be the same
as Ha1fdfrs wWisw on #wgERfa.  This is not convincing, for the
passage under reference refers to different S'é@stras and not to any
commentary. Besides, how can one think of #=fdf¥’s commentary
on HY as a “qTJqE ?

To sum up, we quote the conclusion of Dr. L.Sarup. “The
community of technique, language, style, ideas, treatment and identity
of names of dramatis personz, prose and metrical passages and
scenes are so remarkable that the conclusion of their common
authorship is inevitable.”

qrg—the author of the thjrteen Trivendrum Plays:

The second aspect of the problem is whether W19 is the author of
these plays. It is obvious, that if it is established that #wiH is the
author of any one of these plays, it would lead to the conclusion that
he is also the author of the other plays.

Of these thirteen plays, the TgUTEIZTT is often referred to either
by its title (which is not always uniform) or by its author or by both.
The problem becomes complicated as the quotations from the
T19a3AY_are not traceable to the available text of the play. This
phenomenon is not unusual for often we find different versions of the
same play in different families of manuscript. Below, the important
quotations quoted by later writers from the TWHIAI]TT are examined-

T=FTY, in his TS on WIA’s A=A refers to the ®I=T (i. e.
#-ga#ieT ) mentioned in the ¥[rAgTgagwr. He also refers to the
following verse as occurring in the FE=EAITAL

afFqueaEaE AY9ER EEydead |
T AT ST EIFUE T FIGTIHT M

This verse is not found in the available manuscripts of the play
and is not included by T. Gapapati S’astri in his text. On scrutiny, it
may be observed that this verse can have its place in act V, after the
dream scene when the king, being in a drowsy state, tells the
Vidiisaka : 3¢ | f9a13gd ) 9@ @g T1E@a3Tm]

The verse appears to have been dropped by the scribe througt
sheer inadvertence.
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I, in his TZIFHET refers to the outlines of the dream scene
of the Tg=Eaa. ATLZIIAT, in his ATTFIEMA analyses the plot of the
EFoATEg39Y while discussing the nature of a S-={ #12%. It may be
noted that the version of =MgTa=¥, differs to a small extent and
only in minor points from TTATTGIZTY_ as available to-day. UK
and JuEE quote the following verse from HT@’s TWHATEATA—

qreraEtFaIfer geaTier Qg 98 Rrede |
g9 erfREmE=T af €90 |g4r wan

The printed text of aaTggawy_ does not contain this verse. Dr.
Sukthankar has shown that the verse may be put in actIV after
verse No. 2, and after the following speech of the Vidusaka :

Rzo—awRldt ugaEdl g8 anstfael e w1
ToT—( ArEISH RisaaaaeaT )
qIETERI=A.. .

T. Garapati S'astri places the verse in the same act, but after
verse no. 3, and after the speech of the Fgu®:

freys—us g (94l Sufa: )
TTT— ( STSNFT ) GBI T oee e

The reason for the omission of the verse from the text of
FgeaaTgasay as available to-day, may be either the scribe’s careless-
ness or his injudicious critical editing of the text.

94792 in his SAECHETHGAE refers to the acts I, IV and V
of the play. ®WUAREY in his MEEEHTRT and the WEFASAIEAT
refers to the prologue of our play.

All these quotations when critically analysed and judiciously
studied, show that there existed a play called @I (also
known as TCHAIEHY, AFISAT F1TFH, EHATHIZHAT composed by 3T
This is corroborated by the fact that in Sanskrit dramatic literature,
two works bearing identical titles are not found.

Moreover, USRI@s tribute to WTHAATHAZING (cf. WigATZEAHSA
&%: firy ORI | aEaTaEIa ™ KIERSYH 919%: 1) shows that W1d wrote
a number of plays, among which ¥FHIGITAY was the best. Bana’s
description of Wi@’s plays ( cf. €IHITHAT (ﬁﬂ"fﬁ%giiﬁ:r%:l ERIE DL 8
3% wrE) ¥aFSRa 1) is generally applicable to these thirteen plays.
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FFIAITH describes Wi as ‘a Friend of Fire’. In two of his plays we
find Agni appearing in the human form and in others we have des-
cription of conflagrations and fire. Besides the term 3if# is often used
in these plays. Jayadeva describes 319 as the ‘Laughter of Poetry’.
These plays are well-known for their humorous characters like the
fagus, @#T, U1K etc.  The scenes of subtle humour (e.g. between
Bhima and Ghatotkaca in Madhyamavyiyoga) are reckoned
as some of the finest ones (if not unparallelled)in the realm of
Sanskrit literature.

Thus there is a good deal of evidence-indirect and corrobora-
tive to suppose that ¥1®, very probably, was the author of these
thirteen ( fourteen-with ¥¥%s ) plays.

Are the plays stage—-adaptations ?

It has been suggested that these plays are not the original plays
but are stage-adaptations or compilations by the Kerala actors.
These plays of Bhisa have the mark of originality both in construc-
tion and conception. The actors who adopt a play for the stage
always retain the original play and make only necessary (and the
least) changes such as omission of literary passages or some minor
scenes. They do not ‘write the whole play again’. There is no
evidence to belieVe that the Kerala actors used to almost ‘re-write’
the dramas. [In such a case, can we call the original~‘a drama’-?}
It is also interesting to note that no other play but these thiteen plays
only are attributed to ‘Kerala-Nataka-Cakra’. Besides the discovery
of 951%a has ruled out all the possibility of these plays to be the
‘ stage~adaptations > by Kerala actors. The two manuscripts of
JF%S are discovered from the North only. It is not included in the
South Indian Manuscripts. It is in ¥FAM@E characters unlike the
other plavs which are in Grantha characters. This play JTI%S
reveals many of the significant characteristics of the other thirteen
plays. This can be accounted for only if we reckon one author for
all these fourteen plays. Thus it is too bold to guess that
these plays are stage~adaptations or compilations of Kerala actors.

The Personality of Bhisa

Sanskrit authors have always preferred to observe complete
silence about their personal details—may be due to their tendency of
self-effacement. Bhésa is no exception to this. From the plays
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ascribed to Bhisa, we do not get any information—not even the name
Bhasa—about their author. No external source is available to gather
the information about him. All that one could do is to form an im-
pression-in broad though not indistinct—about the personality
of Bhisa.

N Bhisa is supposed to be the corrupt form of Bhisa (919 ), a 1
in 1% division of s1ey Mg. He was a Brahmin and a thorough
believer in the institution of sacrificee. He was the follower of the
caste system.

He belonged to North India. This is suggested by his ignorance
of the mountains, rivers etc. of the South India. Besides most of the
scenes in his plays have places in Northern India mentioned in them.
The benedictory stanzas of the plays indicate that he was a VaiSnava
of the Bhakticult. He was also acquainted with the Paficaritra
philosophy. His references to various Sistras and social customs
show that he was well-versed in the Sastras and in the contemporary
social customs and manners. His dialogues suggest that he was a born
conversationalist and had a fine sense of humour. The psychological
treatment of his themes and characters indicate that he had a thorough
knowledge of human mind and nature- His descriptions reveal him
to be a minute observer and an appreciator of nature. He had
sufficiently known the fine arts—particularly painting, music sculpture
etc. He lived a happy and contended life and had not either suffered
much poverty or enjoyed patronage.

These plays reveal the practical knowledge of dramatics, which:
led some scholars to hazard that Bhasa was either an actor himself
or was actively associated with professional actors.

Date of Bh3asa

Such a remarkable difference is seen between the dates assigned'
to Bhisa by different scholars that one cannot but quote Whitney,
the noted American Orientalist : ““All dates given in Indian literary
history are pins set up to be bowled down again.” An attempt
however; is made here to arrive at the probable date of Bhasa.

Internal Evidence

(i) Two of these thirteen plays deal with the king Udayana.
The characters like Udayana, Pradyota, Darsaka etc. whor
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are referred to in the two-Sg3+ plays, are historical personalities,
who on the authority of Vincent Smith, cannot be later than 6th
century B.C. Thus, plays of ¥19 could not have been ealrier than
the 6th century B. C.

(ii) The royal families of Northern India, are enumerated in the
Sl'f;cﬁ“ﬂ!? =g qur. These families appear to have been completely
forgotion in:the Post~Mauryan period. This indicates that Bhasa
mightfhave not been far removed from the times of Nanda kings
or Candragupta.

(iii) Bh3sa refers to the kingdom of K3¢1 which had cezsed to exist
before’ 5th century B. C.

(iv) Bhasa refers to USIg as the capital of #7w. We know that
after the king Darsaka, the capital was shifted to Pataliputra.

(v) { The references to ATFABANE, TAMH 0151, AT, 904 etc. indicate
that Bhisa might have flourished in the Post-Buddha period.

(vi) The SfGRMTEE refers to various Sistras like wiwa)F Hﬂiﬂ@:};
AL A, ATCERIASATE, mrﬁmmma{ and wTHTY
AgHY. One the authonty of ITTETH it is safe to infer the
existance of A4 TFAE before HE,TF{% i. e some centuries
earlier than the 6th century B. C. The other works viz. INmIE
SiEne and HEFET can be assigned to the same period or to a
period ealier than ihe 6th century B. C The =@ of d=ifais
is probably a work composed prior to the 6thicentury B C. It,
however cannot be identified with the AFWSY of ATy for it
would be an absurd anachronism.

(ifi) The use of archaisms and solecisms, the conversational style of
the dialogues and the use of the words like WEIEE® (as a term
of respect), *NAYT (= a prince), FAFAHT (= veil ) etc. indicate the
antiquity of the plays of Bhisa.

(viii) The custom of throwing sand in the enclosures of temples is
referred to in UEFH only. The reference to the marriages
between prohibited degrees of consanguinity, the respect for the
Brahmanical system, the contemptuous references to Buddhism
and Jainism and the practice of veiling the face ( #9737 ) show
that the plays belong to the fifth or fourth century B. C.



12 Svapnavasavadattam

{ix) The reference to the kingdom comprising Northern India boun-
ded by the Himalayas and the Vindhyas (cf. #%aa# of €. )
indicate that R&jasimha may be the same as Ugrasena Nanda,
who lived before 4th century B. C.

External evidence:

(i) Kundamala refers to the king 3aR% as IAWEY ¥Wgwel. This
is definitely based on the Pratima.

(i) =\, the author of FEATSERIMM quotes FHAEAET~IV.3 and
Cérudatta 1.2, with slight variations.

(iii) The drama Bilacaritam is referred to in the ancient Tamil
Poem (Cilappadikaram) of the 2nd Century B. C.

(iv) The verse (XII1.60) of srqgaly’s g&=Re is similar to that of Wi&’s
sl I (1.18)

(v) Kailiddsa pays tribute to ¥T¥ in the prologue of the TvafEHH-
ft9. Besides, in the plays of Kilidasa, we often find the
influence of W1™'s technique, ideas and expressions-

(vi) The similarities between Cirudatta and &% s F=SHR2S are too
numerous to be enumerated.

(vii) £{auti1ya (X.3) quotes a verse which is found in the Sfa=-
IEeagE (IV.2).

(viii) Authors like Bapa, Viakpatirdja, Jayadeva, Dandin, Abhinava
gupta, Ramacandra and Gunracandra, Saradétanaya, Bhojadeva,
Ségaranandin and Sarvinanda refer to Bhisa and his plays.

Of all these works, Kautilya is the earliest. He belongs to 4th

century B. C. Hence the plays of ¥I¥ cannot be later than 4th
century B. C.

The plays of Bhiisa do not show any Greek—influence. They do
notvexhibit A1@’s acquaintance with South India. They use the word
gq9l and not |19& for a coin. They do not refer to Zodiac solar—
signs i. e. the Tfd’s. They do not show any acquaintance with the
Svetimbara sect of the Jains. All these show that the plays belong
to a pre-Mauryan period.

To sum up, we can reasonably place Bhésa in the pre-Mauryan
epoch, probably between 6th century B. C. and 4th century B. C.
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Works of Bhisa

The thirteen plays which are ascribed to Bhisa, by a majority of
scholars, can be grouped as follows :—

(i) Udayana Plays—3gcaaraass, Sasmam=aqae
(ii) Original Plays—31fga1%, 9183<.

(iii) Mahabhdrata Plays—aga#¥, Ia9erRE™, TOWR, WETHASIEN,

(iv) Ramiyana Plays—3fasT, siiHys.
(v) Krsna Plays—arasaiia.

Recently a play called I9%% is discovered by Shri J. K. Shastri
in the year 1941. Both Dr. Pusalkar and Dr. Bhatt are of the
opinion that the play is a work of Bhisa. It may be noted that Prof.
Jhala opines that “J3%a... is a drama composed after the pattern of
the Trivendrum plays in modern times and influenced by modern
thought and expression.”

Besides these “fourteen plays, other works like T1H®, BifEwH,
g, RRonai®, ggeaifeas ST, are ascribed to Bhasa by diffe-
rent scholars. A poem entitled TFeorer: & is also ascribed to him. Some
scholars even ascribe #TTHEFE to Y. YAMITF and FOUFEIZT.
are the other works ascribed to ¥™. The commentary ST
on FAFAS ascribes a work on dramaturgy to ¥#1€. It may be noted
that no convincing proof is put forward to show that the above—
mentioned works are written by Wi®. There is a tradition which
declares that W& wrote about thirty plays.

Evolution of the thirteen plays ascribed to g

Dr. Pusalkar has examined the development of the dramatic
elements such as the proportionate use of dialogue and verses, the
art of plot—construction etc. in these plays and has grouped them
into three distinct periods as follows ¢

(i) Tqa, FIR, TATEET, S&WH, and WFFSITENRT (In these plays
the epic metre predominates and the propertion of verses to the:
dialogues is quite large).
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(ii) a=Tre, sifays, I@aid, sifFHEEE. (These plays belong to a period
of transition and are characterised by the increased number of
acts, characters and by the skill in plot-construction)-

@ii) afyar, gRERWEGQES, @eEIEasY and 9T%eq, (These plays
belong to ‘the Final period’ and are characterised by psychological
characterisation and the greater number of dialogués).

Dr. G. K. Bhatt, however, groups these plays differently on the
basis of the gradual development of W@’s dramatic art and insight

as follows:

(i) Start: (J9%® and) sifds.

(ii) At Cross—Roads: F@9fd, gAa1F, 98U and IAUHT.
(iii) On the way: IFAE, TIFITAT, T3 and FETT-

(iv) Destination : Sfe@r, SRTLTCT, FAAR, and EcTaTgIT

It may be observed that these plays do exhibit significant traits
which may guide one to assess the evolution and the development
of the dramatic genius of their author . Whoever may be their author,
there is no doubt that he learnt much from his experience and had
remarkably progressed in his’pursuit which can be supposed to have
culminated in his later dramas particularly in fd@T and E=aTEITR.

The Legend of Udayana

Udayana has been the hero of’many romantic tales and gallant
adventures. Rightly therefore, %ﬂ’aﬁl has remarked : &% gTR o Feq0IH-
aRad. Two of the plays of W& viz. SRAATCAN and FATHAZTH
deal with 3g597’s marriage with 193U and 92T respectively. He
is also the hero of the two plays viz. WAES! and R by *fes.
He also forms the central theme! of the hitherto incomplete play
DorEIEEEAl.  ‘STREY s play ATIETEUS and FEF's poem TETIIRG
also deal with $349. The'episodes of STAH are described in details
in the FAAfEANR of WA, in the IFFAARY of A% and in the
FEEHIAFIAL of JATAET,

The legends of IFIA are also referred to in the Buddhist
literature particularly in Dhammapada-Atthakathd of Buddhaghosa,
in 99=g34Y, a commentary on Manknma Nikaya by BuddhaghoSa,
-HIAAT-S(a%F and in the Chinese TTATRIATZ-ATT ec. It may be
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noted that S3IT is referred to even in the Buddhist cannonical
literature.

The birth of 879 and his marriage with JMEI3AT are referred

to in the TARIISIMEANT of GEIH, a Jain writer of the late 12th
century.

Kautilya in his Arthadastra refers to Udayana to illustrate how
a king can regain his power. Kailiddsa in his 793 refers to the
popularity of the romantic tales of I34«. 3I&% and WO also refer
to ¥ggd. These references are more than sufficient to illustzate the
popularity of the romantic and adventerous tales of Udayana.

Many versions about the personal account of 3IH are available
and it is a vexed problem to construct a consistent and faithful
account of 8g4a’s life from the available divergent episodes. The
most important and noteworthy of these episodes are as follows :—

Udayana was born when his mother-Mrgavatl was separated
from her husband called Satanlka. He was called 84+ as he was born
either at the sun-rise or on the ¥27933. He received education from
a hermit. He received his Siugd1-Lute as a gift from the SIS,
With this lute, he used to tame elephants. He was extremely fond
of elephant-chase. He knew the art of painting a ViseSaka mark on
the forehead. He was skilled in wreathing unfading garlands.

The king of S®fIT captured S99 with the help of a counter-
feit elephant, and brought him to Ujjayinl. He was then entrusted
with the task of teaching lute to the princess F1893wT. Both
fell in love with each other. J\=aTET planned the escape of the
king ¥%99 who eloped with TTHIs<T. Pradyota appreciatedt his
bold stratagem and became reconciled with STIH. TIYH was so
much in love with F193g( and fond of hunting that he even neglect-
ed his kingdom. Seizing the opportunity, Aruni captured a part of
the kingdom. =AW with his political strategy arranged the
marriage between STI9 and @Al and regained the kingdom.
Fg9+'s romance with TATIS, the princess of [§2E® is well known.
TATgS, having suffered the ship-wreck, comes to stay with TTHaaHr
as RS, IZIA sees her on the occasion of the HZIWEHT and
falls in love with her. He is also known to have married #=Gfs®t
(who was the princess Bandhumati) by #=a5 f&¥72 while she was
under the guardianship of FFISTT. IFYA had also an affair with
fawast (or fAXfrar), alovely maid in the palace. According to the
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Buddhist versions, he also married g#adt and #@f*ggr. His amorous
trait is well depicted in the Chinese version wherein we are told that
he went to Ujjayinl on learning that S3q had permitted the ladies in
the harem to move out on a’particular night.

araaaTl, with the grace of S'iva, gave birth to A¥F@HEw, who
was regarded as an incarnation of &I,

After the coronation of HATHE#IH, 8g¥9 and his two wives,
committed suicide on realising the instability of human life.

Background of the Plot of the play

Tt is essential to know the earlier events in the iife of 39| and
grgags for proper understanding of the plot.

After IgI9’s marriage with I1GI37T, he was so much attached to
her that he neglected his kingly duties and as a result his territory
was overrun by Arunl a neighbouring king. The lovers were
removed to a frontier town Lavanaka. Yaugndhariyava the
minister decides to regain the kingdom. This would have been
possible only with the help of a powerful king. With this end in
view Yaugandhardyana thought of winning over Darsaka fhe king of
Magadha by a matrimonial alliance of Udayana, with his sister
Padmaiavati. He chalked out this plan relying on a prophecy to that
effect (cf. wsmgal ATGaAizdr WA etc. =weware ActI. II)  But
V3isavadattd was an obstacle in the way of the success of this scheme.
On account of his deep evotion to FHEISTT, Udayana would never
agree to marry Padmbivatl. It was equally difficult to persuade
Dars'aka to offer his sister to Udayana, while Vasavadattd was alive.

Yaugandhariyana thinks of a scheme in consultation with other
ministers. It was decided to spread a false rumour about the death:
of Vasavadattd and Yaugandharayava. Vasavadattd was taken into
confidence. She agreed to accompany FT=E T and stay in disguise
as long as it was necessary to achieve the final end. Though she
was a party to the minister’s scheme, she did not know the details of
his scheme. Accordingly TR in the disguise of a mendicant
and Vasavadatti dressed as an ordinary woman from AvantI country
came to the Tapovana near Dars'aka’s capital. At this point begins
our play Svapnavasavadattam.
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The plot of the play
Prologue

The play Svapnavasavadattam opens, with a Mafigala Sloka
recited by the Siitradhira, at the end of the Nandi. When
Sttradhéra is about to make his speech, he is disturbed by some noise
behind the curtain. After informing the audience that the Princess
Padmaévati, the sister of King Darsaka of the Magadha country has
come to Tapovana and her attendents are clearing the way for her by
driving away the inmates of the penance—grove, he leaves the stage.

Act I

The two guards shout asking the people to clear the way. Then
enter Yaugandharfyana in the disguise of an ascetic and Vasavadatta,
the queen, in the disguise of a lady of Avantl. Yaugandhariyaba is
surprised to find that even the peace-loving people of the hermitage
should be driven away roughly in that manner. Visavadattd feels
pained at the insult of being driven away in that manner, in spite of
her being a queen. Yaugandharfyanla consoles Vasavadatta and tells
her not to be so touchy about it as she was in disguise of an ordinary
Avantikd3. The chamberlain enters and orders the guards not to
drive the ascetics away. Yaugandhar@yana learns from the
chamberlain that the princess Padmavat? is to visit the hermitage to
pay respects to her mother who is residing in the hermitage. He
further tells that the princess likes piety and also people devoted to
religion. She does not intend to inconvenience the ascetics. JT=aRIFor
and T1HaEHT both are favourably inclined towards 957TadY. Then enters
9517 with her retinue. In the course of conversation it is learnt
that the King S&1d is sending his messengers for securing 9sTEdl as
a daughter-in-law. Padméivatl asks the chamberlain to proclaim that
she would give gifts of their choice to the ascetics. Yaugandhariayana
takes advantage of this and begs of Padmévatl to look after his
sister (¢. e. queen Visavadattd in the disguise of an Avantika)
who is ﬂf‘wwé&m. Padm@vati agrees and Vasavadattd stays with
Padmavatl. Just then enters a Brahmacérin, who has come from
Lavinaka with a sad news. He is on his way to Rijagrha and
halts at the penance-grove for rest. He tells that a fire broke
out in Livinaka, while the king was away for hunting. The fire
consumed Visavadattd and also the minister Yaugandhardyaha who
was trying to rescue her. On his return from hunting expedition

2
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king learnt the tragic news and was driven to madness. Rumanvan,
the minister of the king Udayana, tried to steady the king and with
great efforts took him away from Lavinaka. All feel greatly relieved
on hearing this. seTaiféd. leaves for his destination. After keeping
Vasavadattd with Padmavatl Yaugandharidyana proceeds on his
journey to make further arrangements for the execution of his
scheme and the rest of the party enter the hermitage. Here ends
the first act.

Act II—x3=®
The Pravesaka tells us that 951ad] is busy playing a game of
ball near a bower of Madhavl creeper.

Main Scene

Viasavadattd returns the ball, which had gone far away, to
Padmavatl. The latter is flushed with exertion. Vasavadattd, who
has by now become intimate with Padmévatl, takes this opportunity
to make fun of Padmavat by introducing the topic of her marriage.
She calls her the daughter~in-law of Mah&sena Pradyota. At this,
qaTrEET’s maid comes forth with PadmavatT's secret that she has fallen
in love with Udayana. This makes Vasavadatta restless but before
she recovers from this shock she learns from the nurse, who
enters just then, that the king Udayana has arrived, was offered the
hand of Padmévatl and has accepted it. Before Vasavadattd could
realise what was happening, ‘another maid brings a message from
gqe’s queen that Padmaévatl should hurry up as her marriage is
to be celebrated that very day-

Act III

We find Vdsavadattd in a lonely spot of the Pramadavana garden.
She has run away from the joyous rejoicings of the marriage of
Padmavat with Udayana to bewail her misfortune, because her
husband is to be another's in a very short while. As ill-luck
would have it, a maid comes there in search of her and asks her to
wreathe the marriage garland for Padmivatl. She engages the maid
in conversation on the topic of the appearance of TEIH the
bride-groom. But before long, being overwhelmed with feelings
cuts short that topic and wreaths_the garland. She cleverly avoids
weaving the herb called @Ue#a in that garland. As the bride-
groom has arrived for his bath, another maid comes to the scene to
hurry up for the garland. Both the maids leave Vasavadattd to
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Jament and suffer her tortures alone. She thinks of retiring to her
bed-chamber to allay her mental tortures.

Act IV-Praves’aka

This short scene at the beginning ot the fourth act presents the
Vidlisaka to the audience. He is happy as king has married and:the
gloomy tiresome period is over. He describes the enjoyments he is
having along with the son-in~law king 299, in the palace of 3.
His gluttony has affected his digestion. He tells the maid, who has
come to inquire whether king has taken his bath, that she should
bring everything else but not foods.

Padmavatl and Visavadattd along with the retinue come to the
garden Pramadavana. Padmivatl’s intention in coming to that
garden is to see if her pet Sephalikd plants have blossomed and to
show them to Udayana and elicit the words of appreciation and
praise from him. In the course of her conversation with Vasavadatta,
we learn that she has developed a deep love for her lord and feels
uneasy in his absence. Vésavadatt, with the feelings pent up lands
herself in a difficult situation when she remarks that Vasavadatta
loved the king more than what Padmivatl does. Padmaivatl tells
how she requested the lord to teach her playing on the lute and he
kept quiet and simply sighed. Now the king and the Vidiisaka
come to the scene. They are seen by G=TEd! and her party. She
avoids going forth and greeting him to respect the feelings of
FraggTl and enters the bower of Madhavl creeper with Visavadatta
and her maids.

The king by this time has developed attraction for Padmivatl
but all the same he has not forgotten Vasavadattd. They come
near the same bower and decide to wait there for Padmavati. To
avoid the sun, acting up to the suggestion of the g%, the king
was about to enter the bower. Padmavatl is embarrased and curses
fagu® for his suggestion ; the clever maid disturbs the bees seated
on the creeper at the entrance of the bower and finally succeeds
in warding off the king and fa3%®% from entering the bower. They
sit outside the bower. Thinking that they are alone Vidisaka asks
the king to express whom he loved more the present queen
Padmévatl or Visavadattd who was no more. The king when
pressed very much by Vidlsaka says that Padmavatl is virtuous,
he has regard for her but she has not succeeded in making him
forget Visavadattd. Vidlisaka expresses just the opposite view.



20 Svapnavasavadattam

King jocularly threatens to report this to Visavadatti. The
VidGszka reminds him that Vasavadattd is dead long before and
the tears gush forth from the eyes of the king. Vasavadattd slips
away from the bower, while Vidisaka is away for bringing water to
cleanse the face of the king and the latter has his eyes dimmed with
tears. Padmivati comes forth from the bower to be by the side of
the king. Both the king and VidUsaka are confused and offer some
explanation to account for the tears in the eyes of the king. Though
Padmavatf has over-heard their conversation, she does not contradict
them. VidQisaka cleverly suggests that the king should hurry up
to keep up appointment with the King Dars’aka and all depart.

Act V—Praves'aka

The Pravesaka at the beginning of the V act informs the
audience that Padm3vatl is suffering from head-ache. V&isavadatta
is sent for and is informed about her ailment. It is reported that
Padmévati’s bed is spread in the Samudragrhaka. The Vidisaka
informs the audience that the king's remembrance of Visavadattd
is revived due to his marriage with Padmavatl. VidiiSaka is asked
to convey to the king the news about Padmavatl’s head-ache.
This short scene prepares the back-ground for the important

dream-scene.

Main Scene

The king is thinking about Vasavadattd’s destruction at Lavi-
naka. Vidiisaka, informs him about Padmaivati’s severe headache.
He getting anxious about the health of Padmévatl immediately
proceeds to the Samudragrha with his friend Vidlsaka. As
Padmadvatl is not there the king waits for her there, lying in the bed
which was prepared for Padmavatl. He feels sleepy and asks
Vidisaka to tell him a story. While listening to the story the king
falls asleep. Vid@saka goes to bring his blanket as itis very cold. In
the meanwhile enters Vasavadattd accompanied by a Cetl. The Cett
leaves for bringing the ointment and Viasavadatti is left alone. She
mistakes the king who is sleeping there, for Padmavatl in the dim
light. She lies down on the bed by his side but suddenly gets up on
hearing the voice of the king, who was addressing her in his dream.
For a moment she is quite nervous, thinking that she has been found
out and Yaugandhardyana's scheme would fail. Soon she is con-
vinced that he is dreaming only. She replies to some of his questions
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put by him to Vésavadati® in dream. She is tempted to stay on
there for some more time to give satisfaction to her eyes and to
comfort her heart. Then she feels that she has stayed there for a
long time and desires to leave but not before she touches his body
in order to put in its proper place his hand, which was hanging
down from the bed. The king was roused by her touch; but she
vanishes quickly from his presence. The king runs after her but
dashes against the panel of the door. In the meanwhile Vidiisaka
enters. King tells him that Viasavadatti is alive. Vidisaka tells
him that that cannot be as Vasavadatt2 is dead. He tells him that
he must have mistaken YakSini Avanti-Sundari for Vasavadatti.
The king is unable to make out whether he has seen real Vasavadatta
or that it was only a vision. Now enters the Chamberlain with a
message from the King Dars'aka that preperaton for attackng the
enemy are complete. Udayana declares his intention to lead the
army for conquering the enemy and the act comes to a close.

Act VI—Mis'ra Viskambhaka

This mixed interlude at the beginning of the-sixth act tells us
that Udayana has regained his lost territory, and has found Ghosavati,
the favourite lute of Véasavadattd. The Kaficukl and the nurse
Vasundhara, have come with a message from the king Pradyota, and
are waiting for the king's audience. The king on seeing the lute is
much distressed with the memories of Vasavadatta.

Main Scene

The king is seen addressing the lute. His grief for Visavadatta
is renewed. The messengers from Pradyota are announced. King
tells the door-keeper to call Padmavatl., Padméivatl shows her
eagerness to hear the news about the wellbeing of Vasavadattd’s
relativess The chamberlain says ‘“Mahasena congratulates you upon
your recent victory against Arupl’ The nurse Vasundbard conveys
the message from the mother of Vasavadattd and presents the
portraits of Udayana and Vasavadattd. On seeing Vasavadattd’s
portrait, PadmavatI notices a close resemblance between Avantikd
and the lady drawn in the picture. She tells the king about it.
King asks her to send for that lady. gsT1ad instead proposes that the
king should see 9194agTT without her knowledge while she would be
moving with her (i.e. 9Zitadt ). In the meanwhile enters Yaugan-
dharayana dressed as a mendicant and asks for his sister. Vasavadatta
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is brought in. When Vasavadatti is being returned to the mendicant,
in the presence of Fg=5IYT who acts as a witness, she is recognised
by her as Visavadattd. King immediately asks Viasavadattd to go
back to the harem along with Padmavati. Yaugandhariyana pretends
anger and tells the king that it does not become him not to return his
deposit. The veil is taken off from the face of Vasavadatta.
Yaugandhariyana comes out of his disguise. The King is very happy
to find both Yaugaridhariyana and Visavadattd alive. He pays
compliments to his minister Yaugafidhardyana. Padma&vati apologises
to Vasavadattd for having treated her as an ordinary friend.
Yauganidhar@yana supplies the missing links of the plot to the King.
The King plans that, all of them along with Padmavati, should go to
King Pradyota. The play ends with the Bharatavakya.

Sources of the Play

The story of %"« is found in the IFTHRAT of Tuied in the
Buddhist legend of Pradyota in Tibetan Kandjur and in the Jain
works like Tqasz’s Prafdmerwgesaia, Qagw’s gARa@aiaara and
gaqifiagaw’s FaEadiaRa. Of these the Buddhist and the Jain
sources deal with an account of STI« and his marriage with ITgaIAl.
Hence they do not have any direct bearing with the theme of the
FOATaIE

The FaeEaT of Junad (originally composed in Yz dialect ) iss
at present, extinct. Three Sanskrit versions of this work are
available to-day viz (i) The Fgewar—Eang of ga&atfia (ii) The
TEFANET of &usE and (iii) The Fa@fzgmwx of @WIF. Prof.
Lacote and Dr. Keith opine that the account of S8¥9 in the
FEFAATEUTE is more faithful than that of in the TeATIEagTH, It
may be noted that the IgcFarAFUTE does not contain all the events
narrated about SEIA in the IWWHATHIITH. For instance, the
ITHEITAFEUG refers to 9ITaAT as a queen .but does not narrate the
events that led to the marriage of I&IA . with 9sTadl. The
FYrafieare describes at length almost all the events occurring in the
WEATEIIAY , the JFTEAHHY gives almost the same account of
gga9 as that of the FATGR@IWT. It would, therefore, be quite
justifiable to compare the account of SIIT in our play with that in
the FEaflegwit. The significant deviations from the account of
YT in the FATARINIT are noted below.

(i) In the HITITEIR, the king! 337 is the son of FMA ; the

daughter of FTTWT , the king of s/i<T. In the ¥qeag@IIAY,
the king is referred to as 33a197.



(i)

(iii)

(iv)

W)

(vi)
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In the FATHReET, 9sy1aaY is the daughter of the king of HiH
called 5&id. (This S&d is, of course, distinct from the one
who ruled at Avanti and who was known as S9%€ HZIEW or
AETHA.) In the @Aa1EaZTY , 9a7iEdY is the sister of 3%, the
king of #ry.

In the FIATEREANR, A= disguises himself as an old
Brahmin with 979981 as his daughter. The f4g5® disguises
as one—-eyed brother of FTHIZITI and stays with her in the #wy
country. In the ¥TF=AGIIIH, HlaTseRTa disguises himself
as an ascetic, FTHAZAT as an 3NI+IH] women who is his
married sister and the f4g9% all along remains with the
king only.

The meeting of TIT=HIAT etc. with =l takes place in a
park according to the HITGRHNT and not in a aNg as in the
AT -

According to the version of HFATGEERE, FTHIIAT, JWALAT
and the f439% are supposed to have been consumed by the fire
at SMI0%; while in  the TITAIEAZTH, only AT-ICEW  and
TEIZAT are supposed to be consumed by the fire.

In the H9gRGTL, the motif of the matrimonial alliance with
qTiael is to conquer new territory and to gain suzerain power.
In the TANIAIGIITH , the motif of the new matrimonial alliance
is to regain the lost kingdom. It may be observed that there is
no reference to T&f0r at all in the FerafaETT.

In the &N&fEaWT, ITIA goes to USIE only when invited for
his marriage with 937adl. This marriage is planned by
Aawgagu. In the FTHTHAINH ;. STYT goes to S for
another purpose and there he is offered 93(@dY by the king
of |1y,

(vii) In the FIrgiRz@IY, the re-union between SFFF and ATHIZTT

takes place at &1q101&k: while in the Eﬁcﬂamﬁiﬁg the same takes
place in the capital of the sc&~country (i.e. at &hianFs1).

(viii) In the FIARE@NWR, the divine speech declares the purity of the

conduct of gTEEE<1 when she, alongwith z?m:a«:mw, prepares to
undergo a fire ordeal. In the TWWATHAZNY , the conduct of
FrEaer is not suspected as 9EEd! herself turns out to be her
guardian while she was in disguise.
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(ix) In the FAERAEMT, STIT from the very beginning suspects the
news of the death of FTEIETT on account of the prophesy that
q1E93T1’s son will be born unto him. While in the TIRI-
g7, he suspects her as alive only after his dream~vision.

(x) In the mygfiegwk, MareH, the brother of FTEAZTAT joins hands
with J==I in his plan ; while in the ¥FtAFTEARTH, NISE
does not play any part.

(xi) In the w91af&awy, I39IT suspects the existence of FTHIZHT,
from the time he sees fa3i9%~mark on the forehead of SETIEdT
and also from the skill of never fading garland woven by
snafsa®r and worn by 9219aT at the time of her marriage.

(xii) In the FI@RFENR, AFFIIT takes a promise from the king of
a1y for the life-long friendship with $399, at the time of the
marriage of his daughter. No such promise is referred to in the

AT -

(xiii) The prophesy about 9sTgdY’s marriage with 3§99 is not refe-
rred to in the FATEeAL. In the ITFATASSY, the prophesy
promises the suzerain power to the husband of gsTrEal.

xiv) The dream-scene of the act V of the TEHITEaEHH,
the encounter-scene in the Pramadavana (Act IV), the
narration by the ag=1R< (Act I) and the gradual revelation of
gT9eQIIl are the innovations of W™ and are not referred to in
the SRR,

In spite of the abovementioned similarities and differences, we
cannot consider Fgc&aT (of course, on the basis of FATARTGET ) as
the source of WiH’'s TWWRHTHIETH , for HIY probably lived in the 4th
or 5th century B. C. whereas IR is assigned to 1lst century B. C.

IR, 3 AT etc. are historical personalities, who according
of Smith, belonged to the 6th or 5th Century B.C. Bhasa, as we have
already observed, is assigned to the 4th or 5th Century B. C. So
A1Y comes very shortly after ¥599 and must have known, in details,
the many popular legends about him. Itis very likely, that W& has
dramatised the popular love~cum~—political tale about I3+, with his
own psychological interpretation and has chiselled the same with
judicious omissions and dramatic innovations.
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Time and Place of the Dramatic Action

In the first act we find that the Brahmac3rin describes the
efforts of Rumanvin to console the king (cf SRR gaF+.. V. 14).
This indicates that the events in the first act take place after a few
days after the fire at ®EUMH. JREEACHW arrives in the I at
about 11 a. m ; The Brahmac@rin enters at mid-day and the act
closes in the evening (cf. @ FTQGAT ... V. 16 ). It is rather strange
that the act ends with the description of the evening when the action
in the act is not long enough to extend over a period till the evening.
The events of this act take place in a G99 situated on the outskirts
of USIYE, the capital city of q.

In the second act we find that Fr¥ga<l and 93MEd have become
close friends. HMEIET, now, addresses 9=Nigdl as €@l The king
T¥§I also has recovered from the grief of separation from Fraggar
and has come to the ¥S7E, for securing help from 3% TS
attachment for 39 has increased to such an extent that even hel
J<Y has come to know about it. This suggests an interval of at least
two weeks between the first and the second act. The reference to
the SRTFEATT in the following act and to the %g&®IST in this act
suggests that the action of this act takes place in the early morning at
-about 7 a. m. The interlude of this act takes place in the palace of
the king 321%; while the main scene is laid in the U ISTHET in a
garden behind the palace (cf. TN WZIRF HTNSAHISTE
FFgad sisfa p 28).

The third act continues the action of the second on the same
day. The reference to the SIHIGEAT™ suggests the time at round
about 10 a. m. The events of this act take place in the secluded
corner of the JHZHAH attached to the 8F:9X of the king {-’Qfﬂi«

In the fourth act we find that the VidlUiSaka describes his happy
stay in the §as-palace. (cf. |I: &gAT ..oes H146). We also learn
that 9sTiF<1 had requested S249 to teach her the art of playing on the
lute. This suggests the interval of at least five days between acts
dII and IV.

The inquiry of the maid about the bath of ¥3I9 indicates that
the action of the interlude takes place at about 10-30 a. m. . The
reference to the severe heat by the VidGisaka shows that the events of
the main scene take place in the afternoon of the same day. The

main scene comes to a close at about 3 p. m. when the king joins
‘the king Q’-&% who accords afternoon-reception to his visitors. The
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interlude takes place in a part of T3%s palace while the main scene-
is laid in the Pramadavana, near the M<HISaATHIET.

In the interlude of the fifth act we learn about Tx1gl’s headache
which must have been the outcome of the events in the previous act.
Thus it happens on the day following the previous act. The time
must be an hour before the evening as in the main scene we learn
that it is quite dark outside the g%z, (cf. AITNEFL AT IS
qftgqm=Isy FEET: | P. 82). The main scene takes place in the
et:ening on the same day. The interlude takes place in a part of
gal% s palace, while the main scene is laid in the sea-house.

In the interlude of the sixth act we learn that I3 is re-establi-
shed on the throne at Kausdimbi, the capital-city of the Vatsa—king-
dom. TTIH started his march against Aruni at the end of the fifth
act. Thus at least two weeks must have passed between acts V and
VI. The interlude probably, takes place in the morning. The main
scene of this act is the continuation of the interlude. The interlude
takes place near the Golden—arch of the Iaga’s palace in BEEE.
The main scene takes place in the inner apartment of the palace.
( cf. FE FIIATAA-ALIGETAILO & HAEI0—p- 116 ).

The entire action of the play thus, appears to cover a period of
one month approximately.

Below is given a chart showing the time and place of the action,
act by act.

ACT | PLACE | TIME
A Few Days after the Fire at Lavanaka

Act I | The @9)9% on the outskirts of | 11 a. m. — 6 p. m_
U&Yg, the capital city of
Hilg-country-

Two Weeks after

Act 1I
Interlude Palace of 35& at about 8 a. m.
Main-Scene | #FHTEAIHET in the garden | at about 9-30
of 3% s palace. a. m.



Act IIT

Act IV
Interlude

Main-Scene

ActV
Interlude

Main—-Scene |

Act VI
Interlude

Main~Scene
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On the Same Day

| Pramadavana garden atta- [ at about 10 a. m.

ched to the 7a:9% of IAES
palace |

After Five Days

at about 10-30

! a. m.
Pramadavana, near the 9Tgei— i 12 noocn-3 p m.
IS l

On the Next Day

Z3i%’s palace

Zai% s palace 'at about 5 p. m.
Sea—House "at about 6 p. m.

Two Weeks After
!
at the F1TAGIN of the Tegd’s |
palace at &r@TaT

Inner Apartment of the palace
of SzT l

at about
8 a. m.

Technical Remarks

The Svapnaviasavadattam is technically a ¥12% according to the

rules of Sanskrit dramaturgy. It is thus defined :

are% =g eregsf~aaniFaan |

fremdateguEd g% i i

gEgaanifas At |

gt Tnuereasign: aftEiRtan |

gEITaEam TS Fargar, |

fEgqisy fesaifesa ar goarg aEst qa

OF CF VaES! g &) U ar |

AFA T@: &3 FE1 fAEeusTEa: )

FE: 9 37 AT FIASAIGAYENT: |

MYSTHGATE G T+ q&7 Faaq ||



28 Svapnava@savadattam

The plot of Svapnavidsavadattam is woven around the well
known ( ®g1a3% ) legend of Udayana. It consists of six acts. The
hero of the play is the king Udayana who is Hitefod. A sieaf@a hero
is described as fafir=ay waifa FoY ANwfoa: w1 I is care-
free, sympathetic and a skilled lute-player. The principal sentiment
of the play is ZIZX and %8, 1 and T are the subordinate senti-
ments. §The principal characters of the theme are four only viz.
TSI, AR, FTEIE and FTEAL.

The Sttradhdra introduces the main characters of the play by
employing §RIE in the opening stanza. The prologue is of the
gqnnfaad type. The 3@ employed in the play is WRAY 3. The
play ends with the conventional epilogue.

Except for the king, Yaugatdhariyanha, the two chamberlains
and the Brahmacirin, the other characters speak Prakrit. It is quite
strange that the Tapas! speaks Prakrit language. It may be noted
that the 9fif3i®1 of the ArSFFEHMT and HW=gE of the FI=TT-
HT9H speak Sanskrit.

A Note on the places referred to in the play

Vatsa-Kingdom, Kauéambi and Lavapaka.

The 9 kingdom refers to the kingdom that lay between the
Magadha and Avanti kingdoms, I. €. it corresponds to the country
around the southern part of the Ganga—Jumna doab. It was also
known as Vamsas. King Udayana, the hero of many romantic tales,
ruled over this kingdom. The country received its name from the
King Vatsa of Véaranasl, the son of Pratardana.

Kausamb]i, according to V. Smith, was in the valley on the Tons
river., The Sutna railway station, marks the approximate position
of Kausdmbi. The famous chinese traveller Hiuen Tsiang twice
visited this city, who describes the city as lying south—west of
Allahabad. The Asoka pillar on which Samudragupta recorded the
history of his reign is supposed to have been originally erected in
this city. Some scholars identify Kauéambl with the town Kosam on
the left bank of the Jumna, near Allahabad. Lavéanaka is the name
of a village on the eastern frontier of the Vatsa-kingdom.
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Magadha country and Rajagrha

The Magadha-country corresponds to the Southern part of the-
modern province of Bihar. In the Buddhist works, it is referred to
as WESEMYE. Even to—day the districts of Bihar and Gaya are
known as Maga (which is the corruption of Magadha). It was an
important political and commercial centre in the Northern India.

Rajagrha (also known as Girivraja was the ancient capital of
Magadha—country. It was surrounded by five hills and the river
Sarasvatl flowed through the city- The city was fortified by
Bimbisdra. Up to the reign of King Dars'aka, the city continued to
be the capital city of Magadha; but Darsaka’s, son Udayin
established Pataliputra as the capital city of Magadha—country.
Rijagrha is identified with modern Rajagir in Bihar, sixty-two miles
{from Patna. It is among the hills near Gaya.

Avanti and Ujjayini

The country of Avanti roughly corresponds to modern Malwa,
Nimar and the neighbouring parts of the central provinces. It was
one of the four powerful kingdoms when Buddha lived, the other
three being #T4, J&™ and @, The king Vikramaditya, the hero of
a number of romantic and interesting legends is said to have ruled
over Avanti.

Ujjayini was also known as Avanti and was the capital city of
Avanti-country. It was situated on the river sipra and covered the
area of two miles. It is famous for the ancient MahikaleSvara
temple. It was known for public baths. It was known as an
important trading cenire in ancient India. The famous poet Kiliddsa
is supposed to have lived in this city.

Uttarakura:

According to Dey, the Uttarakuru corresponds to the northern
portion of Garwal and Hinpadesa on the slopes of the Himalayas.
According to the Aitareya Brahmana it is situated in the neighbour-
hood of the Uttaramadras. R&méiyanha includes Eastern Turkistan in
the country called Ulttarakuru, whereas the Mahédbharata includes
Tibet. It appears that Kashmir or Tibet might have represented
the Uttarakurus of the ancient days. It was supposed to be the
country full of joy and happiness only.
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Kampilya :

It corresponds to modern Kampil twenty-eight miles to the
north-east of Fathgad in the Farokhabad district of U. P. It was
the capital city of Drupada, the king of south Pificala. It was the
scene of Draupadl's Svayamvara. At present this city is known as
Kampil.

Characterisation

Udayana :

Udayana, the hero of the play, is the king of Vatsa—country.
He is known for his skill in playing on the lute. He is handsome
and looks like the god Madana, without his bow and arrow. King
Zai% also is charmed by his handsomeness and youth. He was
extremely sympathetic. It is this trait of his that attracted both
FIEAETT and 9TEAT towards him.

His love for 919de1 is deep and intense—nay almost proverbial.
At the mere news of her death, he decides to end his life.
With great efforts he is restrained from such a rash act. He
embraces the half-burnt ornaments of FTEIETl and faints. He even
prattles like a mad person. He finds no delight in life without
grageTl; he does not eat; weeps continuously and does not even care
for the toilet of his body. The very fact that fﬁﬂﬁf{(ﬁrﬂr, thought
that TEI®’s marriage with 93(EAT is just impossible, so long as
FTEIETT is alive is a great testimony to his immeasurable love for her.
He is unable to forget I1@9%™I, whom he believes to be dead, even
after his marriage with Padmavatl.

In the private and confidential conversation, he declares that
gz1TgdY, though attractive and virtuous is not able to captivate his
heart as F19eeTl did. When alone, he always grieves for HTHegT,
even when he knows that she is dead. Being sentimental he even
sheds tears on remembering her. He thinks that by shedding tears
one pays off the debt of love one owes to the departed one. (IV. 6.)
We can well imagine his boundless joy-nay, ecstasy, on seeing
qrEggl alive in the 6th act.

Though he loves FT&aE T, he is quite careful to see that 93ngdls
feelings are not hurt. He tells her a lie while accounting for his
tears (in act IV) for he knew well that the truth will hurt the
feelings of axiadl cf. & IR SEAAEEG F@T: (p. 72) He
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-does not directly decline the request of YSIIg=1 for teaching her the
lute. He observes all the formalities with 9571adt; he goes to meet

her in the IATAT and also goes to the Sea-House for inquiring about
her health.

Though a romantic lover he does not lack heroism. It is true
that he is not heroic in spirit, yet when occasion demands he could
girt up his loins. When cheered by Dar3aka, he, casting away his
depressed mood, leads the army against Aruni to regain his lost
kingdom. He is modest as he attributes his victory to the prowess
of #IT1@A. He is considerate for he is afraid to face the relatives of
F1Eael in the sixth act. He is a true friend for though reluctant he

replies to the question of {§3%% when the latter conjured him by
friendship.

He appears only in the last three acts; yet his presence is felt in
every act. In the first act, one learns about his lamentations for
Fragzal from the narration of the Brahmacirin, In the second act,
he is the main topic of conversation. The third act deals with the
events connected with his marriage.

The reference to his love-affair with f3¥f&%r (p. 90) appears
quite strange—particularly when his love for Vasavadatti is represent-

ed as almost proverbial. Udayana, for a moment, comes down in our
estimation of an ideal lover.

In S]3¥, we have a picture of a true lover-to whom love is the
very flame of life, which enlivens him with boundless joy and when
extinguished, it leaves him in unfathomable grief.

Yaugandhariyana

Yaugandharyana is an ideal minister, with unerring devotion to
his master. Nothing but his master’s welfare is hischerished aim.
He, therefore, boldly undertakes to execute the well-calculated but
intricate plan for regaining the lost kingdom of his master. The very
outline of his political strategy is sufficient to indicate his uncommon
abilities as a minister. He is the real Sutradhara of hisplan, with
delicate but not dwindling strings tied to the puppets. His judicious
calculation and ability of execution are revealed by the successful
working of his scheme. The trick of putting the ornaments in the fire
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and leaving a person like Rumanvin to take care of the king speak
for his wisdom. His immediate decision of depositing IFTGATAT with
9=7Tael with a double—purpose, reveals his shrewdness and practical
insight. His worldly wisdom and deep insight into human nature
are seen from his tactful ways of consoling ST¥ISTT when she feels
humiliated in the disguise of an IFFa®T~woman. He consoles her
saying that even gods, when unrecognised, are subjected to the
similar treatment. He gently reminds her that she has willingly
undertaken to suffer for the sake of her husband and does not
forget to encourage her by pointing out that the sufferings are only
temporary and that very soon, the brighter days are to come
undoubtedly. He is clever for he elicits the required information
from the Brahmacarin very tactfully. He is ready-witted for he
promptly corroborates the guess of 93! by saying I&HeIT TTTHIRT
I 9T | — to explain away the tears of aIEAIAT which were really
caused on hearing about the pitiable condition of T¥¥9. His keen-
ness to see that the relation, between ISIIT and FHIIWT remain
undisturbed shows that he is not a ruthless politician. In his
enthusiasm of regaining the kingdom he does not forget, disregard
or underestimate the personal (or family) happiness of ¥I¥9 and
grgagtdl. He is a man of controlled sentiments. Unlike si@as=r,
he does not feel insulted in his disguised status nor he is moved on
hearing the tragic condition of ¥%3« from the Brahmacirin. Heis
Hberal in outlook, and like a true officer, does not fail to appreciate
the work of his colleague THIT. His modesty is seen in his remark
that his responsibility is not as heavy as that of THuaT9. He deserves
all compliments for his successful role of a wandering ascetic.

In spite of the fact that Yaugandhardyana appears on the stage
in two acts only (Acts I; VI), he leaves an impression on our mind
of an able statesman, with unerring foresight, brilliant planning and
executional insight and an uncommon understanding of human
behaviour. He deserves the confidence placed in him by grggzT
and Sg49. Heis, indeed, a worthy minister, covetable colleague
and a true friend.

Vasantaka

q9-a%, the boon-companion of the king, possesses many traits
of the conventional {3¥% of the Sanskrit drama. He is fond
of sweet dishes and easy life. His conception of happiness is
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characterised by two factors only viz. sumptuous meals and sound
health. cf. & AFFIRIAAETTTE T | (p- 46). He likes T=adl more
than gT9a<#! because the former often feeds him delicious dishes.
On obtaining a residence in a palace, pleasure-baths and dainty
meals, he feels as if he is enjoying a stay in the heaven. He is not
able to restrain himself at the sight of sweet dishes; hence he tells
the 92} to bring anything but food. He considers himself unfor-
tunate when unable to eat due to indigestion.

His stupidity as seen in his childish obstinacy to force an
answer from S299 with regard to his degree of love for JEIASTT and
gEdY, can be justified on account of his intimate friendship with the
king. His proverbial ignorance and poor memory are well revealed
in his confusion of the names of the king Brahmadatta and the city
Kampilya. He is timid in his heart; hence in the dim light of the
evening he imagines the garland fallen on the ground near the gate
of the Sea~House to be a serpent. His blunder about the ®YFEwifa-
afRgaT speaks for his ignorance of even worldly knowledge. It may
be noted that the humour arising out of the Vid@saks’s stupidity is
cleverly uiilised by the dramatist to relieve the seriousness of the
situation.

Though reckoned as a buffoon, he does show sparks of cleverness
on some occasions. He cleverly explains away the tears of SEg«
to 9=Tiadt by saying that they are caused by the dust of the Ka<a
flower which got into his eyes. He, on this occasion, deserves the
compliment paid to him by =TT viz oE! axfEc® sw@ aisEsly
gaTfdey ux wafdl (p. 12). He shrewdly encourages— goads—Saas to
give a reply to his awkward and embarassing question by saying—
T GE wug AT TR, SREFfEant To get a reply from
Udayana, he, at first, like a diplomat, persuades him, then assures
his co-operation and thus removes his apprehensions, thereafter
threatens him and lastly conjures him in the name of ‘friendship’.
A mere buffon or a stupid fellow cannot be so diplomatic! He is
a sympathetic friend and feels concerned about ITF«’s sorrow.
When the king laments for 919dg%T he tries to divert his mind by
talking about 93iwd! and by pointing out the line of white cranes
flying in the autumnal sky. When the king is unhappy on hearing the
word Uijjayini, he immediately starls telling another story. Like a
sincere friend he consoles the king by telling him that the dictates

3
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of fate cannot be transgressed. (cf. AT IXIG WA HFRAFAWR
fg f&fa:—p. 68)

When 9=TEdl approaches S84« at the end of the IV act, the
fagus, realising the delicacy of the situation, reminds S&3I9 of his
other social duty. At the end of the Act V, the g9 tries to lead
the king away from the Sea-House, so that he may be free from the

thoughts of ITHAZTT seen in a dream.

He plays significant part in the development of the plot. He is
responsible for the blockade of the ladies in ActIV. His childish
obstinacy results in the emotional breakdown of 39+ in act IV and
is also indirectly responsible for the headache of gsfiadl. In the
Sea—-House, his reference to Ujjayini is responsible for the dream of
I3Y9 about Vidsavadattd, the main scene of the play. Thus his
stupidity is well exploited by the dramatist to unfold the events of
acts IV and V. Though 9980 says Wag 99g q9G%, TALIaaa
(p. 68) she must have felt grateful to him for without his stupidity,
she would not have obtained °the compensation of her stay in
disguise.’

gH~dw%, thus, is not only a conventional buffoon but is also a
clever and a sympathetic friend.

Visavadatts

graggtl, the heroine of this play, is the beloved wife of the
king S899. In our play, she is separated from IT9+#. She lives in
a disguise of an {E=a%~woman and is supposed to be dead. It is
this peculiar condition in which she is placed and is made to suffer
that makes this play interesting and unparalled.

The theme of the play is woven around her. She is present in
every act of this play. There is no incident in the drama which has
no direct or indirect bearings on FHITHI. The theme originates,
progresses and ends with F1EIIT. It is no exaggeration to say that
%maraa?ﬁq is essentially a play of FWAT-—nay, a play of
Frgagars fortune.

She is self-conscious. Though she has willingly undertaken to
live in disguise, she feels humiliated When driven away like an
ordinary person, by the soldiers. (cf. T, Gt afesd: aidd Meqreafy,
g 9ftaa:ip. 4). The various ways in which Yaugandhariyana
consoles and persuades her speaks for her overwhelming sense of
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self-respect. She is sympathetic and affectionate. She feels sisterly
love for w=Trae. ( TaaRERT gyar wffHErREIsh #sT 933 1 p. 8) She
does not fail to appreciate the beauty and speech of 9=IEdy. (cf.
sifvsTged @oaedr ¥R | p. 8; @f% ®IHT giT @egEar AU p. 10).
She feels Padmavat! to be “her own” on learning that she is likely
to be her sister-in-law. Even after her restoration, when Padmavati
begs pardon of her, she remarks—37{¥&d 10 TR (p. 122).

Her love for Udayana is intense and deep. It is for the sake of
Udayana only that she willingly undertakes to remain in disguise
and silently suffers her lot. She silently receives the information
that her friend 7E1'gaY loves S¥99, her own husband. She, in the
same manner, learns the news about 93{1&dl’s betrothal with SZI4.
‘With unsurpassable patience, she weaves the marriage-garland for
her co-wife and before her very eyes, sees her husband ¢ becoming
somebody else’s’. Yet she does not protest or create any obstacle
only for the sake of her lord and his prosperity. She willingly under-
took to suffer physical pain and humiliation of the stay in disguise
for the sake of her husband. She had not the faintest idea that she
is removing herself only to make room for another person—her
co-wife. The cruel fate is not satisfied with her physical sufferings ;
it persecutes her even when she stays in disguise. She with all
her helplessness, is compelled to listen to S397’s praise, to weave the
wedding garland for her co-wife and to see for herself the boundless
love of 9z17adT for her husband. She does not utter a word of protest
openly though often, to herself, she gave ventto her emotional
reactions.

The incidents that occur before her must have penetrated her
heart and caused unbearable pain to her yet she suffers it with
closed lips and restrained heart. Her love, suffering and sacrifice
.are indescribable and deserve the bighest tribute. Even in the midst
-of this suffering, her love for Udayana has not become less. She
still loves him with the same warmth of her heart. She leaves
Padmivat! alone to console Udayana when the latter has suffered
emotmnal break- down in the Pramadavana. (3997 fay ¢ g SwEivsg
TRy ReeaTgFd fMiran | sgda afasaifi p. 70). On learning about
9aT1gdY’s headache, she feels worried as it would make T€I9 uncom-
fortable. cf. PREIIEHANITEY FAFTATETAl T0 qaEeren
FTHT L (p. 88).

Destiny though cruel to her, has amply and richly rewarded her
self-sacrifice. From the Brahmacarin she gathers that Udayana’s
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love for her is sincere and intense. She feels consoled on knowing
that Udayana: on his own, did not offer himself to 331EdT but only
tacitly accepted the offer of @ai%. She must have experienced an
ecstasy of joy on hearing from S339’s own lips that he loves her
more than Padmavati. In the Sea-House she gets an irrevokable
proof that SEI¥ really loves her and that not only his heart but even
his sub-conscious yearns for her. She recognises this priceless
reward and says—=&X FAGNET TREIET | WA  AWGITASTT TgW:
qIEa |l (p. 64).

Unlike Padmivatl, she is emotional and has less control over
her heart. She weeps on hearing about the tragic condition of
8399. She sheds tears on seeing S&9¥ in the Pramadavana. Often
she lands herself in difficulty by spontaneously uttering remarks
which apparently are either unwarrented or unsuitable. (cf. siEITRaT
afy aft ga=1TT | p. 32, srars=ferEg | p. 34, 52). She resorts to a
secluded corner in the Pramadavana during the marriage of
PadmavatlI for she knew well that she would not be able to controt
herself. Often she, to herself, gives vent to her feelings. (cf. Q&%
FHATAFREN wag, p. 20; T9T JUT @TH QW7 AASHEAT J
Z&AH, p. 36 ; TN 9T ww@ET: g39: | p. 38).

She is ready-witted, for she saves herself from the awkward
sitnation which might have disclosed her identity. cf. ¥ @g &
TAT AW GAANNAT TFAR (p. 34) TASIRARN 9 T=95 1 (p- 32)
qeq: THE: °T TS 9 gfitgsifa | (p. 52).

She has full confidence in Yaugandhardyana, cf. ®ag! sif=ns
%0 7 FHsafa  (p. 12.)

She is noble and dignified. She does not blame anybody for
her miseries. She only blames her lot and suffers it silently cf. Sty
STEFUT: el | (p. 40).

She knew the art of lute-playing which she had learnt from
Udayana. She is skilful in weaving the garlands. She cleverly avoids
the undesirable herb (viz. 991737 ) while weaving the wedding
garland for 93TEel. She deserves the compliments (cf. AEIFSTAT
fRavar fagur enafEasr i p. 40) paid to her by the wife of Daréaka.
She is jovial and playful also. (cf UNIRR qeoftsr WiSTHEETTY 1
p- 30; T 37 §sT aXgE 9zAfT ) p. 30). Though a co-wife, she
treats Padmavati as her close and dear friend.
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Frgagar will ever remain immortal as an ideal wife, whose love
for her husband is unsurpassable and whose self-sacrifice, for the
sake of her lord, is sublime.

Padmavati

Padméavati, the second heroine of the play, is the sister of 2,
the king of Magadha country. She is both lovely and noble in
appearance. dTHI{T, on seeing her for the first time, spontaneously
remarks—3IfHSATIRY @eaedl €99 | §394, in his confidential talks,
pays compliments to her beauty, conduct and sweetness. (IV.5)
Vidisaka also describes her as ‘young, charming, having no temper
or pride, sweet—tongued and courteous’- (cf.p. 66) As a girl in
her teens, she is attractive and playful (Act II).

She is pious and religious minded. (cf. I.6). She comes
to pay her respects to her mother inthe §91§%. She bows down
to the T4, the senior matron in the hermitage. She invites the
ascetics to select their gifts freely. She is true to her word. She
accepts the heavy responsibility of guarding FTEI&HI in spite of the
warning of the chamberlain (cf. &I ! Sgagary. .. FAafgg))

She is sympathetic and considerate. She avoids meeting SI+ in
the S#3a for the sake of THIETL (cf.. a9 FROATIZA TRERT 1)
She appreciates the king’s lamentation for F19asx1 even after her
own marriage with him. cf &RV TaEgy ¥ sEEaoEYar
FrEaeaET g, AT (p. 66). She is very affectionate. She
regards TIHEET as her own.  ( SMEHIFZTAY €IV | p- 14). She regards
graagal’s kinsmen as her own and is eager to learn the well-being
of #3T89. She has a high sense of respect and dignified manners.
Though a princess, she respects the age of FTEITAT and addresses
her as e14(.  She never leaves q1949gt1 alone. She is affectionate and
amicable. Within a few days only she becomes a close friend of
JrEGEAT so much so that the latter addresses her as 7. Even the
maid servant is not hesitant to disclose 9alEdl’s cherished love for
I[IA to gTHag™l.  She pays her respects to the picture of FrE=HETTT
and begs pardon when she learns that 19991 is her senior co-wife.

She is quite simple and straightforward. She accepts the
explanations offered by ATHATHT (viz. QTSI FIAL T4 | p- 32 ;
7 @g fHfaa) agr s dacatgrdi=) Aadifi | p. 34 geeq; e 91 =S
« qfieqsifa p. 32) She is practical. She does not desire to face the
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relatives of F1Ha3AI as it would make them uncomfortable. (cf. 7% a7
FENEY Ud S+ SEIsTE 1 p. 104)

Her love for Udayana is true. She loves him because of his
sympathetic nature and not for his personal charms. When asked
by g19agwr, she declares her intense love for Udayana in a modest
way by saying—=313 « S | s AEatesRaar wnfa (p. 52).
Though modest in tone, this remark is sufficiently eloquent in
expressing her deep love for the king. Like every young beloved.
she is keen to receive compliments from her husband ; hence she
restrains her maid-servant from plucking the Sephalikd clusters.

Like her love, her patience too is boundless. She displays
heroic endurance and infinite patience. She does not complain; she
does not even indicate her displeasure or anger ; she only prefers to
suffer silently and admirably like a nobly-born princess. She bears
disappointment quietly when Udayana remained silent in the matter
of music-lessons- She does not exhibit any sign of displeasure or
jealousy when Udayana declares that he loves 3d71898<l more than
her. On the contrary, she snubs the J&t for passing a bad remark
about 39+ and says that Udayana is really a courteous person as he
remembers FTQFEAT even after her death- Though she knows the
real cause of tears of Udayana, she pretends complete ignorance and
accepts without any taunt-the false excuse put forth by the Vidlisaka
and the king. To suffer silently the position that her husband loves
the departed wife more, indeed, requires uncommon patience and
heroic courage.

It may be noted that the ‘silence’ of 9=Iradl need not be con-
strued as her ‘coldness’. She has a loving heart. She almost faints
on learning from the Brahmacarin that S399 lost consciousness.
She prohibits the plucking of Sephdlikd clusters, as she is
eager to receive compliments from her husband. She is not
cold but she is too noble and too loving. She does not desire to
hurt the feelings of her husband. She knows well the sympathetic
nature of her husband; hence she takes every care to see that his
emotions are not disturbed. After her question about music-lessons,
the deep and heavy sigh of ITa7 must have deterred her from
asking any fuarther gquestion to him. She has seen the emotional
break-down of 3%I9 in the Pramadavana, in act IV. She
must have realised that her anger or displeasure would
only worsen the condition of Udayana, hence she speaks
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nothing and with a controlled heart, just does what her lord says to
her. Thus her silence is not due to her indifference to Udayana or
due to the lack of any love for him on her part. Rather, it is the
result of her too much love for S34d. She does not desire to be
silent ; she is compelled to keep silence by her own love for Udayana.
Her uncommon silence speaks eloquently about her Himalayan
patience and unsurpassable courage. In this respect, she scores a
point over grEaadl for while latter often gives vent to her emotions,
in her speech to herself 9=71gT does not, even for once, do the same.

In 9=T=dl, we have a noble princess, affectionate friend and a
loving wife. Her love for her husband is boundless and sincere ; and
her patience and suffering are incomparable. If S3g«’s love for
g1ggEdl is proverbial; 9TAdls love for S&99 is unparalleled. If
FIHEEAT evokes our sympathy, 95719471 does not fail to evoke our pity.
Like 919=gTT, we are also induced to say: SiFEWT E@g 3’5(’( on
seeing TEN1Fd! s silent sufferings.

General Observations on the play

Analysis of the theme :

The Svapnavasavadattam is a play governed by two motives—
Political and Psychological. The Political motive viz. the regaining
of the lost kingdom of S, is utilised only as a background for the
other motive. As political motive is made subservient to the other
motive, the reference to the lost kingdom occurs only in act V.
(A casual and an indirect reference is also found in act 1). Bhisa's
purpose is to depict the psychology and conflict of emotions of the
characters who are rather compelled to live in unusual circumstances.

The political motive is rather difficult to achieve as it is beset
with many difficulties. Sg¥9 had lost his royal glory. He alone
could not give a challange to Arunl. He, when bereft of royal
prosperity, was not likely to get any help from other kings to fight
against Arunl. The King Pradyota (Udayana’s father-in-law, also
known as HgIE9 or SHIIET) could have helped Udayana, but the
latter might not have thought of getting the former’s help for two
reasons ; firstly he did not know how Pradyota looked upon him
after he had eloped away with his daughter Vasavadattd and secondly
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Udayana, being a man of self-respect and dignity, might not have
liked to approach his father-in-law for any assistance-—particulary
when he (i.e. Udayana) himself was in misery. To overcome these
initial difficulties, the only course left open to him was to secure
help from some powerful neighbouring king.

Yaugandhardyava knew this very well. He also knew about
the astrologers prediction about the marriage of Udayana with
Padmévati. If this prediction comes to be true, the initial difficulties
will be solved. For the king DarSaka, then being the brother—in-law
of Udayana, will undoubtedly help the latter to regain his kingdom-

But Yaugandhar@yana’s worry is-when this astrologer’s
prophecy will come true? He is certain that as long as FTOgaNT is
alive, the marriage of Udayana and Padmdvatl is just impossible.
Udayana’s love for qT49T1 is so intense and sincere that he would
never think of any other woman so long as Visavadattd is alive.
(Nay, it is rather doubtful whether he will think of remarrying, even
after the death of #T¥ag¥1). Pradyota, the loving brother of
Padmavat, will not offer his sister to Udayana, while T899 is
alive. Yaugandhariyana is also aware of the fact that the attempt
to regain the kingdom from Aruvi cannot be indefinitely postponed.
Thus the only course left open for him is to help the Destiny in
effecting the prediction as early as possible. Hence. the humane
minister Yaugandhariiyaga plans to remove Vasavadattd for some
time to a distant place, to spread the rumour about her death, to
effect the marriage of Udayana and Padmivatl, to regain the lost
kingdom and finally to restore Vasavadattd to Udayana.

Vasavadattad’s love for Udayana easily induces her to help
Yaugandhar@yana in his political ( but not ruthless) strategy. But
what about Udayana? The news of F1&agdl’s death will definitely
unnerve him—to what extent no one can say- Yaugandharayana
himself cannot remain with Udayana as he has to guard Visavadatt
and to arrange for the marriage of Udayana and Padmavatl. So
Rumanvan is entrusted with the task of comforting Udayana in his
sorrow and inducing him to Inarry Padmavat!. After the marriage
it is an easy task to secure %’s help and to regain the lost kingdom.
The political motive, can thus, be successfully achieved.
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Yet there are two difficult problems, without solving which the
political motive cannot be achieved. One of them is the concealment
of Viasavadattd and the other is the restoration of Visavadatta.

Visavadattd has to remain in disguise at a distant place and in
safe hands. To escape from Livanaka and to spread the rumour that
‘Vasavadattid and Yaugandhariyana are dead comparatively an easy
task. This is achieved with the strategy of a fire at Lavipaka.
‘Luckily, Yaugandharayana, on his way, meets Padmivat] and tactfully
deposits Visavadattd with her. This is done with a double-
purpose : firstly, that the pious Padmévatl would guard the virtues
of Visavadatti and secondly PadmivatTs testimony to Vasavadattad’s
conduct will be unquestionable for Udayana at the time of the
restoration of Vasavadattd at Kau$ambI Thus the first difficulty (viz-
Removal of Visavadattd from Livanaka and depositing her in safe
hands) is admirably solved by Bhaésa.

But the more difficult problem is the restoration of Viasavadatta.
Padmavatl’s testimony may satisfy Udayana. But what about
Vidsavadattd ? What about Vasavadattd’s matrimonial relations
with Udayana? What about Udayana’s love for Vasavadattd?
What place Vasavadatti, after Udayana’s second marriage
will occupy in the heart of Udayana? This is a very delicate
difficulty. Visavadattd is not merely to be restored to Udayana, but
she is to be assured about hislove for her. Sheis to be amply
convinced that Udayana, even after his second-marriage, loves her
as before. Her self-sacrifice is not to be compensated by the “Office
of the queen of the Vatsa-Kingdom’ but is to be fully rewarded by
assuring Udayana’s love for her. This task is achieved by Bhisa in
a superb manner. All the main events in the play are devoted to
get over this delicate difficulty. The parration of the Brahmacarin
convinces Visavadattd, about the unfathomable depth of Udayana’s
love for her. The encounter in the Pramadavana provides her with
an opportunity to hear from Udayana’s own lips his confession that
he loves TT9agaT more than his newly married wife Padmavatl. The
dream-scene in the Sea-House, convinces Vasavadattd that she alone
occupies the place in the heart, as well as, in the sub—conscious of
Udayana. Itis a matter of supreme joy for a wife to unravel the
mystery of her husband’s sub—conscious and to find only herself
therein. Bhiasa, thus has successfully achieved the ‘‘Restoration of
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Vasavadatti —nay “the Restoration of aloving wife to a loving
husband”.

Psychological Aspect of the theme

The choice of the theme and characters has made the psycholo~
gical treatment of theme inevitable. Even the political plot of
Yaugandhariyana is moulded by the pessible psychological reactions.
of the characters involved in it. This is not a play of a king and
a queen but is a play of a loving husband and loving wife who
happend to be a king and a queen. This is a play wherein the
physical events are not described but the emotional reactions of these
events are delineated. Itis a play of the conflict of emotions and
not of situations. Visavadattd, though a queen, nobly surrenders to
the humiliations in the guise of Avantikd. She, though a beloved
wife, silently and helplessly witnesses—nay, participates in, the
marriage of her own husband with a young, noble and beautiful
princess Padmavatl. She, though very near, is compelled to be a
helpless onlooker of the emotional break-down of her loving
husband in Pramadavana. After a long time, she finds her husband
sleeping alone in the Sea-House, yet, being in disguise, she is
forced to leave the place quite soon with the consolation of having
obtained, the touch of Udayana’s hand for a few seconds. Though
Véasavadattd and Udayana stay together at Rajagrha and at
Kaus'dmbi, Visavadattd has to look at Udayana only secretly and
that too from a distance. Udayana, though being haunted by the
thoughts of Vasavadatta, is compelled by sheer political circumstances,
to give consent to his marriage with Padmavati. He, with his heart
yearning for Vasavadatt®, has to keep his show of loving Padmavatl,
his newly married wife. Padmavatl, who has dedicated her heart
to Udayana, has to silently bear him, brooding over the loss of
Vasavadattd. It is this ‘conflict’ or ‘play of emotions, that has made
this play unique and most interesting.

Development of the theme :

The theme is gradually developed, in convincing manner, with
the help of dramatic situations. Nothing appears as ‘strange’ or
‘unexpected’ in this play. There are no supernatural incidents or
unbelivable events. The various incidents and situations are well-
knit with each other. The arrival of Padmadavatl, Yaugandhariyana
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and the Brahmacarin in the penance-grove (actI) is accounted for-
There is nothing unusual in the religious-minded Padmavati’s
invitation to sages to select their gifts and in her acceptance of the-
deposit of Fraag_AT (act I) The Kanduka-Kridd is nothing but
expected of Padmavat! who is in her teens. The news of her
betrothal is not shocking, as her attachment for Udayana is already
known (act II). The marriage of Udayana and Padmivatl is a
long-awaited event (act III). The encounter in the Pramadavana
takes its shape quite naturally and convincingly (act IV). This
accounts for the head~ache of Padmdavatl, which in its turn leads
to the dream-scene (act V). Every possible care is taken to make
this dream scene plausible. (Read the appreciation of act V in the
notes). The discovery of the lute, the presentation of the portrait
of Vasavadatté,, the presence of Padmaivatl, and Vasundhari and
the arrival of Yaugandhariyana have made the restoration of
Vasavadattd gradual and perfectly natural.

The situations in this play are dramatic and psychological. The
narration of the Brahmacérin has different reactions on different
listeners. Véasavadattd is overwhelmed with sorrow, Padmadvatl is
depressed, Yaugandhardyana is happy and feels relieved, TapasI and
others show the formal sympathy. The encounter scene in the
Pramadavana is an interesting dramatic situation for herein
Udayana and Vasantaka talk about Visavadattd and Padmivati,
without knowing that they are quite near concealed in the bower
of the creeper. In the dream scene, the king addresses Vasava-—
dattd withowt having the faintest idea that she herself is listening
to his talk. The psychological significance of these situations is
already discussed above. The situations are handled with great
skill so as to keep up the suspense till the end. The dream scene
can be the best illustration in the point. The very fact that different
scenes captivate our mind is a testimony to Bhasa’s dramatic art.

The different situations are linked up by appropriate interludes.
The Pravesaka in the beginning of act II introduces Padmavat® as
a maiden on the eve of her marriage, and that of act IV informs
about the happy marriage of Udayana with Padmévati. The Prave—
faka at the beginning of act V links up the act IV and the dream-~
scene which takes place in the Sea—House. The Miéra Viskambhaka
in the beginning of act VI prepares the ground for the restoration.
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‘of Vasavadatta. Thus the plot of the play is skilfully woven with
interesting dramatic situations of deeper psychological implications-

At a few places Bhésa has left certain obvious things to the
guess-work of the readers or spectators. To illustrate, the throwing
of Viasavadattad’s ornaments in the fire at LavAnaka is to be taken as
a part of the trick of Yaugandhariyana. The discovery of the lute
‘and the well—-timed arrival of Yaugandhardyana in act VI may either
‘be the natural events which are controlled by Destiny or may
‘have been planned by shrewd Yaugandharlyana. It is rather
strange that the old and wise chamberlain of z5% should not
express anything on hearing the heart-rending account of Udayana
from the Brahmacirin. Has he become indifferent to vicissitudes of
fortune due to his age? Or, was he standing at a distance and hence
could not hear the account due to distance or the usual infirmity of
the limbs ? Does Darésaka offer his sister to Udayana on knowing her
desire? Or is it a trick of Yaugandhardyara in disguise ? It is rather
strange that the two Cetis do mot drag Viasavadattd to join the
festivities of marriage. The delicacy of this situation is apparent
but at the same time Vasavadatta’s capacity to suffer, as we know, is
limitless. These are but negligible points and they do not affect the
skilfully woven texture of the plot.

Structural Similarities in Plot-construction

Striking similarities are to be found in the construction of
different acts. The first and the last acts are crowded with many
characters and incidents. This is because the strategy of
Yaugandhardyaha is laid out in the first act and is wound up in the
last. Acts I and III are the shortest and they contain only prose
dialogues. They represent the action on the same day. In both
these acts, the motif is to reveal the self-sacrifice and patience of
Vagsavadattd, whose sufferings multiply with the unexpected speed.
Both acts IV and V contain domestic scenes. The motif of these two
acts is the same viz. to reward Visavadattd for her self-sacrifice.
In both these acts, FEIZHT comes near the king: in act IV sheis
only a few yards away while in act V, she is very close to Udayana
and even touches his hand for a few seconds. In spite ofthese
similarities, each act has its own appeal due to varied dramatic
situations and distinct psychological motif.
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The Plan of Yaugandhariyana:

The strategy of Yaugandhariyana is the pivot on which the
theme of this play revolves. It reveals the foresight and shrewdness
of Yaugandhariyana, the political wizard with humane heart. Though
all the details of his plan ate not mentioned in the play, yvet the same
can be reconstructed to some extent as follows :

Yaugandhariyapa must have disclosed his intention of
re-establishing Udayana on the throne of the Vatsa-kingdom to
Viasavadattd. He must have solicited Visavadattd’s active co-
operation in the matter by remaining in disguise for some time till
Udayana regains the kingdom. He must have also emphasised the
necessity of spreading the rumour that she is dead. He must have
also assured Vasavadattd of his full co-operationin helping her to .
remain in disguise and in happily restoring her to Udayana.

He must have taken into confidence the minister Rumanvan,
who must have been entrusted with the work of watching the king
during his mourning, consoling him, bringing him to Dars'aka’s
capital and inducing him to accept the offer of Dars'aka. He is also.
entrusted with the task of making preparations for a battle and
leading an expedition against Aruni.

Yaugandhardyana must have left the arrangement of fire at
Laviagaka to some of his assistants with all details well explained.
This can be inferred from the reference to half-burnt ornaments of
Vagavadattd. (p. 20)

The loss and recovery of the lute according to Dr. Bhatt is
a part of Yaugandhariyaha’s scheme. It is too bold to suggest that
the entry of the Brahmacarin is also planned by Yaungandhariyana.
One cannot say with certainty that Yaugandhardyana, in disguise,
must have induced DarSaka to offer his sister Padmévat? to Udayana
(even before the latter’s victory.) It is too much to presume that the -
events of the act VI are manoeuvred by Yaugandhardyana.

Some scholars believe that the entire scheme of Yaugandhardyana
is known to Viasavadattd. Thus, she remains in disguise fully
knowing that the king, her husband, is going to marry Padmavati
(or at least some one.) This is not warranted by the text of the play.
Her surprise at Yaugandhardyana’s decision to keep her as a ward
with Padmavatl (cf. g9, 58 @l ASGHEA SINT-HTEW: | p. 12) ;.
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her playful remark—usrfE ghusr wisg=wg@=ag (p. 30) and her
spontaneous outburst at the news of Padmdvatls betrothal to
Udayana (cf. swa1f&ay p. 34) clearly show that she does not know
all the deatils of Yaugandhardyana’s strategy. If she had known
before that her husband is to be married to another woman (or to
Padmavatl only), we do not expect her to become so sentimental
every time. The very fact that she blames the gods (cf. 3{FRUT: T@F
$qC1:—p. 40) shows that she is ignorant about this move of
Yaugandharidyava. Her oft-repeated remark—anﬁgﬁ\tsf\q M 9@
g3d: 1 (p 38-44) leaves no doubt about Visavadattd’s ignorance of

the details of the plan.

Characterisation

The characters delineated by Bhasa, are vivid and distinct. The
inherent limitation of the theme prevents Bhfsa from presenting all
the details of different characters, yet he has ably drawn the distingui-
shing features of his characters. v To illustrate, we find in the play
Udayana, a loving husband ; Vasavadatta, the loving wife ever ready
to sacrifice her own happiness for her lord; Padméivatl, noble and
dignified in love ; the VidGsaka, a true friend of the king; Yaugan-
dharayana and Rumanvin, the ever watchful, loyal and shrewd
ministers; the polite and wise chamberlains; the clever and affec-
tionate maid—servants; the mother-like DhatrI; the rude soldiers ; the
arge, a typical old woman; Darsaka, the loving brother and a
sincere relative; the appreciative wife of Darsaka ; Pradyota and
Angaravatl, the ever considerate and forgiving parents and the
sentimental yet bookish Brahmacdrin. Bhdsa has presented his
principal characters in their emotional conflict. These characters
arrest our attention and capture our heart because of their courageous
fight with the conflict of emotions. The characters live in our memo-
Ty not because of their physical appearance or material achievement
but because of the uncommon qualities of their hearts. Udayana
though haunted by the thoughts of V&savadattd, is helplessly com-
pelled to mary Padmavatl. His sense of courtsey compels him to
put on a cheerful face when his heart is burning with surging sorrow
Viasavadattd’s love for Udayana is so great that she sacrifices her own
happiness and with uncommon patience she sees—helps—her own
husband in marrying another woman. The conflict of emotions in
Vasavadattd’s heart on the day of Udayana’s arrival in Rajagrha must
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‘have rent her heart to the core. Padmaévatl, who has all her love
for Udayana, must have poignently suffered the mental tortures when
she learns that her husband is still remembering the dead wife
and is maintaining a show of cheeriul face. The characters
are presented in contrast. In act I the soldiers are rude and
indiscriminate while the chamberlain is polite and considerate.
The smart Cetl detects every blunder of Visavadattia, while
Padmavatl without any suspicion accepts the explanations offered by
Vasavadattd. Vasavadattd is sentimental while Padméavati is
self-controlled- Both suffer their lot but Vasavadattd often gives
vent to her feelings, commits blunders and blames her fate while
PadmaévatI does not utter a word of protest or complain, even to
herself. In the Pramadavana, the childish obstinacy of Vidasaka is
contrasted with the delicate embarassment of Udayana. On hearing
the confession of Udayana in act IV 91933 feels relief, 9=Tgqt
bears the unexpected shock with patience and the Cetl openly
protests. The characters have become lively and interesting with
their contradictory shades of vivid outlines illuminated by their own
psychological colouring.

Dramatic Irony and Suspense

The theme of the play has provided many opportunities for the
Dramatic Irony and Suspense which are skilfully utilised by the
dramatist. Vasavadattd and Yaugandhardyana stay in disguise till
the end of the play. Vasavadatta, stays in disguise, with Padmavat!
who marries S&4+ and lives with him for some time at her palace.
This peculiar position of gT8agTl and the tragic hands of Destiny have
provided many possibilities of Dramatic Irony and Irony of fate.
Yaugandhar@yana and Vasavadattd hear the news of their own death.
{Act I) Padmavati’s love for Udayana and her betrothal with him
are declared in the very presence of Vasavadatti, the beloved wife
of Udayana- Visavadattd is made to weave the wedding garland
for Padmavatl, her co-wife. Vasavadattd has to watch her own
husband marrying another woman. Padmavatl has to hear from
the lips of her own husband that she has no place in his heart
Padmavat!, who knows the real cause of Udayana's emotional
breakdown ( act IV ) has to accept the false excuse put forth by he
husband. Visavadattd has to refer to herself as ‘ dead’ (p. 44); and
¢o her lord as ‘mahdraja’ and jamatd’, (p. 40). Though near
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Visavadattd cannot meet her husband and Udayana believes her to
be dead. At every emotional reaction of FTEE]TI, either in speech
or in tears, there is a possibility of her disclosing herself. The scene
in the Sea-House is full of suspense throughout as at every moment,
there is a possibility of JTgEAT s’ identity being disclosed. Our
suspense reaches its climax when Véasavadatta puts Udayana’s hand
on the bed. The oscilliation of Udayana’s mind whether he has seen
real VasavadatiZ or a vision keeps us in a delightful suspense.

Stageability of the Play

The plays of Bhisa are well known for their practical and
vivid stageability. The absence of Supernatural element, the forceful
dialogues, the comparatively less emphasis on descriptive prose
passages on verses revealing the poetic skill and on the artificial
construction of sentences, the simple but intriguing situations and
the well-knit plot make the staging of the play successful. Every
scene is laid on the picturesque background, The narration of the
Brahmacérin takes place in the pious ddlae; the encounter-scene
in act IV is laid outside the bower of Madhavl creepers in the
Pramadavana with blossomed Sephilikd flowers and the dream
scene has the surrounding of the quiet and cool sea~house. The
psychological motif and the artistic device of dramatic irony and
suspense have also significantly contributed to the stageability of
the play.

While staging the fourth act, the stage is vertically divided
into two parts: (i) the WIIHISA™UET wherein 95TEGT and @IV
are blocked up and (ii) the garden of Sephilika clusters, outside the
HHHISAHET where the king and fa39® talk. In the fifth act also
the stage is required to have two parts: (i) GgETE with the bed (i}
some part outside Yg&TE from where the characters enter the GHsIg.

Humour in the Play

Bhasa is described as ‘ Laughter of Poetry, by Jayadeva in his
drama Prasannarighava, (cf. ¥T&@r 21a: | ). The unusual and peculiar
context in which the principal characters of this play are placed,
leaves little scope for humour. Yet the character of Vidisaka is
fully utilised for creating boisterous humour. Vidiisaka’s complain
about his indigestion and his reference to the rolling of the eyes of
cuckoo” provide boisterous humour. His surprise at the maid-
servant’s search for him (cf. % fafi< Wy aaPasyfg p. 46) and
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his eagerness to know the purpose of her inquiry (cf. 1% ffas wadl
g=efa | p. 48 ) evoke laugbter. His childish obstinacy in having the
reply from the king and his discrimination and evaluation of both the
queens are the best instances of boisterous humour provided by him.
His fear at the bees and his mistaking of the garland for a snake as
well as his womanly gesture of biting the tongue (p. €4) create a peel
of laughter. His confusion of the names of a king and city (cf. =ifa
AUt FEEY AW 9F &% UST #ifigedr 9@l (p. 86.) and his
embarassment at the sudden arrival of Padmavail at the unexpected
time (cf. T{aﬁ?&l Zaigd.l p. 70) cannot but make us laugh.

The playful teasings of Padméavati by Vasavadatti in act II
provide pleasing humour. Yaugandhariyana’s question viz. 9 afga
“&fd (p. 20) is an instance of subtle and delight{ul humour. The
humour is skilfully utilised to provide the relief and to remove the
monotony of the scenes. The humorous remarks of the Vidiisaka
serve as a relief from the monotonous lamentations of Udayana ,

General Remarks:

The play Svapnavidsavadattam is unique in many respects.
The psychological motif of the theme is already discussed above.
The characters too are presented under the focus of psychological
treatment. Besides, this is not the usual love-play, consisting of
“Meeting of lovers—Removal of obstacles and Union of lovers.
In the very first act we find the hero and heroine, though happily
married, separated from each other. The play ends with the
‘ Re~union ’ and not with the ‘ Union’ of lovers. The hero is already
married to the heroine, before the play starts. In the play he marries
the second heroine (Padmavatf) and is re-united with the first
one. It is interesting to note that this is a play wherein the hero and
heroine do not meet each other except in the last scene of the last
act. This is a play wherein the hero marries ( Padmivatl) not
because of his deep love for her but out of sheer indifference to life.
Herein, the characters are restrained not by any external obstacle but
by their own, self imposed, inherent and inescapable limitations.

The play Svapnavisavadattam is often described as the ‘play of
Vasavadattd.” Véisavadattd is the soul of this play. The very theme
of the play is made possible only by Vasavadattd’s willing self-
sacrifice. She appears in every act "The purpose of every act is
the conflict of emotions in the mind of Vasavadattd. In the first

4
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act the conflict in Vasavadattd’s heart is introduced ; the next two
acts heighten the same to its climax; acts IV and V gradually
lessen the tension of this conflict and the last act removes it
completely. Though FTEFZ®r does not prominently participate, in
the principal situations of the play (viz the narration of Brahmac@rin
in act I, the Pramadavana scene in act IV and the dream scene in
act V), she is the woman talked about in these situations. The
purpose of the whole play is to depict Viasavadattd’s glorious conflict
of emotions and to present her as an ideal wife whose love is
great and sacrifice still greater. This play is also described as the
Feminine Play’ in view of the prominence given to the characters
of Visavadatti and Padmavati.

Style of Bhasa

One of the factors that make the plays of Bhisa successful is the
proper balance of prose and verse and the use of real dialogues. He
never indulges in exhibiting his poetic skill by inserting stanzas
de:cribing the natural scenes or intensity of feelings. He knows the
art and use of verses but has used them judiciously. In this play of

510 dialogues, we have only 57 verses (of which 26 are in the
Anustubh metre).

His dialogues are simple, crisp and lively. They are almost
colloquial and never artificial. At times they are pointed and
forceful. (cf- TsT—ad agigaygsl ? ¥fa ! sfaw aawsal emEan
g | AFFaTAN—a @g T @F 93959y | ag A @ en Ge—1i
WAFE | AGIYFYST @eawr ¢ p 120). His prose is simple and vigorous.
He is fond of writing short, pithy and proverbial sentences (cf.
erfamaoitay £ Al (p. 68 GSAAMNRRE @F Qg TH | (p. 32)
etc. The use of colloquial particles like g9_, 319 etc. anhd expressions
like %: F13 ¢ (p. 46,) # |1H (p. 46) etc are also met within. The
feelings of the speaker are often conveyed through the device of
rgduplicating the words. (cf. ¥ag ¥ag (p. 8, @&l @i (p. 36), &I
| (p. 62), g awag (p. 68). Often some characteristic
sentences are repeated. cf eNIgASA AR qEAE: §3: (pp. 38 &
44) ; g @g 97 ( pp. 40, 88 ) AT AW TX AT |
FAUd. @gaar aweEgar (pp 68, 92).

Bhisa’s descriptions are picturesque. His descriptions of the
flying cranes (1IV. 2) ; of the bed in the sea-house ; (V.4.) of the
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hermitage in general (I.3) of the hermitage (I. 12); and of the
evening time (I. 16 ) are instances in the point. They are brief but
not sketchy; with vivid outlines they present before us the picture
intended by the author.

The verses in the play are simple and somewhat prosaic. Rarely
do we find the lyrical element expressed in them Cf. &ra=arsafiy«l
w /i, (IV 1D ; ssegmsfagra—D); glagafmg—(VL1); =i
ggzeda—-(VI 2) etc.

The play Svapnava@savadattam is the product of the mature
genius of Bhisa. It has become the most popular and immemorable
drama with its unique features like phychological treatment of theme
and characters, the presentation of the profound nobility of characters
through a delicate conflict of emotions, the unusual dramatic
situations full of dramatic irony and suspense, practical stageability
and crisp but vigorous and pointed dialogues. No wonder then that
even Agni could not burn the play Svapnavasavadattam. 7 (=eEr-
IR FIZRSIA T17%: | ~ YAE )

Social conditions as reflected in the play

The play Svapnavisavadattam throws a good deal of light on
the social customs and manners of the contemporary period.

The character of Tipasl indicates that women also took to the
forest life in old age. On the whole, people had respect for religion
and ascetics. Ascetics used to wear a tawny garment and lived a
contendted and peaceful life. They performed sacrifices, and were
known for their mercy, kindness and hospitality. It appears that
there were hyporcrites or ‘false S&dhus’ who resorted to monkhood
for earning their livelihood. People had faith in the predictions of
sooth—sayers and in the efficacy of the herbs endowed with mysterious
and miraculous powers.

Kings entered into military alliances, being induced by the
relationships. In battle, the usual methods of dividing the enemy’s
camp, safeguarding an attack on the ‘rear of the army’, and securing
the co-operation of people by duly consoling and assuring them were
known. The king combined in himself the duties of the state,
legislature executive and judiciary. He was assisted by several
ministers, astrologers and sooth-sayers. The army consisted of four
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parts elephants, chariots, cavalry and infantry Ascetics wezre
respected by the king and other officers of the state.

Polygamy appears to be prevalent in the Royal class; Mahasena
had 16 queens. The parents of Vasavadatta performed a rite after
the Gandharva ( and RakSasa ) marriage of Udayana and Visavadatta.
Besides, the marriage of Padmavatl was performed with details like
HgTAE", FARAST etc.  This indicates that the Brdhma form of
marriage was quite common. Early marriages were not in vogue.
The desires of bride and bridegroom were considered while contract-
ing a marriage The case of Visavadattad indicates that elopement
was also resorted to at times. Women observed the vows of chastity.
They also used a veil to avoid the sight of strangers. The palaces
had inner-apartments with a garden and wells attached to it. The
reference to Viracikd indicates that the love-intrigues in a palace
were not unknown.

There were different centres of learning to which students came
for study. During the period of study, the students lived with the
teacher. At the end of the study, a ‘fee’ known as Guru-Daksina
was given to the teacher. Often the rich persons helped the students
to give Daksina to their teacher.

Fine arts—particularly painting and music were practised both
by common men and royal persons. The walls of the palaces were
painted with figures of animals and birds.

Each part of a country had its own gistinct mode of dressing.
This helped Vasavadatta to pass off as an Avantiki easily.

Both men and women used toilet and cosmetics.

The palaces were luxuriously built and decorated They had
arch—~gates, several apartments, the open quadrangle, baths, jewelled
pavements and a well laid-out garland Cool resorts like Samudra-
grha were also constructed- Royal persons moved out with all pomp

and dignity.
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SHRI
SVAPNAVASAVADATTAM

First Act

( At the end of the Nandi, enters the stage—manager.)

Satradhira—

May the arms of Bala (i. e. Balarzma) protect
you—(the arms) which are similar in colour to the new
moon at the rising, to which full vigour (@balam) is given
by wine, which are full of splendour due to the presence
of (the goddess of) Beauty, and which are lovely as
spring. (1)

Thus, I beg to inform honourable gentlemen...... Ah'!
What indeed is this? Something like a sound is heard, as
I am busy requesting (the audience). Oh ! Let me see.

( Behind the scene )
Get away, get away, gentlemen ! Make way.
Sttradhira—
Well, I (now) understand (what it 1is).
The people of the penance-grove are being rudely
turned away by the devoted servants of the king of
Magadha, who are escorting the princess. (2)

[ Goes out. ]
End of Prologue

( Entering )
“Two guards—
Get away, keep out of the way, worthy sirs!
Get away.
( Then enter Yaugandharayana disguised as a wander-
ing ascetic and Vasavadattz dressed as a lady of Avanti.)
Yaugandharayana-—
(listening) How, even here are (the people)
being turned away !
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TAAISE: ¥

Why is terror caused to people, who are sober, who are
dwelling in hermitage, who are content with forest—fruits,
who are worthy of respectand who wear bark-garments ?
Oh, who is this person, insolent, stranger to modesty,
and arrogant with unsteady fortune, that is turning this
peaceful penance—grove into a (noisy) village by (his)
command ? 3)

Vasavadatta—
Sir, who is this that is driving away ?

Yauagandhariyana—
Noble lady, (itis) he, who turns himself
away from righteousness (virtue).

Vasavadatta—
Venerable sir, I did not mean thus, (but) am
I also to be turned away ?

Yaugandharidyana—
Madam, even deities are thus disregarded
(insulted) when unrecognised.

Vasavadatta—
Sir, fatigue does not cause as much pain as
this humiliation (insult).

Yaugandharayapa—
This thing (honour) has been enjoyed by
your ladyship (before) and then has been discarded. You
should not worry on this account. For,

Formerly you also have thus moved in a dignified
manner. You will again move about in this respectable
manner with the victory of your husband. Like the row
of the spokes in a wheel, does revolve, with the course
of time, the cycle of fortune in the world. (4)

Two guards—

Make way, gentlemen, make way.
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qUAISE: ®

(Then enters the Chamberlan.)
Chamberlain—

Sambhasaka, not indeed, not indeed, should the
driving away (of the people) be made (here). Look—

You should avoid reproach (being attached) to the
king. Harshness should not be employed towards the
residents of the hermitage. To escape the insults that
are received in a city, these high-minded people stay in
the forest having gone there (i. e. having resorted to it. (5)

Both—
All right, sir.
(They go out.)
Yaugandharayana—
Ah! His observation is intelligent.
Child, let us approach him.
Vasavadatti—
Revered sir, be it so.
Yaugandharayana—
(approaching) Sir, what is the purpose
of this driving away ?
Chamberlain—
O ascetic—
Yaugandharayana—

(To himself) ¢ Ascetic’ this indeed is
an honourable (excellent) (form of) address. But it is
unfamiliar and hence does not appeal to my mind.

Chamberlain—

Listen Sir! Thisindeed is Padmavati, the sister
of our king who is named by his elders as Dars’aka.
She, after having paid a visit to the mother of our great
king, Mahadevi, who is staying in the hermitage, would
proceed to Riajagrha itself, when permitted by her. So,
today she intends to stay in this hermitage. Therefore,
you,

May freely fetch from the forest the holy water
sacrificial sticks, flowers and Darbha grass, (which form)
the treasure of penance. The princess who loves religious
rites ( piety ) would not, indeed, wish hindrance ( being
caused) to the piety of hermits (for) this is her family—
vow. (6)
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Yaugandharayana—

(to himself)-I see! So this is that Padma-
vati, the Magadha princess, who, as predicted by sooth-
sayers such as Pugpakabhadra, would become the queen
of (my) master. Therefore,

Deep hatred or high respect arises out of (our) view—
point (of looking at a thing). I feel a great affinity to her,
on account of my desire for her to be my master’s wife. (7)

Vasavadatta—
(to herself ) On hearing that she is a princess,
I feel even a sisterly affection towards her.

(Then enters Padmavati accompanied by her retinue
and a maid.)

Maid—
Come, Princess come ! May (you) enter this hermitage.

(A lady-hermit is seen seated.)

Lady-hermit—
Welcome to the princess.

Vasavadatta—

(To herself) (So) this is that princess! Really
her beauty is befitting her noble birth.

Padmaiavati—
Revered Lady, I bow down to you.

Lady-hermit—
May you live long ! Come in, dear child, come
in. Penance—groves are, indeed, (their) own home to all the
guests.

Padmavati—
Be it, so, be it so; Revered Lady, I feel quite at
ease. I am favoured by this expression (i. e. words) of
great honour.
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Vasavadatti—
(To herself) Not only her form but her speech
also is sweet indeed.
Lady-hermit—
Good maid, does not some king seek the
hand of this sister of the blessed one (i. e. king Dariaka) ?
Maid—
Why, there is a king of Ujjayini, named Pradyota.
He has been sending messengers for the sake of his son.

Vasavadatta—
( To herself ) Well, well | And now she has

become my own (relation).

Lady-hermit—
This noble form is, indeed, worthy of this great
honour. Both the royal families are very great, I hear.

Padmavati—
Sir, did you find some ascetics to favour me
(by accepting my gifts) ? Let then first, the ascetics be
invited with the offer of the desired ( thing ), with (the
words) ‘who desires for what here ?’

Chamberlain—

As your ladyship desires. Oh ascetics dwelling
in this hermitage listen, do listen sirs ! Here, her
ladyship, the princess of Magadha, in whom regard
(for you) is produced by this (your) cordial treatment,
invites you to accept gifts (offered) in the cause of
righteousness :

Who needs a pitcher ? Who seeks a garment ? Who
again having finished his course of studies, according to
his resolve, desires (to have that) which is to be given to
the preceptor ? Here, the daughter of the king, to whom
those devoted to piety are dear, desires favour to herself
(from you by aceepting her gifts). Let any one say
whatever is desired by him. What should be given to
whom to-day ? 8)
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Yaugandharayana—

(To himself)—Ah, a device is seen
(to gain my objectj. Sir, I would ask for a favour.

Padmaiavati—

I am happy that my visit to the penance—grove
has become fruitful.

Lady-hermit—

This hermitage has contented ascetics. This
one must be a stranger.

Chamberlain—

Sir, what should be done (for you)?

Yaugandharayana—
This is my sister.I desire that she, whose

husband has gone on a journey, should be looked after,
by her ladyship, for some time. For,

I have no use at all of money nor of enjoyments, nor
of garments. I have not taken to this reddish garment
(i. e. become a recluse) for the purpose of a livelihood.
This wise girl (i. e. the princess), whose observance of
religious duties is seen (by me), is able to protect the
character (chastity) of my sister. 9)

Vasavadatta—
(to herself) Hum ! The noble Yaugandharayana
intends to keep me here (under the princess). Well, he
will not take a step without thinking.

Chamberlain—

Your ladyship, great, indeed, is his request.
How can we accept it ? For,

It is easy to give wealth, easy (to sacrifice) life, easy
(to give fruit of) penance. Everything else it would be
easy to give; but it is hard to guard a deposit. (10}
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Padmavati—

Worthy sir, having first proclaimed, ‘who wants
what ?’, it is now improper to think (i. e. hesitate). Your
honour should do what he says.

Chamberlain—
What your ladyship has said is proper.

Maid—
Long live the princess, who thus speaks the truth
(i. e. is true to her word ).

Lady-hermit—

Long live (you ) blessed one.

Chamberlain—

Your ladyship, be it as you say. (approaching)
Sir, her ladyship has undertaken the guardianship of your
honour’s sister,

Yaugandharayana—

I am favoured by your ladyship. Child;
approach her ladyship.

Vasavadatti—

(to herself )—What help ! Here I go unfortu-
nate (as I am).

Padmavati—
Well, Well ! She has become now mine own.

Lady-hermit—
( Since ) such is her form, I guess, she tooisa
princess.
Maid—
Rightly speaks the venerable lady. I also observe ( feel )
that she has lived happily.
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TITAIST: 9

Yaugandharayana—

( To himself )—Oanh joy ! Half of the bur-
den is ended (removed ). This is all happening as planned
with the ministers. So, when (my) master will be establi-
shed (on the throne ) and when I will take her ladyship
(i. e. Vasavadattz) to him, this ladyship, here, the
princess of Magadha will be the abode of confiderice
(to me). For,

The calamity, which was first predicted by those
(astrologers) is now experienced. (By the same astrologers
it is predicred that) Padmavati would become the queen of
the King Udayana. Relying on that, this has been done
(by me). Indeed Destiny does not transgress the well-consi-
dered words of the seers. (11)

(Then enters a Student.)

Student—

(looking upwards) It is mid-day. I am quite tired.
Now, where shall I rest? (moving about) Well, I see.
There must be a penance-grove around. For,

The deer are grazing freely, and without any fear,
having gathered confidence about (the safety of) the place.
The trees with their branchesrich in flowers and fruit are
preserved with compassion (by the sages). The wealth in
the form of the herds of tawny cows (is) abundant
(here). The quarters do not have ploughed fields.
Undoubtedly, this is a penance grove, ( for ) this smoke is
rising from many places (where yazgas have been
commenced). (12)

I shall just enter. (entering) Oh ! This person (i. e.
chamberlain) is, indeed, out of place in a hermitage.
(looking elsewhere) But there are ascetics also here.
There is nothing wrong in proceeding further. Oh!
Ladies ( too are here).

Chamberlain—

Enter, sir, freely, quite freely. A hermitage,
verily, is common to all.

Vasavadatta—

S.

2

Hum !
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TAATSE: FE

Padmaiavati—
Oh, the noble lady avoids the sight of strangers.
Well, my deposit is easy for guarding.
Chamberlain—
Sir, we have entered before you did. Please
accept the hospitality due to a guest.
Student—
(sipping water) It’s all right. I am relieved of my
fatigue.
Yaugandhariyana—
Sir, whence have you come ? Where have
you to go ? Where is your home ?
Student—

Sir, listen, I belong to Rajagrha. I was staying in
the town Lavanaka in the country of Vatsa, for speciali-
sing in the Vedas.

Vasavadatta—
(To herself) Ah! (Did he say) by name
Lavapaka! At the mention of Lavanaka my sorrow is,
as it were, renewed again.
Yaugandharayana—
And is your study completed ?
Student—
No, not yet.
Yaugandharayana—
If your study is completed, what is the
purpose of your coming over here?
Student—
There, indeed, has occurred an exceedingly terrible
calamity.
Yaugandharayana—
Of what nature ?
Student—
There lives a king by name Udayana.
Yaugandhariayana—
The noble Udayana is heard of (by us).
What about him ?
Student—

He loved very much, they say, his wife, by name

Vasavadatti, the princess of Avanti,
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qTATSE: 9

Yaugandhariayana—
May be; what next ?
Student—

When that king had gone out a—hunting, she was
burnt in the fire that destroyed the whole town
(Gramadzha).

Vasavadattai—
(To herself) False, false indeed is this! I am
alive; the unfortunate (one as I am).
Yaugandharayana—
What next?
Student—
Then a minister named Yaugandharayana, with the
desire to rescue her, fell in (i. e. entered) that very fire.
Yaugandharayanpa—
Did he really fall 2 What then ?
Student—

Then the king after returning heard that news and
being distressed at the separation from both of them,
desired to give up his life in the same fire, (but) was
prevented (from doing so) with great effort by the
ministers.

Vasavadatti—
(To herself) I know, I do know my lord’s
tenderness towards me.
Yaugandhariyana—
Say further.
Student—

Then the king having clasped the burnt remains of

the ornaments that she wore, became unconscious.

All—
Alas!

Vasavadatta—
(To herself) Let noble Yaugandharayana have

his desire fulfilled now !
Maid—
Princess, this lady is actually weeping.
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TTATSE: 33

Padmaiavati—
She must be compassionate.
Yaugandharayana—
Yes, to be sure my sisteris soft-hearted by
nature. What (happened) then ?
Student—
Then slowly and slowly he regained consciousness.
Padmavati—
(To herself) It is fortunate, that he is alive.
Having heard that he had fallen in a swoon, my heart
was, as it were, depressed.

Yaugandharayana—
What (happened) after that?
Student—

Then that king, who had his body reddened by dust,
as he rolled on the earth, suddenly got up and began to
lament variously and inconsistently thus : ‘O Visavadatti !
O daughter of the king of Avanti! O darling! Alas dear
pupil I’ Why (say) more? (i. e. briefly),

Now, not even the Cakravakas are like him (in
mourning), mnot even others separated from their
uncommon (excellent) wives. Blessed is the woman whom
(her) husband so regards. Though (she may have been)
burnt, she is, indeed, not burnt owing to the love of her
husband.

(13)
Yaugandharayana—

But sir, did not any minister attempt to
console (steady) him ?

Student—
Yes, the minister Rumanvan tried hard to steady
him. For, he,

Is like him in not taking food; he has his face
emaciated (i. e. reduced and pale) owing to continuous
weeping; he attends to the purifications (or toilet) of his
body with, as much pain, as the king. Whether by day or
by night, he waits upon the king with efforts. Should the
king abandon his life he too would surely cease to exist
(i. e. would die). (14)
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Vasavadatta—
(To herself) Fortunately my lord is now well
placed (is in safe hands).
Yaugandharayana—
(To himself) oh, Rumanvan has to bear
a great responsibility. For,

This responsibility (of guarding Vasavadattz) is with
rest, on the contrary his exertion is continuous. For, on
him depends everything, on whom depends the king (i. e.
his life).

(aloud) Well sir, has that king come into his own
(by) now ?

Student—

That I do not know now. The minister went away
from that village, taking with them with great difficulty
the king, who was thus lamenting : ‘Here I laughed with
her, here I walked with her, here I lived with her, here I
got angry with her, here I passed the night with her.
When the king departed, the town became unattractive
like the sky from which the stars and the moon have set.
Then I too came away.

Lady-hermit—
He must, indeed, be a virtuous king, who is
thus praised even by this stranger.
Maid—
(aside) Princess, can some other woman reach his
hand ? (i. e. be his wife?)
Padmaivati—

(To herself) She has surely asked in consultation
with my heart. (1. e. [ myself was thinking to myself about
the same thing.)

Student—
I take leave of you (two viz. Yaugandharayana and
chamberlain). I shall go now.
Both—
May you go to attain your object.
Student—
So be (it).
(goes out.)
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TAATSE: qe

Yaugandhariayana—
Well, I too would like to go, permitted by

her ladyship.

Chamberlain—
He says, permitted by your ladyship, he (i. e.

this hermit) desires to go.

Padmavati—
Your honour’s sister will be uneasy without your

honour.

Yaugandharayana—
She will not feel lonely being in the hands

olf good people. (looking to the Chamberlain) 1 am going
then.

Chamberlain—
Your honour may go to see us again.

Yaugandharayana—
Be it so. (Goes out.)

Chamberlain—
It is time to enter inside.

Padmivati—
Revered lady, I bow to you.

Lady-hermit—
Child, may you obtaina husband worthy of you.

Vasavadatti—
Revered lady, I also salute you.

Lady-hermit—
You too may meet your husband, before long.

Yasavadatta—
Thank you. (lit. I am favoured.)

Chamberlain—
Come then. This way, this way your ladyship.

For now,

The birds have returned to their nests (Vasa); the
ascetic people have plunged in water (i. e. are bathing).
The enkindled fire shines brightly. The smoke is moving
over the grove of the hermits. Slipping down a great
height (i. e. descended low from high) this sun too has
withdrawn his rays (i. e. has contracted his rays); having
turned back his chariot, he is slowly entering the peak of
the setting mountain. (16)

(All go out.)
End of First Act
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Act II

( Then enters a maid. )

Maid—

Kunjarikd, oh Kunjarika ! Where, where is Princess
Padmavati ? What do yousay ? ‘Here the princess is play-
ign with a ball by the side of the Madhavi creeper’. I shall
just approach the princess. ( walking round and observing )
Oh ! Here only is coming the princess, playing with a ball,
with her face having its ear-rings tossed up, bestrewed with
(the) drops of perspiration caused by exercise and looking
charming owing to exhaustion. I shall just approach her.

( goes out

End of the Interlude

( Then enters Padmavati, playing with a ball,
attended by her retinue, along with Vasavadattz.)

Vasavadatti—

Friend, this is your ball.

Padmaiavati—

Madam, now let this much (play) be enough.

Vasavadatti—
Friend, as you have played with the ball for a
long time, your hands have become all the more red, and

they seem, as it were, to belong to some one else.
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Fdarss: EY
Maid—

Let the princess play on, play on for some time (more).
Let this period which is delightful on account of maiden-
hood be enjoyed ( by her).
Padmaiavati——
Noble lady, why do youlook intently at me, as
though, to make fun of me ?
Vasavadatti—

No, not at all ! Friend, you look more lovely
today. I am observing your lovely face from all angles,
(or with a pun—I think your husband’s face is round

about. )
Padmavati—

Get away ( —away with you ) ! Pray do not make
fun of me.

Vasavadatta—
Here I keep quiet, O would-be daughter-in-law
of Mahasena !

Padmavati—
Who is this Mahasena ?

Vasavadatta—

There is a king of Ujjayini, named Pradyota;
the name Mahasena is given to him, on account of the
vastness of his army.

Maid—
( Our ) princess does not desire any ( family ) relation
with that King.
Vasavadatta—
Then with whom does she now desire it ?
Maid—
There is a king of Vatsa country, Udayana by name.
The princess appreciates his virtues.
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Baarss: 33

Vasavadatta—
( To herself ) She wants my lord for her hus-
band ! (aloud ) For what reason ?
Maid—
As he has a tender heart.
Visavadatta—
( To herself ) I know ! This person (i. e. [
myself ) too was just in this same way, mad (after him).
Maid—
Princess, ( but ) if that king happens to be ugly ?
Vasavadatti—
Not at all, not at all. Surely (he is) handsome.
Padmavati—
Noble lady, how do you know ?
Vasavadatta—
( To herself ) My partiality (i. e. love ) for my
lord has made me transgress the bounds of decorum
( samudacarah ). What shall I do now ? Well, I see
(a way ). (aloud ) Friend, this is how the people of
Ujjayini say.
Padmaiavati—
Just possible ! He would not be difficult ( to be
seen ) to ( the people in ) Ujjayini. Real beauty is that,
which charms the minds of all people.

( Then enters da nurse. )

Nurse—
Victory to the princess ! Princess, you are betro-
thed (i. e. given away in marriage ).
Vasavadatta—
Good lady, to whom ?

Nurse—
To Udayana, the Vatsa—king.

S. 3
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FdEtsE: ELY

Vasavadattai—
Is the king all right?

Nurse—

He is quite well, ( and ) he has come here. And the
princess has been accepted by him.

Vasavadatta—
( What) a calamity !

Nurse—

What is the calamity in this?

Vasavadatta—

Nothing indeed (other than this )—That after
having lamented in that manner he could be so indiffe-
rent !

Nurse—
Noble lady, the hearts of great men are influenced
by Scriptures and ( hence ) they are easily consoled.

Vasavadattg—

Good lady, did he himself choose ( her as) a
bride ?

Nurse—
Not at all. She was offered by our king himself
(to him) on noticing his noble birth, knowledge, youth
and charms of him ( Udayana ), who had come here
for some other purpose.

Vasavadatta—
( To herself) So (it is). My lord, then, is
free from blame in this matter.
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Maid—

(entering ) Hurry up, hurry wup, noble lady! Our
queen says, ‘The ( constellation of ) star is propitious to—
day, so the auspicious ceremony of tying the nuptial
thread should be performed just to—day.’

Vasavadtta—
(to herself ) The more she (i. e. the queen)

hastens, the more she makes my heart gloomy.

Nurse—

Come, princess, come.
( All go out.)

End of Second Act
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Third Act
( Enter Vasavadattaz, lost in thinking )
Vasavadatta—

Leaving Padmazvati in the quadrangle of the
harem, which is noisy with wedding festivities, I have
come here to the Pramadavana ( garden ). Let me now
alleviate (1. e. dwert ) the sorrow, brought on (me) by
(my) ill-luck. (walking round ) Oh the great calamity !
My very lord ( husband ) now belongs to another. Let
me sit down. ( sitting ) Blessed, indeed, is the female
Cakravaka, who when separated ( from her mate ) does
not live. I, however, do not give up my life, with the
hope ‘I shall see my lord’. I live, unfortunate as I am.

( Then enters a maid with flowers. )
Maid—

Where, indeed, could noble Avantika have gone?
( Walking about and looking ) Oh ! here she is seated on
a stone—slab under the priyasgu creeper, wearing a dress
charming though unadorned, and lost in thought and
( looking ) like the digit of the moon obscured by the
mist. I shall just approach her. (approaching) Noble
Avantika, for what a long time I have been looking
for you.

Vasavadatta—
What for ?
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Maid—
Our queen says: ‘ivantiki is born in a great family,
is affectionate and skilful’. May the noble lady string
this wedding garland.

Vasavadattaz—
And for whom is it to be woven ?

Maid—
For our princess.

Vasavadatti—
( To herself ) Must this also be done by me?
Oh ! really the gods are unkind ( to me ).

Maid—
Noble lady, don’t think of anything else now. Here,
the bridegroom is having his bath on the jewelled pave-
ment. So, may the noble lady weave (it ) quickly.

Vasavadatti—
( To hereself ) I am unable to think of anything
else. ( Aloud ) Friend, did you see the bride-groom ?

Maid—
Yes, (he) was seen ( by me ) through affection for the
princess and our own curiosity.

Vasavadatta—
How does the son-in—law look ?

Maid—
Noble lady,I only say (this much ) that I have never
seen any one like him before.

Vasavadatti—
Tell me, dear friend, tell me, is he handsome ?
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Maid—
It can be said that he is god of love ( himself ) with-
out ( his ) arrows and the bow.
Vasavadatti—
Pray, enough of this ( talk ).
Maid—
Why do you stop me ?
Visavadatti—
It is improper to hear the description of a
stranger ( another’s husband ).

Maid—
Well then, good lady, weave the garland quickly.
Vasavadatti—
Here I wreathe (it ); just bring ( the flowers ).
Maid—
Good lady, take (these).
Vasavadatta—

( Emptying [the basket ] and observing ) What
is the name of this herb ?
Maid—
It is called ‘Avidhavakarana’ ( i.e.“not causing widow-
hood’).

Vasavadatta—
( To herself ) This must be strung in plenty

(both ) for me and for Padmaiavati. (aloud) And what
is the name of this herb ?
Maid—
This is by name ‘Sapatni-mardana’ ( ‘crush the co-
wife’).
Vasavadatta—
This must not be strung.
Maid—
Why ?
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Vasavadatta—
His ( first ) wife is dead, so it is purposeless.
( Entering [ maid ])

( Another ) Maid—
Hurry up, hurry up, noble lady. Here,
the son-in-law is being conducted to the inner-quadra-
ngle by the unwidowed ( i.e. auspicious ) ladies.

Vasavadatta—
Well, I say take this.

Maid—
Excellent ! Noble lady, I go now.
( The two maids go.)

Vasavadatta—
She is gone. Oh the calamity ( has befallen ) !
Even my noble lord now belongs to another. Alas !
I shall relieve { my ) sorrow in bed, if (at all) I can

get sleep.

( goes out.)

End of Third Act
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Fourth Act

( Then enters Vidusaka. )

Vidtsaka—

( with joy ) Oh, fortunately, the time charming
on account of the auspicious and desired marriage of
his Honour, the King of Vatsa, is seen (by me). Ah,
who possibly could have thought (lit. known) that we,
who were flung in the whirlpool of disaster of that
kind, would again emerge out of it ! Now I live in
pralaces, bathe in the pleasure—tanks of the inner apart-
ments, eat dishes of food naturally sweet and dainty
(i. e. delicate)—thus [ am enjoying a stay in Paradise (i. e.
uttarakurus) except that there is no company of the
Apsarases (i. e. heavenly nymphs). ( Yet ) There is, indeed,
one great drawback (viz.) my food is not well digested;
I do not get sleep (even) on a bed (furnished) with fine
bed-sheets. I feel (lit. see ) that gout (1. e. Vatadonitam)
is, as though, (hovering ) round me. Oh! Being over-
powered by a disease and { conseguently) not being able
to enjoy a good meal is not real happiness.

( Then enters a maid. )

Maid—

Where, indeed, could the noble Vasantaka have
gone ? ( walking and looking round ) Oh, here is the noble
Vasantaka. ( approaching ) Noble Vasantaka, what a (long)
time I have been searching for you.

Vidgsaka—
( Having seen ) Good girl, for what purpose were
you searching me ?

Maid—
Our queen asks ‘Has the son-in-law taken his
bath ??
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Viditsaka—
Why does her ladyship inquire ?
Maid—

What else for, but that flowers and cosmetics may

be brought to him.
Vidasaka—
His Highness has bathed. You may bring every-—
thing excluding food.
Maid—
Why do you ask me not to bring food ?
Vidasaka—

Unfortunate thatI am, my belly has got derange-
ment (i. e. turning round ) as the cuckoos have the
rolling of their eyes.

Maid—
May it be like this with you ( for ever ).
Vidasaka—

You may go. In the mean while I too would go

near His Highness.

( They go out.)
End of the Interlude

( Then enter Padmavati with her retinue aud Vasa-
vadattz, dressed as a woman from Awvanti.)
Maid—
( May I know ) Why the princess has come to the
Pramadavana ( garden ) ?
Padmavati—
|Friend, I ( may) just see whether those clust-
ers of Sephialika have flowered or not.
Maid—
Princess, they have, indeed, blossomed. They
are covered with flowers (and look) like pendents of
pearls interspersed with coral.

S. 4
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Padmaiavati—
Friend, if that be so, why do you now delay ?

Maid—
Then, let the princess be seated for a moment

on this stone-slab, while I gather flowers.

Padmavati—

Noble lady, shall we sit here ?
Vasavadatta—

Be it so. ( Both sit down.)
Maid—

({ Having done so i. e. having gathered the flowers)
Oh, look princess ! Look ! The cavity of my hands is
full of S:ephé‘diké'. flowers, which are like (i. e. look like )

pieces of red arsenic.

Padmavati—

( looking ) Oh, the wvaried hue of the flowers !
Look, noble lady, look.

Vasavadatta—

Oh, how lovely the flowers are !

Maid—
Princess, shall I gather some more ?

Padmavati—

No dear ! Don’t gather any more.

Vasavadattai—
Friend, why do you forbid ( her) ?
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Padmavati—
If my noble lord having come here, sees this
wealth of flowers I shall feel honoured.

Vasavadatta—
Friend, is your husband (so) dearto you ?

Padmavati—
Noble lady, I do not know that; but when I
am separated from my lord I feel uneasy.
Vasavadatti—
(To herself ) A difficult thing, indeed, I am
doing! Even this one says thus.
Maid—
The Princess has, indeed, said, ‘I love my
husband ’ in a polite manner.

Padmaiavati—
I have, indeed, one doubt.
Vasavadatti—
What is it ? What is it?
Padmavati—
Whether my lord was so (dear) to Vasavadatti,
as he is to me.

Vasavadatta—
Why, even more than this.

Padmavati—
How do you know (it)?

Vasavadatta—

( To herself) Ah! Owing to partiality (love)
towards my lord, the bounds of propriety have been
transgressed ( by me ). I shall say thus. (aloud ) Had her
love been less, she would not have abandoned her

relatives (lit. own people).

Padmavati-—
It is possible.
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Maid—

Princess, nicely say to your husband, ‘I also
would like to learn (to play on) the lute’.

Padmaiavati—

I spoke to him about it.
Vasavadattz—

And what did he say?
Padmavati—

Without saying anything, he heaved a deep
sigh and remained quiet.

Visavadatta—
What do you infer from that?
Padmavati—
I think, he remembered the virtues of her

ladyship Vasavadatts; (only) he did not weep in my
presence out of courtesy.

Vasavadatti—

Blessed, indeed, am I, if that be true.

( Then enter the king and the Vidusaka.)
Vidasaka—

Hi, hi! (i. e. O joy!) How charming is the
Pramadavana (garden) with the thickly fallen Bandhujiva
flowers and the gentle breeze! This way your honour.

King—
Friend Vasantaka, here I come.

When I, who had gone to Ujjayini, saw freely
(unchecked ) the daughter of the king of Avanti (i. e.
Vasavadattz ) and was reduced to an indescribable
condition, (all) the five arrows were discharged at me by
Kama (the god of love). My heart, even to this day, has
their barbsin it and I am pierced once more! When God
of love has five arrows (only), how was this sixth
arrow discharged (by him at me)? (1)
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Vidasaka—

Where could the revered Padmiavati have gone?
Could she have gone to the bower of creepers; or has
gone to the stone-slab named Parvata-Tilaka, which is
spread over with Asana flowers and locks as if covered
with a tiger’s skin? Or did she enter the grove of
Saptacchada trees, of powerful pungent smell ? Or could
she have gone to Daruparvataka ( wooden-hillock ), densely
painted with beasts and birds ? (looking upwards) Hi, hi!l
May my lord just see the row of cranes moving calmly
in the clear autumnal sky and looking beautiful like
stretched out arms of Baladeva.

King—

Friend, I am looking at it—

Now straight and long, now spread out, now
sinking low and again rising high and how crooked like
the group of seven sages (i. e. the constellation of Great
Bear), at turnings, (looking like)a boundary line that
divides the expanse of the sky, spotless like the belly
of a serpent, being freed (from its slough i. e. skin).

Maid—

Look, Princess, look, this row of cranes moving
in a formation (or calmly) and (looking ) charming and
white like a garland of Kokanada (lotuses). Oh! The
Master ! (i. e. the king.)

Padmavati—
Oh, my lord ! Noble lady, for your sake, I shall

avoid seeing the lord.So, let us enter this bower of

Madhavi creeper.
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Vasavadatta—
All right.
(They do so.)
Vidisaka—
Her ladyship Padmiavati must have gone away,
after having come here.
King—
How do you know ?
Vidazaka—

Your honour should look at these éephéliké.

clusters, from which the flowers have been plucked.
King—

What a variety (of the colours) of flower! Oh

Vasantaka !
Vasavadatta—

( To herself ) The mention of (the name of)

Vasantaka makes me feel,as if I am once more in Ujjayini.
King—

Vasantaka, sitting on this very stone-slab we

shall wait for Padmavati.
Vidusaka—

Well, Sir! (sitting and getting up ) Hey ! Hey,
the heat, fierce in autumnal season, is unbearable. Let
us, therefore, enter this bower of Madhavi creeper.

King—
All right, go ahead. (i. e. show the way).
Vidasaka—
Be it so.
(Both turn round.)

Padmavati—
Revered Vasantaka is about to upset everything.
What shall we do now ?
Maid—
Princess, shaking this hanging creeper (at the
entrance ), on which bees are settled, I shall keep the
lord away.
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Padmavati—

Do so.

(The maid does accordingly.)

Vidusaka—

Help ! Help! May your honour stop (i. e. not

enter).
King—
Why ?

Vidasaka—

I am harassed by the bloody bees.
King—

You should not (say or do) so. Frightening the
bees should be avoided. See—

The bees humming sweetly with the intoxication
of honey, (and) closely embraced by their love-lorn
beloveds would, like us, be separated from (their) sweet—
hearts, (if ) disturbed by our foot-steps. 3)

Therefore, we shall sit just here (only).
Vidtsaka—
So be it.

(Both sit dawn.)

King—(looking)

(Here) The flowers are crushed under feet, and this
stone—slab is warm. Therefore, some female who was
sitting here, must have, indeed, gone away suddenly,
on seeing me. 47

Maid—

Princess, we are indeed blocked up.
Padmavati—

Fortunately, my lord has seated himself.
Visavadatta—

(To herself) Good luck; that my noble lord is
in good health.
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Maid—

Frincess, the eyes of this noble lady i. e. (Vzsa-
vadattz ) are, indeed, full of tears that are about to
drop down.

Visavadatta—

These my eyes are full of tears on account of
the pollens (i. e. dust ) of the Kasa flowers, fallen (i.e.
scattered ) by the violence of the bees.

Padmavati—
Quite so.
Vidasaka—
Sir, this Pramadavana ( garden ) is indeed lonely,
I desire to ask you something. (So) I ask your honour.
King—
Freely ( you can ask ).
Vidasaka—
Who is dear to you, her ladyship Viasavadatta
of that time or Padmiavati of the present time ?
King—

Why do you , Sir, throw me in this great
difficulty of ( expressing my ) high regard ( for one of the
two ) ?

Padmavati—

Friend, what a kind of difficulty my lord is

thrown in (by vidzusaka ) ?

Vasavadatta—
( To herself) and I (am ) unfortunate.
Vidasaka—
Freely, ( quite ) freely may your Honour sgeak.
One is dead, the other is not near.
King—
Friend, no! Not indeed, I would say (anything).
For, you are talkative.

Padmavati—
By this much my lord has said (what he want-
ed to ).
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Vidtsaka—
Sir, I swear by truth. I shall not tell it to any one.
( Here) this tongue of mine is bitten.
King—
Friend, I do not feel like speaking (it out).
Padmaivati—

Oh, his forwardness (or persistence ) ! He does
not understand the heart (i. e. mind of my lord) even
by this much.

Vidasaka—

So then, will yvour honour not tell me? Without
telling (me about it) it will not be possible (for you) to
move even a step from this stone—-slab. Here, your
Honour, is blocked up.

King—
What, by force?
Vidasaka—
Yes, by force.
King—
Well then, let us just see.
Vidgsaka—

Be pleased, your Honour, be pleased. Your Honour

is conjured by our friendship, if you do not tell the truth.
King—
What help ! Listen—

Even though, I hold Padmavati in high regard on
account of (her) beauty, character, and sweetness, yet
she does not capture my mind, which is attached to
Vasavadatta. (5

Vasavadatta—
( To herself) Well, well. This my suffering is
compensated. Oh, even the stay in disguise has turned
out to be of great merit, in this case.

S. 5
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Maid—
Princess, His Majesty is, indeed, impolite.
Padmavati—

Friend, please do not (say) so. My lord is
certainly courteous, as he even now remembers the
virtues of noble Vasavadatta.

Vasavadattz—

Dear friend, you have said what is befitting

your noble birth.
King—

I have said, you may tell now whom do you like
better—Vasavadatta that was or Padmavati of the present
time ?

Padmavati—

My lord too has become (i. e. is playing the

role of ) Vasantaka.
Vidasaka—

What is the use of my idle talk ? I have high

regard for both their ladyships.
King—
Fool, having thus forcibly ( made me speak and ) heard
me ( i. e. my view) why don’t you speak now ?
Vidasaka—
What, would you force me too (to speak )?
King—
Of course, by force !
Vidasaka—

Then, it is not possible (for you) to hear ( from

me ).
King—

Be pleased, O Great Brahmin, be pleased. You may

speak quite freely.
Vidasaka—

May your Highness listen now! I have high
regard for her ladyship Vizsavadatta. The honourable
Padmavati is young, beautiful, gentle, free from pride,
sweet—tongued, and courteous. And moreover, she has
this great merit viz. she welcomes (greets) me with
delicious food saying ‘where possibly could the noble
Vasantaka have gone ?’
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Vasavadatta—
( To herself) Well, well Vasantaka now, just
remember this (what you have said ).

King—
( Mind ) well, (mind ) well, Vasantaka, I shall report
all this to queen Vasavadatta.

Vidasaka—
Alas ! Vasavadatta ! Where is Vasavadattz?
Vasavadatts is, indeed, dead long back.

King—
( with grief) So (it is)! Vasavadatts is dead. Friend—
My mind was distracted by you with this jest. And

so these words slipped out (of my mouth ) as a result
of the former habit. (6)

Padmavati—
Truly, a delightful piece of conversation has
been spoilt by (this) wicked fellow.

Vasavadatta—
( To herself) Well, well, I feel comforted. How
happy, indeed, it is to hear such words unobserved !

Vidusaka—
Have courage, have courage. your Highness ! Fate,
indeed, cannot be transgressed. It is thus (only ) now
(i. e. we have to face the reality).

King—
Friend, you do not understand ( my ) condition. For,—

It is hard to abandon deep-seated love. Grief be-
comes fresh with repeated remembrance. It is the way
of the world that the mind gets free from the debt,
after shedding tears (i. e. in this world, for the dead)
and becomes calm. (7)
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Vidasaka—
The face of his Highness is wet with tears, [
shall just bring water for (washing) the face. (goes out.}

Padmavati—

Noble lady, the face of my husband is screened
(i. e. concealed ) by the veil of tears. In the meantime
let us depart.

Vasavadattzg—

So be it. Or rather you wait. It is not proper
(for you) to go away leaving (your) husband who is
uneasy. I alone shall go.

Maid—
The noble lady says properly. May the Princess just
approach (the king).

Padmavati—
Should I really enter ?

Vasavadatti—

Friend, (do ) enter. (so saying she goes.)
( entering )

Vidusaka—
( Taking water in a lotus~leaf) Oh, her ladyship
Padmavati !

Padmavati—
Noble Vasantaka, what is this ?

Vidagsaka—
That is this......this is that.

Padmavati—
Speak out, Sir, speak.
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Vidugaka—

Your ladyship, the face of his Highness is, indeed,
full of falling tears ( caused ) by the dust of the Kada
flower that was blown by the wind and entered his eye.
May your Ladyship take this water for (washing ) his
face.

Padmaiavati—

( To herself ) Oh even a servant of a courteous
person is courteous only. ( approaching) Victory to my
lord ! Here is water for ( washing) the face.

King—
Oh, Padmavati ! (aside) Vasantaka, what is this ?

Vidisaka—
(In [his] ear) [It is ] like this.

King—
Well (done) Vasantaka, well (done). (Having sipped
[ the water]), Padmavati, have a seat.

Padmavati—

As my lord commands. (sits down.)

King—
Padmavati,

This my face, oh beautiful one, was full of a flow
of tears due to the pollen of the Kaéa flower, white as
the autumnal moon, (and ) tossed about by the wind.

( To himself) (8)

This girl, who is newly wedded, will be pained to
learn the truth. It is true, that she is courageous by
nature, but the nature of woman is nervous. )]
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Vidasaka—

It is proper for his Highness, the king of Magadha,
to receive his friends, in the afternoon, giving you the
place of honour. For reception accepted with honour
creates ( reciprocal ) affection. So, let your Honour just
get up.

King—
( Rising ) Well, an excellent idea !
It is alwayseasy to find in this world (people) who
practise virtues and offer high receptions ( to others ); but

rare indeed, are such who (can) properly appreciate
( them ). (10)

( All go out. )
End of Fourth Act
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Fifth Act

( Then enters Padminikz )

Padminika—
Madhukarika, (oh ) Madhukarika ! Just come
quickly.
( entering )
Madhukarika—
Friend, here I am. What is to be done?
Padminika—

Friend, don’t you know that princess Padmazvati
is suffering from headache ?

Madhukarikz—
Oh, alas !

Padminika—
Friend, go quickly and call the noble Avantika.
Tell her only of the headache of the Princess; and she
will come of her own accord.

Madhukarika—
What will she do, friend ?

Padminiki—
She will, surely, soothe the pain of the head-
ache of the Princess by ( telling her) interesting stories.

Madhukarika—
That’s right. Where is arranged the bed for
the Princess ?

Padminika—
Her bed is spread, as Ilearn, in the Sea-house.
You go now. I, too, shall find out the noble Vasantaka
to inform the Master about it.
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Madhukarika—

All right.
(goes out )

Padminika—
Where can I find now the noble Vasantaka ?
( Then enters Vidusaka. )

Vidasaka—

Today indeed, on the very happy and auspici-
ous festive occasion, the burning caused by the fire of
Love, has greatly increased in his Highness, the Vatsa
king, whose heart is tortured by the loss of his queen
( Vasavadattz ) and who is excited by his marriage with
Padmavati. ( noticing Padminikz ) Oh, Padminika | What’s
the news, Padminika ?

Padminiki—
Noble Vasantaka, don’t you know that Princess
Padmavati is suffering from headache ?

Vidasaka—
Madam, really I do not know.

Padminika—
Then, tell the lord about her (illness). In the
meanwhile, I also will hurry up with ointment for
the head.

Vidasaka—
Where is the bed for Padmavati arranged ?

Padminika—
I hear, the bed is spread in the Samudragrha.

Vidiasaka—
You may go. In the meanwhilel also shall report

to his Highness.
( Both go.)

End of the Interlude
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( Then enters the king.)
King—

I, on whom, in course of time, the burden of married
life (lit. wife) has come (i. e. devolved ) again, (even
now ) think of that praise-worthy daughter of the king
of Avanti, whose slender body was consumed ( lic. taken
away ) by the fire at Lavanaka, like a lotus-plant with-
ered by frost. (1)

( entering )
Vididsaka—
Hurry up, hurry up, your Honour.
King—
What for ?
Vidisaka—
Her Ladyship Padmavatiissuffering from headache.
King—
Who says so ?
Vidisaka—
It was reported by Padminika.
King—

QOh, alas !

Though I am still suffering the pain of the former
blow (of the fate ), my grief had become as it were a
little diminished to-day, having obtained a beloved,
endowed with superb beauty, and possessed of virtues.
( But ) Having experienced misery before, I feel that

Padmavati also will fare similarly, (2)
Well, where’s Padmavati ?
Vidasaka—
Her bed is arranged, I hear in the Samudragrha.
King—
Then, show me the way to it.
Vidasaka—

Come, come your Highness.
( Both walk about. )
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Vidosaka—
This is the Samudragrha, may your honour enter.
King—
You enter first.
Vidasaka—
All right, Sir ! (entering) Help! Stand (back), just
stand (back), your Honour.
King—
Why ?
Vidusaka—
Here, indeed, is a serpent rolling on the ground;
its form is revealed by the light of the lamp.
King—
(entering and observing with a smile) Oh, the
manifestation (i. e. the illusion) of a serpent of the fool !

The straight and extended garland, hanging at the
front arch, (and now) fallen on the ground, you, oh fool,
consider to be (i. e. mistake for) a serpent. It is rolling
about by a gentle breeze at night (and) slightly makes the
movements of a snake. (3)

Vidasaka—

(Looking minutely) Rightly says your honour. This
is not indeed a snake. (enteringand seeing) Her Ladyship
Padmavati must have gone out after having come here.

King—
Friend, she could not have come here.
Vidusaka—
How does your Honour know?
King—
What is to be known here? See—

The bed is not pressed down. It is as level as (when)
it was spread out. It has not its covering sheet ruffled, The
clean pillow is not indeed stained by the medicines for
headache. No decoration whatsoever is arranged to
create divertion for the eye (of the patient) in ailment. A
person going to bed through illness does not so quickly
leave it again, of his own accord. “4)
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Vidasaka—
Well then, your Highness may sit on this bed for
a while and wait for her Ladyship.

King—
All right! (sitting down) Friend, I feel sleepy. Tell me
some story.

Vidosaka—
I will tell. Your Honour should say ‘ Hum’ (by
way of response).

King—
All right.

Vidasaka—
There is a city Ujjayini by name. It is said that
there are extremely delightful baths in it.

King—
What ! Ujjayini by name ?

VidGsaka—
If this story is not agreeable (to you), I will tell
you another.

King—
Friend, not that this story is not liked (by me). But,
I remember with sorrow, the daughter of the king
of Avanti, who remembering her relations at the time
of (her) departure (with me), shed on my own bosom,
the tears which arose out of love and clung to the
corners of her eyes. (3)

(I remember her ) Moreover,

Who many a time, even during lessons (1n music ),
looked at me, and played in the air with her hand, from
which the bow had slipped.

(6)
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Vidasaka—
Let it be, I shall tell you another (story). There

was a city by name Brahmadatta, There ( ruled ) a king
called Kampilya.

King—
What is it ? What is it (that you said) ?
Vidasaka—
(Repeats the same.)
King—

Fool! ‘King Brahmadatta, city Kampilya’™—thus it
should be said.

Viddsaka—
What (do you say)? The King Brahmadatta and
city Kampilya ?

King—
That’s it !
Vidisaka—

Then, let your Highness wait for a moment,
while I get it fixed on my lips. King Brahmadatta, city
Kampilya. (having repeated the same many times) Now
yvour Highness may listen. Oh! his Highness is asleep.

Very cold is this hour. I shall (go and) come with my
blanket.

(goes out.)

( Then enter Vasavadattz in the dress of a lady from
Avanti and a maid.)

Maid—
Come, noble lady, come. The Princess is, indeed,
suffering from a terrible headache.

Vasavadatta—

Oh, alas! where is the bed for Padmavati
arranged ?
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Maid—
I hear, (kila) the bed is spread in the Samudragrha.
Vasavadatta—
Then, go ahead.
{(Both walk about.)
Maid—

This is the Samudragrha. May the noble lady enter.
In the meanwhile, I shall hurry up with the ointment
for the head.

(goes out)

Vasavadattai—

Oh ! Unkind indeed, are the gods to me ! Even
this Padmavati who had become the source of comfort
to my husband, who is distressed due to separation
(from me) has become unwell. I shall just enter. (entering
and looking about) Oh what a carelessness of the servants !
They have left Padmavati, who is indisposed, with only
a lamp for her companion. This Padmavati is fast asleep.
I shall just sit down. But (athava), by taking a different
seat, (my) affection (for her) would appear, as though less.
So, I shall sit on this (very) bed. (sitting) Why is it that
while I sit near her, to~day, my heart is, as though filled
with a great joy? Happily, she has her breathing
continucus and easy; she is, probably, free from her
ailment. Or, by occupying only a part of the bed, she
seems to suggest that I should embrace her. So, I shall
sleep (by her side).

(gesticulates lying down)
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King—
( talks in dream ) O Vazasavadattd !
Vasavadatta—

( getting up suddenly ) Hum ! It is my husband
and not Padmavati indeed! Is it that I am seen ? By
my being seen, surely, the great burden of the vow of
the noble Yaugandharayana has become fruitless.

King—
O daughter of the king of Avanti !
Vasavadatta—

Oh good ! My lord is only talking in dream.
There is no one here. I shall just stay on, here for a
while and gladden my sight and heart.

King—
O darling ! O dear pupil ! Give mea reply.
Vasavadatta—
I am speaking, my lord, I am speaking.
King—
Are you angry ?
Vasavadatti—
No, not at all; I am unhappy.
King—
If you are not angty, why have you not put on
ornaments ?

Visavadatta—
What else than this ( grief of separation from
you, can be the cause of not wearing the ornaments ) ?
{ What is going to be the next question?)
King—
Are you thinking of Viracika ?
Viasavadatta—
( Angrily ) Ah, begone! Viracika even here
(in your mind)?
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King—

If so, I beg your forgiveness for Viracika. (stretches
out his hands.)

Vasavadatta—

I have stayed (here) for long. Some one
might notice me. I shall go. Or, I shall go after having
put back on the bed my husband’s hand, that is hanging
down from it (bed ).

( She does so and goes out. )

King—
( Getting up suddenly) Stay, stay—Vasavadatta | Oh
alas !

Going out in haste, I was hit by the panel of the
door. And now I do not know clearly, whether it was
a reality or the desire of my heart. (7>

(entering)

Vidtsaka—

Oh ! your Honour has got up from sleep!

King—

Friend, I give you a happy news. Vasavadatta is alive

Vidagsaka—

Alas, Vaiasavadatta! Where is Vasavadatta?
Vasavadatta is dead long back.

King—

Friend do not, do not (say) so. Having awakened
as I lay asleep in the bed, she went away, my friend!I
was deceived by Rumanvan before, when he told me
that she was burnt. (8)
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Vidusaka—
O pity ! It is impossible ! Is is not 2 Oh!Isee!
She must have been seen in a dream by your Honour,

who has been thinking of her ladyship, on account of my

mentioning of the swimming baths.

King—
Thus then, a dream was seen by me !
If this were a dream, not to be awakened from it

would be a bliss. If it were an illusion, would that

illusion lasts me for long. (%)

Viduasaka—
Oh friend, in this city lives a fairy, Avantisundari

by name. May be, that she was seen by you.
King—No, No.

By me, who awoke at the end of the dream, was
seen the face, with eyes devoid of collyrium and with
long tresses, of her, who was guarding her character

also. Moreover, see, friend, do see, (10)

This my arm, which was pressed by that agitated
queen (i. e. Vasavddattaz ) does not give up (i. e. cease
to have) the thrill of joy (i. e. horripilation), even when
it felt her touch in dream (or sleep ). (11)

Viddgaka—
Let not your Honour think of such absurd

things now. Come, your Honour, come. Let us enter
the quadrangle.
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( entering )

Chamberlain—

May the noble lord be victorious! Our king
Dar<aka says to your Honour : Here has arrived your
minister Rumanvat with a huge army to attack Aruni.
Similarly, my own (ever) victorious limbs (or divisions) of
army, consisting of elephants, cavalry, chariots, and in-
fantry are fully equipped (1. e. are ready for battle). So
your Majesty should rise up.

Moreover,

Your enemies are divided. Your subjects, who
are attached to you on account of your virtues have been
cheered up (i. e. reassured). Measures have been adopted
for guarding the rear (Parsni) when you march ahead.
Whatever is possible to secure, for bringing about the
destruction of the enemy, all that has been done by me.
Even the river Ganges (lit. three-coursed river) is crossed
by (our) forces. The Vatsas (i. e. the kingdom of Vatsa)
is (as good as) in your hands. (12)

King—
(Rising) Very good ! Here now,

Having engaged that Aruni, who is skilful in per-
forming dreadful deeds, I shall destroy him in the battle,
which is crossed over (i. e. won) with lordly elephants,
and horses (with pun—the ocean in which water—horses
resembling lordly elephants float), in which arrows are
scattered all round like furious breakings of waves (with
pun—in which furiously breaking waves, resembling wolleys
of arrows are scattered ) and which (hence) resembles a
mighty ocean. (13)

( All go out.)

End of Fifth Act
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Sixth Act

( Then enters the Chamberlain)

Chamberlain—

Oh, who is here on duty at the gate of the
Golden Arch ?

(entering)

Portress—

Sir, it is I, Vijaya. What is to be done ?

3

Chamberlain—

Lady, inform, doinform Udayana, whose glory
has greatly increased by the acquisition of the Vatsa
kingdom, (thus:) ¢ Here has come from Mahzasena, a
chamberlain of the Raibhya family and Vasavadatta’s nurse
by name Vasundhara, sent by her Ladyship Angaravati.
They are waiting at the door.’

Portress—
Sir, this is not the (proper) time and place for
(conveying) a message.
Chamberlain—
How possibly (do you say) that ( thisis) not
a proper place and time ?
Portress—

Worthy Sir, may you listen. To~day, by some one
who had gone to His Majesty’s ‘Stryamukha’ palace, a
lute was played upon. On hearing, His Majesty said, ‘A
sound like that of Ghogavati is heard’.

Chamberlain—
What then ?
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Portress—

Then, going there (that player on the lute) was
asked, “Where did you get this lute 7’ He replied, ‘It was
seen by us lying in a thicket of ‘kwmrca’ grass, on the
bank of the river Narmada; if it is of any use, let it be
taken to the king.” When it was brought to the Master,
he placed it in his lap and fainted. After recovery from
the swoon the Master, with his face stained with tears, said,
‘ Thouart seen O Ghogavati, but she (i. e. Vasavadattz)
is not indeed, to be seen.’ Thus, Sir, the timeis improper

(unsuitable). How can I report?

Chamberlain—

Report it, madam. This is also connected

with that (i. e. the same topic).

Portress—

Sir, here I report. Here, his Highness is coming
down from the Stryamukha palace, so I shall inform

him just here.

Chamberlain—
Lady, (do) so.

(Both go out.)

End of Mixed Interlude
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( Enter the king and Vidusaka)
King—

O (lute), whose notes are pleasing to the ear, (you)
who (once) slept (i. e. reposed) on the pair of breasts
and in the lap of the queen (Vasavadattz), how possibly
(nu) could you take up to (bear or undergo)the dreadful
residence in the forest, with your staff strewn over with
dust by the flocks of birds (there) ? (1)

Moreover, O Ghosavati, you are not affectionate; as
you do not remember the poor lady’s (i. e. Vasavadattz’s)
Claspings of your sides, while carrying you on (her)
hips, pleasing embraces between the breasts, when

fatigued, lamentations about me, when separated (from
me), and talks with smiles in the intervals of music. (2)

Vidtasaka—

Your Honour, enough of this excessive grief, now.

King —
Nay, do not (say} so.
My love (or passion) which had been sleeping (or
dormant), has been roused by the lute. But I do not
see that queen to whom Ghogavati was dear. 3)
Vasantaka, getting Ghogavati newly strung (i. e. repai-
red) by an artist, bring it quickly.

Vidasaka—
As your Highness commands.
(goes out, taking the lute.)
(entering)
Portress—

Victory to the lord. Here have arrived at the
gate, a chamberlain of the Raibhya family from (the king)
Mahzsena and the noble nurse of Vasavadatta, by name
Vasundhari, sent by Argaravati.
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King—
Then, let Padmavati be called first.
Portress—
As your Highness commands.
(goes out.)
King—

Can it be that Mahasena got this news so quickly ?
(Then enter Padmavati and Pratihari,)
Portress—
Come, Princess, come.
Padmavati—
May my noble lord be victorious.
King —

Padmavati, did you hear that a chamberlain of the
Raibhya family has come from (the king) Mahasena and
Vasavadatta’s nurse, Vasundhara by name, sent by the
revered Argaravati, and that they are at the door?

Padmavati—
My lord, I shall be very happy to hear the news
about the well-being of my relations.
King—

In saying that the relatives of Vasavadatta are your
own relatives, your Ladyship has said what befits you.
Have a seat. Why don’t you sit down now ?

Padmavati—
Will my lord (like to) meet these people seated
with me ?
King—
What harm is there ?

Padmaiavati—
My noble lord has another wife so it may look

like (showing) indifference (i. e. may look like being in-
different to their feelings).
King—
(But) It will be a great fault, (if they think that) I avoid
showing my wife to those who deserve to see her. There-
fore, be seated.
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Padmizvati—
As my lord commands. (sitting) My lord, I have
grown somewhat uneasy thinking what could be the
message of the father and the mother.

King—Padmavati, so it is.
At the thought, ¢ what would he say ’, my heart is full
of fear. I, on my part, carried away their daughter but did
not protect her. Having received a severe blow to (my)
virtues (or merits) owing to the fickleness of fortune, I
am afraid like a son, who has roused the anger of his

father. 4)

Padmaiavati—

What indeed can be protected when its time
(of destruction) has come ?

Portress—

Here are the chamberlain and the nurse waiting
at the door.

King—
Bring them in quickly.
Portress—
As my master commands.
{ Goes out.)

( Enter the chamberlain, the nurse and the portress)

Chamberlain—Oh,

Having come to this kingdom of our
relation, (I feel) great joy. But (I feel) dejection, remember-
ing the death of the Princess (1. e. Vasavadattz). What,
possibly, would not have been done by you, (O) Fate, if
(only) the kingdom had been taken away by the enemies
and the queen safe? (Or if the kingdom seized by the
enemies had been safe i. e. secured back and the gqueen too

were safe). %)
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Portress—
Here is the master. You may approach Sir.

Chamberlain—
May your Highness be victorious.

Portress—
Victory to my Master.

King—
(With great respect) Sir,
Is that king well, who controls the rise and fall of
the persons born in the royal families on the earth,and
marriage relationship with whom was sought by me ? (6)

Chamberlain—
Yes, Mahiasena is well. He asks if everything

is well here too.
King—
(Rising up from his seat) What does Mahasena
command ?

Chamberlain—
This (respect) is worthy of the son of the

princess of Videha (country). But (pray) the message of
Mahizsena, should be heard by your Highness, being
seated.
King—
As Mahisena commands. (Sits down.)

Chamberlain—
Congratulations because the kingdom, seized

by the enemies is regained (by you). For,

Those that are timid and weak in them no enthusiasm
(or enterprise) arises. The royalglory is, generally, enjoyed
by those only, who are energetic. (7)

King—

Sir, all this is (due to) Mahasena’s greatness. For,

Formerly, I was conquered and yet was fondled
along with (his) sons. Again, his daughter was forcibly
(drdham) carried away by me but was not protected.
Even after hearing of her death, he has the same affec-
tion for me. That, (I was capable) of regaining my own
Vatsa (Kingdom), indeed, even in this, the king (Mahasena)
is the cause. (8)
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Chamberlain—
This is the message from Mahasena. Here,
this noble lady will deliver the queen’s message.

King—
Alas, mother!

Is it well with the mother, who is the senior most
of the sixteen queens {Antakpura), the holy goddess of
city, and who was pained with grief at my departure?

(%)
Nurse—

The queen who is well (Iit. free from disease ) inquires
of your Lordship the well-being of all (here).

King—
Well-being of all ? Mother, such is the well-being !

Nurse—
Let not the master torment himself excessively.

Chamberlain—

Let the noble lord compose himself (i. e. have
courage). The daughter of Mahasena (i. e. Vasavadattz )
who is thus lamented by the noble lord though dead,
is not (really) dead. Or rather.

Who is able to protect (i.e. save) whom in the hour
of death ? Who can hold the pitcher (water-pot), when
the rope gives way. Thus men have the same law as the
trees; in season it (the—forest) is cut, in season it grows.

(10)
King—
Nay, do not say so, Sir.
Mahasena’s daughter, (was) my pupil and beloved

queen. How is it possible that she cannot be remembered
by me even in other births (i, e. future births) ?

(11)
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Nurse—

{(M»>) Mistress (1. e. A/ziravati) says—Viasavadatts is
dezd. To me or to MNahisera vou are just like our (sons)
Goralaka and Palaka and from the verv first (you were)
desired 2s a son-in—law. It is fo- this reason that you
were brought to Uljjayini. She (. e. Visvadatt) was
given to you without the fire as witness, under the
pretext of {leaining) the lute. But owingto your rashness,
vou went away (taking her with you) without the auspicicus
(marriage) rite having been performed. So, the marriage
was celebrated byus (two) having got yourand Vasavadatta’s
picture painted on the board. Here is the picture—board
sent to you. Be consoled looking at it.

King—
Oh, the words of her ladyship are very affectionate
and appropriate !

These words are dearer (to me) than the acquisition
of even a hundred kingdoms, since her affection even
towards us, who have cffended (her) has not been
forgoteen. (12)

Padmaivati—

My lord, I would like to bow down to the
elderly person (i. e. Viisavadatt@) on seeing her drawn
in the picture.

Nurse~—~—
Look, may the Princess lcok.
(shows her the picture-board)
Padmavatli—

( Having szen, to herszif) Ch! Very similar,
indeed is this one to the noble Avantika ! (aloud) My
lord, is tkis (portrait) really like the noble lady (i. e.
Vidsavadatt®) 2

King—
Not only similar, I think it to be she herself, O, alas !

How could the terrible calamity (befall) such a lovely
complexion ! How was this sweetnessof the face marred
by fire? (13

S. 8
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Padmavati—
Having seen the portrait of my lord, I shall know

whether this (portrait) is similar to her ladyship (. e.
Vasavadatt®) or not.

Nurse—
See, Princess, see.

Padmavati—
Due to the likeness of this portrait tc my lord,
I am sure (lit. know) that this is similar to the noble

lady.

King—
Queen, since you saw the picture, I find (lit. see) you
as though delighted and uneasy. What is this ?

Padmavati—

My lord, there lives one here only who resembles
this portrait.

King—
What! (resembling the portrait) of Visavadatta ?
Padmavati—
Yes.
King—

Then, let she be brought (here) quickly.

Padmavati—

My lord, in my maidenhood (i. e. before my
marriage) that lady was placed as a deposit (with me) by
some Brahmana, saying that she was his sister. She, whose
husband is away (i. e. has gone on journey) avoids the
sight of strangers (i. e. men—Parapurusa). So, let the
noble lord know, having seen her coming (i. e. moving)
with me.
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King—
If (she be) the sister of a Brahmana, it is clear that
she is some different (woman). Resemblarce of appea-
rance existing between two persons is seen in the world.

(14)
( Entering )

Portress—

May the Master be victorious. Here a Brihmana
from Ujjayini has arrived at the door to take back that
deposit, which he placed in the hands of her Ladyship,
saying ‘she is my sister.’

Xing—
Padmavati, could he possibly be the same Brahmana ?
Pad mavati—
Quite likely.
King—
Then, let that Brahmapna be brought in quickly,
with the formalities of the (i. e. proper to the) inner

apartment.
Portress—
As the Master commands. (goes out)
King—
Padmaiavati, you too bring her (i. e. Avantikz ) here.
Padmavati—
As my noble lord commands. (goes out)

( Then enter Yaugandharzyana and the portress.)

Yaugandharayana—
(To himself ) Oh'!

It is true that, having concealed the queen, for the
benefit of the king, I did (all) this, thinking it to be
beneficial to him. Though my task is really ( Nama)
successful, my heart is apprehensive (i. e. is full of fear
and doubt ) with the thought what he would say.
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Portress—
eze is his Majesty; approach him, Sir.
Yaugandharayana—
( Approaching)
May your Highness be victorious; be victorious,
King—

The voice is as though heard before. Oh, Brahmana,
was your sister placed in the hands of Padmavati, as a
deposit ?

Yaugandharayana—
Certainly.
King—
Then, do hasten the noble one’s sister, here.
Portress—
As your Majesty commands.
( goes out)
( Then enter Padmdvati, Avantikz and the portress. )
Padmavati—
Come, come noble lady. I shall tell you a happy
news.
Avantiki—
What is it ?
Padmavati—
Your brother has come.
Avantiki—
It is fortunate that he remembersme at least now.
Padmavati—
(approaching ) Victory to my noble lord. Here
is the deposit.
King—

Return it, Padmiavati. But a deposit should be returned
with (i. e. in the presence of ) witnesses. So here the
noble Raibhya and her ladyship (i. e. Vasundhara, the
nurse) will be witnesses ( lit. Court).

Padmavati—
Sir, now take away the revered lady.
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Nurse—
i (observing closely) Oh, the princess Viasavadatta !
ing—
¢ What ! the daughter of Makasena ! Queen, enter
vou the inner apartment with Padmavati.
Yaugandhariyana—
No, no, she should not go inside. She
is surely my sister.
King—
What do you talk ? She is assuredly the daughter of
Mah3asena.
Yaugandharayana— O king,
( you are ) bornin the race of the descendants of Bharata,
disciplined, learned and pure. [t doss not behove you,
who are the teacher of kingly duties, to take her away
forcibly.
King—
Well, let us first (tzvat) see the resemblance of
forms. Let the veil be taken off.
Yaugandharayana—
May your Highness be victorious.
Vasavadatta—
May my noble lord be victorious.
King—
Oh, this is Yaugandharayana and this (is) the daughter
of Mahiasena.

Is this a reality or a dream that she is being seen
by me again ? I was deceived by her only who was
then seen exactly in this same manner. (17)

Yaugandharayana—
My lord, I have committed an offence
( against you) by taking away the queen. Pardon me, Sir,
for that.
[ falls at (his) feet]
King—
( Raising him up ) So, you are Yaugandharayana !

By your efforts, indeed, (such as) pretended madness,
battles, counsels taught ( lit. seen ) in the books on
political science, we who were being drowned, were
lifted up (i. e. rescued ). (18)

Yaugandharayana—
lord We (only) follow the fortunes of our
ord.
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Padmavati—
Oh, this is the noble lady (i. e. queen Vasavadaita).
Your Ladyship, by treating you as a friend ( though you
are queen) I transgressed the limits of courtesy. There-
fore, I beg to be forgiven (i. e. apologize you) with
(my) head (bent low).
Vasavadatti—( Raising Padmdvati )
Rise up rise up O blessed lady ( i. e. one whose husband
is alive ). The body, which is the {only) possession of a
supplicant (Arth?), indeed, offends itself.

Padmavati—
I am favoured.
King—
Friend Yaugandharayana, what was your idea in taking
away the queen ?

Yaugandhariyana—
That I may save entire Kausambi.
King—
And what was the purpose in placing her as a deposit
in the bands of Padmavati ?
Yaugandharayana—

Because fortune-tellers Puspakabhadra
and others had foretold that she would be the gueen
of your Lordship.

King—
Was this also known to Rumanvan.
Yaugandharayana—
My lord, it was known to all.
King—
Ah, Rumanvian is really a rogue !
Yaugandharayana—

Lord, let the noble Raibhya and the
worthy lady (i. e. the nurse ) go back ( to Mahdsena )}
to—day only for communicating ( the news of ) well-being
of the queen Viasavadatta.

King—
No, no; we shall all go, along with queen Padmavati.
Yaugandharayana—
As your Highness commands.
{ Epilogue)

May our king Rijasimha rule over this earth, bound-
ed by the oceans, having for its ear—ornaments the
Himavat and Vindhya (mountains) and marked by a single
royal umbrella.

( All go out)

End of the Sixth Act
Thus ends (the drama ) Svapnavasavadattam.






NOTES
FIRST ACT
Pag= 2

sfr:—This word is used st the keginning ¢f a2 work, as
an auspicious sign. #7 denotss the goddess =%~ and hence
also the material prosperity in general. 27 is also the name
of §t&=dt (the goddess of learning and speech). Here the
word =t is used as a ¥E¥=TWsT at the commencement of the
work. It may be noted that the poet #% has used the word
#fi in the last stanza of each canto of his &xyT@dT (one of
the T==rs®eTs of the Sanskrit literature ). Gajendragadkar
and Bhatt read =4 in place of #: =19 too, (like the mystic
svllable 3%), is an auspicicus syllable occurring at the com-
mencement of a work. = and 3% are believed to have sprung
up from the throat of zam, cf. AFRRAINFA FTAT =@ I |
Fvs fucar fAEEal A= wrgfrsrgd | Gajendragadkar rightly
remarks : “The present 4 is probably not Bhasa’s but has
been inserted by some religious-minded scribe later on™.
T. Ganapati Sastri reads #i: at the beginning of this work.

TaeaEas g — L his is the title of the play. It is explained
in five different ways as follows:

(i) =TT FEsTNr SFAIEAANT | O ANET F7 9EF -
grEgE<E | i. e. a drama composed with reference to FTaF=E=T,
who was seen in a cream. In accordance with sifame &7 o=
(ur. 4. 3. 87), which prescribes the TgA—affix &7 (in the
sense of ‘a work composed with reference to’) and aiFAss-
srarg: (9n. 7. 2. 117 ), we expect the form wTE=aEIzwE.

However the form wtasmasz<w« can be justified in view of
FEATAT's AT viz. SITEITERTET agas—of course, understand-

ing STEATEHFRTSE: as FreATHANE: (i e. in its Sg@Eod ). (ii)
SqTEEl ATERENT STEATEIEAT | ( WAHIAAM ) €T GF  STHATTHINI,
weagraTE<ad. | Here, the word sg=aam@a=<T is metaphorically
jdentified (=&RgSr: ) with the wTe® in which ITEI=ENT is seen
by the king in a dream. Thus the word THIwAITH is
understood as neuter and as an adjective to the word ar==+¥.
(iii) ESEET FTEIEAT  EeAgTEAET | ( AEHTEa  SahE: ). -
IrETETT ARG 1€ G Aeh Weaargaead | i. e. the drama cont-
aining (the scene of ) Fr@Fa< seen in a dream (Read act
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V; particularly verses 9, 10) This form is in accordance
with s@emEsHss (ur. 5. 2. 127). (iv) @ Fogs<r aREs aq
AR @wawgsad, | Here = means @< g2l. The form is
SYTIFHCOT AT TATE. (V) FTEFEAET o Foaaiaazd: | ST
T 9% 90 FeagragEa+ | i. e. a drama containing the dream
of (i. e. about) FTagzwr. (vi) &= I Fragsar I FFoAggaz A, |
(=== gama: ) [ of. €97 zez1 (Famwar o9z, 99 J=a9 | F99R! ]
i. e. a drama which contains ¥ and gragz<r. The title
TaTegsw+, has reference to the incident in the fifth act
(cf. text p. 90 ) wherein the king 339 (the hero) sees
grag=<r ( who was supposed to be dead ) in a dream. This
dream scene is considered to be one of the finest and signi-
ficant scenes in this play; hence our play is entitled after
this scene. This play is also known as ™19, ToAgEF=AT
and TECEITEHE.

AT @a gEwfe gaaR:—In the Sanskrit plays of #rfwzrg,
wgyfa, ¥ and others, the stage-direction ‘S7=I=d’ occurs
after the benedictory starza ( 92 or Aga@<i® ). The exp-
ression Td: TEWRT FFIR. is not found in those plays as the
entry of the TIIR (who recites the AFIZ&) is presumed.
This is corroborated by the fact that we invariably find the
speech of the TIAYR after the stage~direction «ro=y. The
stage—direction indicating the entry of the 34X ( or of any
other person), before the =@z, is perhaps purposely
omitted as nothing should precede the benediction. It may
be noted that according to the rules laid down by W&,
( sreRE 5-149-50, arfgwador 6-26 ) war is recited by the
Ta19H, after the exit of the ¥39R, when TH¥ is over. How-
ever, it appears, as @41, the author of wrfEeEdwm, points
out, that later on, the elaborate 8% was omitted and only
the recitation of the awd%% ( which is a part of the yitw)
was performed by the TI¥9X who conducted the wedra=T
also. In these plays, wherein the word =¥ occurs after
the wig@=rF, it is keyond doubt that the word 1= refers
to the (preceding) benedictory stanza (cr stanzas). It is
regarded as a compulsory item of the T5(F. cf TETERIKEHT-
[ I 90 | qaTag Fasar Tl Aseweay o (|t
6-23 ). It contains the praise of some favourite deity and
the benediction for the audience. aa is supposed to remove
all obstacles and lead the undertaking to success. (Read
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also w=wg’s ZUET on Thewuz ) It is recited by the =F9R in
the medium-tone and consists of either\ eight or twelve 7%'s.
(cf. FTIR ToeTs TEA TELATHT: | I3 TR A aEraT e
(sr=mm= 5-98 ). The term w51 is derived from = with
the addition of the fem. affix £ (1y. Some connect the
derivation to the practice of worshipping the stage through
sz, the bull of Siva who was supposed to have been trans-
formed into the celestial stage. The word =& (meaning
benediction) is explained as: =g TFar I=MH | or w[=fg
ggan =T | or dA=XART wFqi =gan AT | i. e. ‘that in which a
god (or gods) finds delight’ or ‘that which pleases the deity’.
Obviously, the gods are pleased with the &4 as it contains
their glorification. The word may be explained thus also-

qeEfeg EIATISET HEI19 | or S=5dq SHANSHIE | or afFa: siraes:
grATfewRETRTS: Q¥ €5 94 | as it also contains a blessing
for the audience.

But in the plays ascribed to W& (except in the IT=ww)
the stage—direction WT=g= Fa@: FEIG TIAIR: | occurs before
wgasm. Naturally, therefore, the word a+=+3, cannot mean
‘after the benediction’. Hence, in these plays the word st
means a drum. cf. FFgfasa=ar ¢ &1 e qEat | (FEg=d)
Thus, sva7 means ‘at the end of the beating of the drum’.
This refers to a custom of the Cakyaras of the South Indian
(i. e. Kerala ) Sanskrit Theatre. The Cikyaras used to beat
drum before the commencement of the play in order to
draw the attention of the audience which is impatient or
busy in gossip. Even to-day a bell is sounded before the
commencement of a drama ( and of every act therein also)
in order to quiet the audience and thus to bring them in
the mood to enjoy the performance. It may also be observed
that the South Indian manuscripts of even classical plays
of wifeErg etc. contain the stage—direction W= @a: gRETH
gI9R: | before the awa2m.

The absence of the stage-direction «Fa=% before the
aFdra in the later plays, is explained by Gajendragadkar as
“due to the evolution of stage-craft, which probably made
the beating of the drum at the commencement of a play unne-
cessary.” This,however,is not much convincing. Some means
must have been used to mark the commencement of the later
plays even when staged. And what else than the beating up

wp
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of the drum ( or some music) can be more befitting? It
appears that only Cakivars have preserved that custom in
writing in their manuscripts ( i. e. the stage-copies). The
other manuscripts, probakly, do not contain such stage~
direction as it is too common and deemed to be known to
everybody concerned. The belief that nothing should precede
the s1#751%'% must have, probably, led to the omission of
this stage—direction in other manuscripes (i. e. non—stage—
copies ).
— TS (FTWIET ) qRAA 7G| i e. One who
holds the strings (of a drama ). He is the stage~manager who
is in—charge of the production of the play. He may be com-
pared to a director of a modern play. He is supposed to be
an expert in all the branches of dramatics such as music,
costume, make-up, gestures, etc. The word ¥F4X suggests the
origin of the Sanskrit drama from the puppet-shows wherein
the different movements of the puppets were controlled by
skilled person by holding the strings (®=Z) in his hand.
According to ZTEIF ( 3.3-4) a 39K is required to appear
on the stage in a dress befitting the divine or the human
character of the play, to please the audience with melodious
verses describing a season and with eloquent style (w & IRr)
to announce the names of the play and playwright and to
introduce the play proper. ( Read arfEzao 6. 26-32).

Stanza 1 Construe :—

SEAFAIAIU  ATHATAEA  GERIEAAAGO  FEEIRS] AGET AT @t
gren ! { Metre~3r=f ).

This is a Az@arR (or sIFR) in praise of FawA the elder
brother of z#iwem, The arms of FAUH are invoked to protect
the audience.

TggAgeg@aot (@S )—IIY AT T A9 g’ i e. (the
arms ) that are similar in colour to the moon that has recently
appeared (on the horizon). The moon, at her rise, has
reddish tinge. The fair arms of a@&UA also have reddish tinge
either naturally (as full of pure blood ) or due to his being
flushed with intoxicating wine. The word SzT may refer to
wgaqa. The expression Saudy «@a: =3 would mean ‘the
moon ( that has ) recently ( appeared ) on the rising mountain.’
w79y 9 and S%T 97: have the same sense. The word @3=g:
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does not refer to the New-moon (i. e. the crescent moon
seen on the first ( ¥f7g) or second (zA™ ) day of the bright
half (51775 ) of a month for she is not as charming and
reddish on those davs as con a fuli-moon day. ( Besides, the
New-moon cannot be seen on 3ZF797 ). The word a5+3: refers
to the full-moon risen anew 1. e. ¥5%: z#3". The word a7
mav also be explained as &5zF 91 i. e. ‘one that appears
charming at every fresh appearance’. A really beautiful thing
unfolds fresk cherm at every appearance. cf. &7 &5 gogaTEa
TEF =1 OEAER | IRIEE T 9997 & gessy 9997

TS (g?‘?r)mmq‘?.a T AT ( §HeRTL ) g@ =ZTeRt ATy
i. e.:“{the arms) to which all-sided strepgth is imparted by
wine. Balarama’s arms became more powerful as thev were
stimulated by the wire. Balarama’s fondness for wine is tco
well-known (cf. frgm@sa 2.16 ). Even to-day an army when
ordered to march, is fortified with wine ( particularly ‘rum ’ ).
The expression sTgIz<Taa’ mav also be explained in two
other ways as: (i) saya #57 o197 ar¥at a7l i. e. (the arms)
to which loss—of-strength (1. e. weakness) is brought by wire.
This explanation is notacceptable as it does not go well with
the purpose of this stanza viz. & 7@, Some defend this
explanation by saying that ‘the langour is only a passing
phase in the omnipotence of the deity’s arms. (ii) T =rmga
("RTT) o€ a7 oreTEwT| oTeagwr wger (g9l) I AUl il e.
(the arms ) with which he offered wine to his beloved .
This too is not acceptable as F&®W is not much known for
offering wine to &4l Rather 33d1 1s known for gracefully offering
wine to F@UA. (cf. fEeqr memiAE GaerEareie —dE g )
Moreover, this meaning has no bearing on the principal sense
of the stanza viz. @i TG 19T : ( mas. ) is the wine prepared
from the sun-boiled juice of sugar-cane or from the ripe
fruits ( which are fermented ) and water. cf. €gRag: yatusET
| WA IEARSIIE I MEIEiRaE | 94 wwedrgyat g w99 @
erge: | The word is derived from 311g (5 conj.) ‘to enliven’
( Vedic). cf. sirgag:—the name of a palmyra tree.

Feea—of F@yw. Bhiasa has special fancy for @, cf.
garRaTaRgaTgasiar aaurzaa—act IV @a. He is also known
as qE}Y, IAARE, TATGY, Tal, HRA07 and gast, He was the seventh
son of gga7 and ¥gfl. He was transferred to the womb of

S. 9
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Jfeolt to save him from the hands of . This gives him the
name UE01g. He was the elder brother of #iz=w and had pestle
and ploughshare (%@ ) as his weapons. He was known for
his strength; hence he was called F@xm®. He was fair in
complexion and was much addicted to wine. He was an
expert mace—fighter. He is believed to be the incarnation of
the w1, His name is supposed to be auspicious and capable
of destroying calamities cf. IREATREZ Tgwiar Taga: | TmIwE-
T AEEHEamEE

H—to you. i. e. to the audience. &1, though singular,
refers to the @S, For a similar use of singular instead
of the plural, cf. the Nandi verses of AEATIY, TGIUTT and
=fgaw Some explain &7 as referring to the king who was
present at the premier performance of the play. This, how-
ever, does not appear to be convincing.

TEHTCASION (YT )—TEATAT: FFAG (SFAT) 3T qOil (FEIE) |
i. e. (the arms) which are filled with the appearance of
beauty (i. e. =nwrger ). The word @0, in the compound,
is redundant, but is still employed by the author to suggest
the name of gadrEsl, the second heroine of the play. srgfior
( past passive participle of 3 +7 ) is used as an abstract noun,
meaning @A, (cf. 91, 3.3.114) The arms of IF@AUT are
supposed to be quite long and muscular and hence they are
described as ¢ graceful’.

FEeaFET (B )—ag=a: =9 &3 (F) 1 i. e. (the arms)
which are charming Iike the spring season. The naturally
charming spring appears more charming with sprouts, flowers
and fruits. Similarly the fair arms of swxiw appeared more
graceful with ornaments. The word 5= may refer to the
@ (in music ) called &=, which is very pleasing to the ear.
This meaning is not preferred as the S¥f% (i. e. ¥sH) is
‘to be seen’ rather than ‘to be heard’. Some explain the
compound FEIFAT as Fa=r HA!l i. e. the arms which are
(more ) charming in the spring season (on account of the
special decoration of spring-flowers etc. cf. &5 & STeaT g~
Fgag 6.2 ) a5—an adj. from &9 ‘ to love ’ with the addition
of ¢, the & —termination. (cf. 4T, 3.2.167 ) cf. 951, from 7,

This ag@@i® describes the grace, the strength and the
charm of the arms of s@Uw and invokes them for protecting
the audience.
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This ardi—-stanza has all the characteristics of a 737 viz.
wgf:, @R, SEafaa+ and woTseEa. It praises @ (through
the praise of his arms) and contains benediction to the
audierce by praying for their rrotection. It mentions the
moon (cf. =g ) and has eight 73s (i. e. words) viz. (i)
Sraayezaavr (il ) wragTaEAr (i) FEer (iv) & (v) sEEEgel
(vi) agg=est (vii) ¥ and (viii) ara=r It is also FEa9aEas
in as much as the words are deliberately so arranged as to
indicate the names of the principal characters in the play;
viz, =Eae, FrogE<l, TAEN and Fvaw. Such an attempt on the
part of the author to give suggestion of the plot constitutes
FEWER. of. T=ATIaNy g7 ATAIes 1 | ( ZEaarEeE-139 ).

The present «=ar is technically called T=E#T because it
contains the suggestion of the plot. cf. Feg] Siwex &GF=w™I
FETTTE gEg | 29U g7 SATEFRET S qEESr § oar i ( 9T ).
It can also be called i@ I—type of 157 as in 1t there is a
mention of the moon cf. & WA Fza &1 FFa FfEar 99 |
SYRTT FOG qT AAAAFFAIET | G ST T TTRAT T OgET TReET U
( FEAFZTHRN ).

The commentators are well-known for their ingenious
ways of twisting of the words of I=#% so as to dig up
some suggestion of the plot therein. In the present sT=ai=lF,
the suggestion of the plot is obtained by interpreting the
stanza thus: SZIAI—= gEIN—ITHIETT—aA] o7 @14 | TEHTEA
—Eh—gril g —&E! S A il i e. “May the (two) arms
of the mighty one (3&@ i. e. 384 ) protect you—{the arms )
whose strength is Vasavadatta, ( /@3l ) whose comple—
xion is like the moon (sgagui) and who is devoted to
Udayana ( S%a97-97 i. e. 3399 90 a=g@ f7 s3F=ar11), (the
arms ) which have become fully equipped (fijlﬁ’) by the acqui-
sition of Padmizvati and on account of the ( company of)
Vasanta (i. e. Vasantaka, the Vidugaka ). One need hardly
observe that this is far—fetched and quite artificial.

Some scholars explain 3@ as referring to AR4TA (who
is ‘strong’ in intelligence ) and ¥ as referring to his two
schemes viz. (i) depositing IT¥F%<T in disguise and (ii) securing
back szaw’s kingdom by bringing about the marriage between
e and weATaEt. The expression aTags<Eal refers to the will-
ing cooperation and successful participation of g/EIEwT in
the scheme of ATavEw.
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g i. e. T FERITFRO | (comm); T AT:RETTFR I—thus
as proposed. (fZeqvfi), erafzrg—ermat T ¥ fuzm 5 11 i. e. to
worthy and respectable ( members of the audience). =13f:
( from = ‘to go’) refers to a person born in a noble family
and possessed of good character and virtues. cf, F= i@ a7
AT I weF FAHAT | S5 S ISSqaaEieaTIaqy | (). ST
gL AT FAFAATRANE: | W1 is a title of respect and is prefixed
to the name of a person; e. g. H JE=IUAW, T Iz cf.
the similar use of ‘Mr.’ before the proper name. 7% is also
a title of respect but it is suffixed to the name of a person
and is always used in the plural, e. g. wveafram. Here both
the words &1F and &% are employed to suggest great respect
for the audience.

Asaniim—(causal of fF+3) I beg to inform; I respectfully
request. 34 (ind.) indicates surprise at the unexpected
disturbance of the noise. It may also indicate the JI9R’s
displeasure at the sudden intervention. frgmaaeasi—(—fmfaw)
i. e. busy in making the request. cf. == =qrga& MFw | (I¥AT0)
=9 ( f+%17 ) is used with the instrumental or locative case.
5% §9—something like a word or speech. The word ==
indicates the lack of knowledge ( on the part of the TI9R)
of the exact nature of the sound. As thesound was coming
from a distance and as he himself was busy in requesting
the audience, he could not, at first, make out what exactly
that sound was.

s1g is a vocative particle meaning ‘oh !’ It implies atten-
tion or desire g w3gTir—I shall find out or ascertain.

Fqey is a stage—direction, meaning ‘behind the curtain’
(i. e. the back—curtain). The word fA7eT is derived from &
(neu) ‘the eye’ or f&7 (mas.) ‘the leader’. The word has four
meanings viz. (i) the curtain (ii) the curtain~room i. e. the
actor’s room for dressing and toilet (iii) the toilet or decora-
tion i. e. the materials of make-up and (iv) the actor’s
costume. All these things are called 3727 as they are pleasing
to the eye. cf. qT2d TSR T TUITH | FIAGET LT
TIA Jq2Ag=ad || YATR=GSSRl FUT 92 JULAGAS ().

Some connect the word 923 with the Prakrit word S9=%.
The stage—direction 9923 is a device adopted when a character
approaches the stage while speaking. It is also employed to
convey some information to the audience without introducing
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the character on the stage. Conveying such information from
behind the curtain is called @1 i. e. intimation scene. cf.
TS RRgE < fanTier g99T | ( Zue9s 1-6) Here J72¥ indi-
cates the entry of the servants while shouting. S®&Rd...etc.
eI @I, The repetition of the word shows the impatie-
nce and embarrassment of the soldiers to clear the way as
the princess usmmEdl is about to arrive. The soldiers are
clearing the way for ugwradl by driving away the people.
The rudeness of the soldiers is quite transparent in their
harsh and loud words viz. I®Ra .

wig, Asag— When the soldiers were shouting from a
distance, the ¥ could not well understand that indistinct
sound. Now as the soldiers come nearer, he is able to
understand it precisely and describes the same in the follow-
ing verse.

Stanza 2 Construe :

X 3

earsTed Reavy: wearg AT e 9 N IFITSa: 9 ST |
( Metre-s1gsz9 )

In this verse, the ¥¥9 explains the cause of the sound
that came from behind the curtain.

Wed: FUsEI—by the servants of the king of @y, Note
that the word TSI becomes TSt at the end of a T<I%T comp-
ound. (dT.5.4.91.) — @y is the southern part of the
modern province of Bihar. Its capital was =g, which
corresponds to modern Rajgir in the district of Gaya. The
king of W referred to in our play is Z3%, the son of sTsrgxy
and the elder brother of ugamEdl. fav: (g&:)—‘by those
who are devoted or loyal ( to the king )-—As these servants
enjoyed the confidence of the king they were rightly entrusted
with the work of escorting the princess weaTdl, who was
on her visit to the FaE=. FFargmfwiin: (34 )——by those who
accompanied the princess. &7 refers to TgAET, the younger
sister of &%, the king of wwa. ®=ar is derived from =T ‘to
shine’ or from #FH ‘to love’. A girl appears bright in her
youth, is loved and makes love. cf. &1 FadET wWafy | (aves ).

gygHg—( adv.p. p. p. from 99 ‘to be bold’ )—roughly,
rudely. Being soldiers they were accustomed to behave roughly
towards the citizens. In the JuE« also, they are behaving
with the same roughness, without any regard for the sober
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and pious inmates of the hermitage. Fe®@@q—Causal of present
pass. 3 sing. of drive away’. &% :—everyone whether old or
young, male or female; without any distinction. The S®RT is
done by the 57’s who have no discriminative power. aqraastar
ga: i. e. gEEAaaEr ww—people residing in the penance-—
grove. The word @5 is used in the sense of ‘‘belonging
to”, cf. W gEg ey g=smm: | (InEeaa ) also ul. 2. 1. 24,
TIFAE (AY. TATAHE §99 )—a penance—grove.

Th's stanza connects the TITqaT with the main scene of
the first act. The entry of the guards is clearly suggested by
this verse. It also indicates that the main scene of the first
act takes place in a penance-grove in the Magadha country.

fReRlsa:—p. p. p. of ME+%FT ‘to go out’. This is a stage-
direction indicating the exit of an actor from the stage.

arqAr—( from the causal of 4T ‘to arrange’; to ‘intro-
duce’ ) Prologue. It is also known as T&IFAT or FEH, Its
place is immediately after the ==@—=/%. Usually a prologue
consists of a dialogue between the #9R and his wife I3 or
his assistant TTR9T%%. Sometimes the RAgTF also participates
in this dialogue. It is the course of their conversation, they
introduce the play, the playwright and the occasion of
the performance of the play and pay warm cnmpliments to
the audience. Often, the ITTIX entertains the spectators with
some song sung, by the s It connects itself with the play
either by naming the character who is about to enter the
stage or by stressing the similarity of mood or action bet-
ween the =I9X and the character about to enter or by hinting
at some incident with which the drama commences.

The prologue is defined as follows, s&r g Frfy grRuTiA=
TT g7 AITIRO TR GAIT I FIT | Rt Rl @ Tegaraniiiag:
STHE T {Fd AT JEEET 9r 0 (Sieagd, ) It is of five types.
(i) Sgraw (i) so=e (i) syag (iv) F99% and (v)
sigafad. Technically our Toma«r is of the IIFURWYT type, as
while the |9 is requesting the audience, the other incident
of driving away the people is simultaneously introduced and
thereby the entry of the soldiers immediately after the exit
of the &I is suggested. cf. aR T THREAY TN TSI |
& UTATIVAT, TATRINTERT 1| (SrREETer, 6.36 ).

The #4199T of our play has no other character than the
9K, It does not give any information atout the play, the
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playwright or the occasion of the performance. A similar
eq1qaT is also found in the other six plays of W& viz. =T,
TEAHSTAN, ISR g, WK and F@ERA.

The name T74T indicates the older custom according to
which the ®419% having entered the stage after the completion
of the 73%& by the 7YX conducted the prologue known as
gqT9AT. Later on, the TITTH was dispensed with and the TI9R
himself conducted the prologue after the {@(¥. In our play
though the ®419% is not 1ntroduced the prologue is named
AT (and not ¥EIEST). “This mdlc:ates the antiquity of the
plays of wrg. It may be noted that the prologue in FWR

isfcalled gEargar ( and not TI(TAT as in the rest of the plays)
oI ¥HIH.

gfzg—The use of gerund as a stage—direction at the
beginning of an act 1s rather unusual and unconventional.
The stage—direction 5% is preferred to @ wRmfT @rawdy, as
the speech of the soldiers is already introduced in the T4719+T.
Wil—the (two) soldiers, or military guards. The word is derived
from ¥wg ‘to receive wages’. The reading graif ( =menials )
is not preferred as the Wil would be more competent to
protect the princess and to clear the way for her. Though
the word % (in stanza 2 indicates ‘ many servants’, only
two ¥w&s are introduced on the stage. The reason for this
appears to be that the ¥39X thought of many servants from
the indistinct and comingling speech of the two soldiers who
were at a distance. Or, perhaps, of the ‘many’ soldiers,
only two are introduced on the stage for achieving the
economy of characters.

qRaEIEmYT—RESHRS 05 37 geg @ | ( cf. the compound
gaeE«T ) i. e. one who is dressed as a wandering ascetic.
Some explain the compound as IRaTSIFHET I¥: TRATSHIAT T I
geg &: gRatsi#ad: ( cf. the compound & @ ). This is in accor-
dance with the afd® No. 12 (on 9t 2.2.24) viz. GEFIIHM-
iamsﬂ%ﬁwwww (cf. wszawm:, g8« ) The word wiarsi
is explained as one who Wanders from place to place. A
wandering ascetic, having renounced the world, is not expected
to stay at any one place for lghg lest he might form attach-
ment for the same. cf. TRasy §F TR £y TRATSE: | ArneerEon:—
IRET STl QAL L (9T, 6.1.99 ) the son of FE, ANT=AET is
the chief minister of Sza«, the king of Vatsa-country. He
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is known for his sharp intelligence, shrewd ways and for his
great lovalty to his master. His father (i. e. W4T ) was also
the chief minister of @zarh% (the father of ¥%aw ). This
accounts for sTagz<r’s full and unhesitating confidence in him.
STARAFEIGATRUN FFFay @g=at a1 sar snatasr (cf. ar. 4.2.154).
ATTETRTAT: 3T qRAR 9871 i. e. one who is dressed like a lady
from =gfa. The country of /@fd can be identified with the
western part of modern Malva. Its capital city was IS,
one of the seven sacred cities of the Hindus. r@ga=m has
disguised herself asa woman from Avanti country. It appears
that in those days the people of different parts dressed
differently. Even to-day a Maharashtrian or a Bengali or a
Punjabi can be distinguished by his or her dress. F1@agwT-is the
princess of Avanti, the daughter of the king =g (also known
as #E@w ). Her mother is srgRaal and she has two elder
brothers @ ® and 9Teh. JTEFE<T is so called as she was born
as a result of the boon given by Indra. (g/e== =78 <m =@ 1),
greaant and FTeFaT have disguised themselves as a afaTs®
and an SAEFFIRT respectively as the former wants others to
believe that they are dead being consumed in the fire at @FvH

®U FET—listening attentively. ¥ S TeERA—I VAT
is surprised and irritated to find the soldiers clearing the
way, in a rough manner, even (&ff) in the penance-grove.
One expects =@ (i. e. driving away the people for clearing
the way) in the hum~drum of a city and not in a F9Ee
which is inhabited by peace-loving and tespectable ascetics.

Page 4

Stanza 3 Construe :

froeq sTAMETST (43 ) TE, T B g, WA, TRRAT:
ST AME: ggorrey | & 9 Sfga., o Wy fRe:, Feae s
TE MUT qOgT AT AT |
{ Metre—rgmfasiza )

In this stanza, dWwuam describes the peaceful life of
the holy sages and expresses his wonder at the immodest
behaviour of the soldiers.

fivey (S17ET )—to the sober (people ). srsmaBaey ( 5wy )
—Ts Gi¥E: 9571 i. e. to those who are residing in the
hermitage. g@a:—Construe F8a: with sir=agae i. e. dwelling
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having resorted to the =mem’. Or Construe IFTa: as JUFw
{ supplied ) s@a:—to those who are residing in a penance
grove, Gajendragadkar considers this adjective as redundant—
as its sense is covered by srangfsaed. The adjective sTaAGHIET
indicates the infinite pains of the ascetics for practising the
penance while the adjective gqige indicates their indifference
( detachment ) to the pleasures of a city—life. Read : stg#=aw
gafea goEaTRET =Ry ensw: (RTyull) or WA AW: g9 ©9da-
ISR (SATRAT); AUy unFEWEw ety g wes Juf
JEHEEy AT seaa | (sa7eqT) 99a: can be construed as T
%o gUEY F9q: i. e. to those who are residing contended with
wild fruits. a#:—ay w¥: 3=3: | ( with fruits ) growing in forest.
HIATEET (ST )—ArF AERY oG €T 1 i. e. to those who deserve
respect. EAEI—to the people i. e. to the ascetics. It is used
in singular as it refers to a class of people. FERIa: (F=T)
—to those who put on bark—pgarments. 3e@ (F9_ ° to cover’)
is a garment made from the bark of a tree. IITG— harassment;
trouble. @geI@d—is produced—Present Passive 3rd sing. of
causal of @ + 37 + 9% to produce, IR&F:—( p. p. p. of T+ L)
arrogant; insolent. AAxTzY¥ATET—EFaT I¥a: I @l gIT T\
i. e. the person who is stranger to modesty; an immodest
person. The expression B9am@iqgey: can also be explained as
a g compound thus : Fwar «@¥qr. g (JFH0) I @ )
i. e. he who has his servants behaving rudely. Thus d=9am
considers the master to ke insolent whose servants bebave
rudely. However in view of the words of &g in stanza
No. 5, this interpretation is not preferable. Besides the word
=197 shows that gRFagu refers to some one who is quite
near. Thus the expression FaIEdgywya: (singular in the colle-
ctive sense ) refers to the two soldiers. It may be noted
that the expression ‘FEIEYTIET: is quite unusual: one expects
either Beama: or fwarages:. wE: aa: Akma— & +f7)—who
is proud owing to the prosperity which is unsteady. @@=,
the goddess of fortune or prosperity is supposed to be fickle.
cf. IRTy=gar & f219: 1" The soldiers are puffed up with pride
forgetting that prosperity is never permanent. The words 3@
and ffead suggest that the soldiers are picud and almost
blind to the way of the world. ¥ suggests disrespect for
the person doing Swarum. ®Eadw—( p. p. p. of M+% )—quiet;
peaceful; tranquil. sfi&(RF—This is a =4 formation, which
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is explained thus : ¥ o\, @=(9. | O AW FAG aFEEAR—E. A
7 form takes place when a certain thingis metaphorically
looked upon as bhaving become that other thing. (e. g.
TR ete. ) of. TRERALT gvgRgR FF:1 (4T, 5. 4. 40); srva-
ey =iy g@saa | (F1% ). Here, the 9w cannot be really
turned into a village. But tecause of the rude behaviour of
the soldiers, the TI/ga is metaphorically loocked wupon as
“being turned into I™’’. In IfgameTZ® we have a similar idea :
cf. T agvara mmmtt ,amq’ma T R qgamEgan | ageta s
TzEErdRATT: gl gt qaaERr 1 (7.4)

eimar—by the order (to clear away). If ‘&’ refers to
the soldiers then the 13T is the order of the soldiers but
if # is understood as referring to the master then the =g
is the order of the king which is carried out by the soldiers.
We have already observed above that &: refers to the sold-
iers only.

The adjectives (in the first row lines of this stanza )
which describe the peaceful and contented life of the asce-
tics, are intended to show the contrast between the people
in the city and ascetics. The city—dwellers are fickle (srfiRr),
luxurious ( JzUwEP@ET: ), passionate ( WAFTgAY F@-a: ), dis-
contented ( 37gHT: ), not worthy of respect (#™m=gl:) and
fond of gorgeous dress (S METEARTEITEATIRIEIE: ) as oppos-
ed to the ascetics who are ¥Ry, sz@AEl@:, TOFT Fa=<:, T,
g=E: and Fawwgea:. One can justify if, on some occasions,
soldiers behave rudely in the city. But on no account, rude
behaviour towards the pious peaceful ascetics can be justi-
fied. Rightly, therefore, gwatraur feels that one who rudely
behaves in a gTgs must be thoughtless, immodest and
unduly proud.

si—is a respectable term of address meaning ‘Sir, a
respectable person’. gTEaswT, though a queen, addressesthe
minister as @M. This shows, the hioch respect that she has
for FM=aTAW. & Q¥ SWRAR—With this question IraFzIT
snows ner indignation and disapproval of the s®&Ur. wafw
—Vocative sing. of Wt (a respectable lady ) u: wala sreaEs,
i who turns (i. e. drives ) himself away from right-
eousness. The idea is that one who drives away his own
self from the righteous conduct (i. e. the religious path—
g9 ). dAMeqqor’s bitter anger and total disapproval are well
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revealed by this remark. Irg3=<r uses the word ‘SarRIRF’ i
the sense of ‘physical driving awav, while the same word is
employed by dW=xra™ in the sense of ‘metaphorical driving
away’ of one’s own self. The sentence constitutes the fazE=T
FAE

7 fE o axgwEmaT | s12al. . S Ifir—ameEE<T points out to IM=9-
g that he has not understood her question properly. He
thought she wanted to know the person who is driving away
the people. She now makes it clear that she is not interested
in knowing ‘who’ (or ‘what type of person’) is driving away
the people. She rather wants to know whether even she—
the queen of the Vatsa—country—is to be driven away in an
impudent manner ? gFgEAT—desirous of speaking. The nasal
of the infinitive ( g¥gw® ) is dropped before &M and #A9Y.
( cf. gzaartydr on 49r. 6.3.109 ).“argax=r, though in disguise, 1sj
unable to forget her position of a queen hence, she e*cpresses
her resentment at the humiliation which she has to suffer.
Note that dw=agan disapproves of the S@RYT of hermit in
general, while aTag=<T resents the Sw@RUT of herself, the queen.
drH—-suggests the anger.

Ty, wafvsEany ?{:ta'rm Sty aT:ra@‘% | —erfagiari®—not
recognised; not known. E‘:Hﬂﬁ'-——(from ¥9a%, neu.)—gods, or,
Zaaiyari Tt (i. e. god-like persons ). stagm=a-—( 3rd plu.
present pass, of &F+4) are insulted, are spurned. Tl e shrewd
FRT=ERTAM tries to console FTEIEWT by saying that even gods, when
unrecognised, areinsulted; whatof mortals then? ‘Toillustrate,
people even kick the frg of wgkw, when it is fallen in the
midst of stones on a bank of a river. JWFYUINM wants her
to remember that now she is srgfegsr and not the queen
and requests her to adjust herself to the circumstances.
Gajendragadkar finds in this sentence ‘“‘the implied compliment
that Frayz<r is a divinity’’. FW=aqa7, while saying SFerfa sift
intends the contrast between gods and the human being
(greaz<r ) and thus very effectively, impresses on IEIIT’S
mind that the rude behaviour meted out to her is not pur-
poseful or deliberate but is quite natural. “Hence he desires
that she should not be too touchy about it.

qi¥star:—physical fatigue. TR@T:—mental agony. T4T TR=M:
TREE ... gV T —areagar accepts the consolation of IRreagrawm,
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Yet she is not able to persuade her mind to forget her queen-
hood. She has travelled on foot, from @@F to this aTiFs.
She does not feel physical exertion in spite of the fact that
she, as a queen, was not used to such hard physical
undertaking. She feels the humiliation of being driven away
and not the physical fatigue. We all know that a noble
person feels the mental agonv more than the physical pain.

AT —oTET g&: T4, 3 1 (cf. sqrarg T, 2.1.49)
i.e. which is formerly enjoyed and now abandoned. ou: ffua: refers
to the dignified way of going while the guards clear the way in
front. @wIA—aT or &% is prefixed to the forms of the
pronoun waq for showing greater respect. The prefix o
is used when the person is before the speaker while T3
is used when the person is not nearby.

gearwa: 9: A ssrvsaen—This is another attempt of
AR to console Fraga=T. He tells her that she has enjoyed
the pomp and dignity of a queen. When she went out, as a
queen, the road was in this same way cleared by the guards. But
now she has agreed to abandon temporarily her queenhood for
the sake of her husband. She is now an «@faa#T and as such
she should prepare herself for such insults without being senti-
mental about them. The emphasis is on S/™%T: in the expression
AT,

Some explain &I F93: as (1) you have first thought
{¥&) of such dificulties and you have agreed (sf%d:) to
bear insults. (i1) you have faced (g#&:) and surmounted (IF+a:)
such difficulties formerly i. e. before she could marry ST,
Both these interpretations are far fetched; hence not satis-
factory.

q o frar sE—3aa tells qTaggaT not to brood over
the SwRuT and the insults arising therefrom.

Stanza 4 Construe :
IR ©F T AT oy ARG emerd | W B (@) gen owrey
(@ar quar) afreafy | %rmt“%:ﬁa TRITHATHAT T wrwvrf‘-%: RTARA T

=R | { Metre—ag=afaaar. )

In this stanza =907 consoles FTaaa=T by showing hopes
of future prosperity and by philosophising.

gdg—~formerly when she moved asa queenandasa princess.
-7 T T9T—moving thus in a dignified manner as a queen.
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Gajendragadkar construes: T3 IIF &4T SITHTH AEIA | i. e. you had
approved the dignified way of your going. The idea is that
greFs<r, as a queen, had approved of such a dignified going
with guards clearing the way in front. Now when some one else
is going in the same mannerand when she is being driven away
she is complaining. FTEgz<aT should not grudge to others what
she herself has formerly enjoyed and approved of. This explana-
tion is not appealing as it involves a taunt which is not expected
from shrewd dW=qqg® at this moment. Besides, he, emphasising
the temporary character of the ¥FFamr—disguise, points out to
FraE<T that she who enjoved dignified going once will soon enjoy
the same. cf. SINAT OF AET; %ied @@@9) Tasg™. The idea of
taunt in the first line does not go well with the srulegtag
expressed in the last two lines. =g wasg—You will move
in a dignified manner (of a queen after the victory of your
husband). sgteq® is adverb here. #reaq mav also be construed
as an adjective to 729 supplied. Fa3 w§: —ara7zar and A=
have disguised themselves to help 33+ to regain his kingdom
from Aruni. sEE: mmtn'g:—-the cycle of the fortune of the

world wRETATAT—revolving. H%F{Wf%——’aﬂ?fq A (ST A7) IOt

gfz@: | i. e. the series of the spokes of a wheel. HE=AM. .
apEaaies:— T hese lines contain an sFa@qra (i. e. generalisa-
tion). Just as the spokes of a revolving wheel go up and down
so also the fortunes of the peoplein this world change frequently
in turns. dREIUAT consoles JrEEE<T by telling her that the pre-
sent unhappy days will end and in the course of time, she
would have her fortune smiling on her. cf. &t f& o= ©IF
TRISFATITT e T | (wAm X-117.) SieggaR ¥ Q0
TRATRAC | ( AFET o 50 ) FHRFURII TR T G@TW T 1 (\G).
qregaan advances three arguments to console ITEIE,
who is feeling humiliated at the rough treatment: (i) Even
the gods are humiliated when they are not recognised. (ii)
grggz<T herself has agreed to accept staying in disguise for the
sake of her husband and (iii) The dignified position of a queen
will be, once again, attained by her after WZI«’s victory.

Page 6

wregsia:—the chamberlain, He is also called #=g=t or
wwgHa:. He is so called because of the long robe (%) he
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puts on. He is an household officer of the king, old in age
Brahmin by caste and virtuous in conduct. Often he is
represented as complaining about his old age and infirmities.
Because of his old age and virtuous conduct, his duty is
mostly in the harem. In the plays ascribed to @™ the
chamberlain is called m=gfa: and he is not shown com-
plaining about his age. This indicates the antiquity of the
plays ascribed to wrg. Read: RFIGTIT g 4O gowrerad: |
gimRAETE:  FEgRENday | ¥ fer goduenr wEQeREsEn |
STAFATCFAAT AEGHATEG 7 TFan U

a9 @g ¥ @Wg—1he repetition shows the disapproval
of the chamberlain. §RIgE—is the name of one of the two
{T’s (WTH" is a barking do3z; this soldier %99 is also shouting).

Stanza 5 Construe :

qIT FIUATE TREGG | AIANAIGY 997 7 FASIY | OF AWl
ey FaFg g e (99) Fata | ( Metre-gitaamsn )
| In this stanza, the chamberlain explains to the guard
.why the ascetics should not be driven away.

WATA—is used to flatter the soldiers. JUAATH—TTET ATIEH,
(i. e. 99T wqEE) i. e. the blame of (i. e. from ) the king.
The idea is that the king may blame the soldiers for their
rough behaviour towards the ascetics. The word FUTIaEwR
may also be explained as TI% U3y FAGET | or T¥ SITIEH |
i. e. the blame to the king. If the guards behave in an in-
solent manner, naturally the people may blame the king.
Often the master is blamed for the faults of his servant.
Gajendragadkar thinks that ‘the soldiers had received no
instructions to clear the people away. In doing so they were
acting on their own’. It appears that soldiers had general
instruction to escort the princess. They, however, forget that it
is improper to clear the way in a qIgT as in a 9K; and it
is this impropriety of their action that is emphasised by the
chamberlain. g&y@g—harshness either in words or deeds. It is
used in the sense of the abstract noun ureszw, « mﬂmqw
pot. p. p. of ¥+7s should not be employed or practised
WRIRAIT—TR IRET 1 i. e. humiliations which are likely
to be inflicted in a city-life. Fai*ga—to avoid. wafega:—self-
willed persons; persons of spirit; high-souled persons. The
word is explained as: ¥x&g #= «@Ra Jwi ¥1 (cf. ar. 2,.5.122)
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o & TxamalteT: qERAET IR fivemen gesT gat s
Farsateg Ao | (STwEIRa act ). The stanza constitutes a
figure of speech called FEafAT.

The chamberlain restrains the guards from roughly driving
away the sages because (i) it would earn for them the king’s
blame or the blame to the king (ii) it is improper to humiliate
the ascetics when they have come to stay in the forest for(
escaping such humiliation.

aar—The guards immediately obey the command of the
chamberlain. g¥§—a particle expressing joy, sorrow, compa-
ssion and the beginning of a sentence. Here it expresses
joy. cf. =T wisasmeaEal FrEaREafETEa: (wwem) aiisma—
famr9| &% i. e. tull of knowledge; having the power of dis-
crimination; intelligent. ‘/'r:{z%r-’-‘n{-—-outlook; view. FWreqqEm
appreciates the outlook of the chamberlain and decides to
approach him. g@&@—O child. Fw=qgam addresses ITgI=<T as
& as she, as an #gfa#r, is supposed to be his younger
sister. This address is also justified in view of his old age.
{FFar—%T F@= zar. The expression, has becomes clumsy as
% is compounded with the word Far. guoraig—excellent; pleasing
st —form of address. 1 3% =¥—is not pleasing. The root
29 is transitive and 9t&qz. Here it is used as an intransitive
and eHAvz, which is irregular according to arffy. Or
consider 297 as a reflexive passive form (like @z=: g=77.)
indicating the easiness of the action. (cf. ur. 3. 1. 87) However
the grammarian % sanctions this use. ZFweagam likes to be
addressed as a TURAT (a covetable title) but as he isnotused
to this form of address and as he is not really an ascetic
( but a scheming politician), he does not feel happy when
thus addressed.

el swfalimemyaass—of (our king) who is named

{ thus ) by his elders. It is not proper on the part of young-
sters to take the name of an elderly person; .hence the

chamberlain resorts to the round-about speech viz. ‘the king
who is named by his elders as =z%®’. Gajendragadkar consi-
ders this expression as similar to IATAMT or FILTAHIT,
meaning ‘one whose name is auspiciously taken’. The idea is
that even the elders utter the name of the king % for
acquiring merit. This is rather too complimentary. The cham-
berlain adopts this expression— gt srfaRgamrrgey in accorda-
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nce with the custom of those days which forbade directl
uttering the names of fespectable persons like a king, teache:
etc. cf. =194 =T Fegy gaaral A e | e = frgsr 9 A
Waﬂr&%ﬁmawaggrwmalammﬁﬁwms
IR g97 | The 7fFa afix 97 is added to the words =7, 91
and 9 without any change in their meaning. TZm—the kin;
of the #7TT country. He was the son of s1siAaT and belongec
to the dynasty called RigarT. AEIZAY_ ATHAEI- this indicate
that @739, the mother of x% and w=Edl, had retired to th
forest after the death of her husband. Even women, wher
widowed, were allowed to lead a life asin ITHIEATHH LTI~
p. p. p. of @fg+91g+3T, permitted. TEUE—rhe capital cit
of the country of @, Fr@—residence. wfi@:—p. p. p- ©
S + T +%. 7oAt intends to stay in the hermitage.

Stanza 6 Construe:

fat A Gien FEATH TW JUAGAIN J9 &, STHI7g
qATgar gogar quityy aidel 7 & s=25a) o e Famaa | (Metre-
FHIRIART )

In this verse the chamberlain assures the ascetics that
they will not be disturbed on account of the arrival of the
princess TIEA in the FaFs.

dfratgsfr—daiiey:  szR i. e. waters from the holy
rivers etc. Hfﬁ"a"—-sacred fuel. FWT-sacred grass used at
sacrifices. ERTH: ( adv. ) freely, at will. The word is
explained as % i aftwy FHfr 79T '@ 991 | Note the
peculiar gPa: wWi=%T ( for &Y)." aNIAT—aqT: TR |
i. e. the materials that are very essential for the perform-
ance of panance. The materials like &4T=®, gftg:, etc. are
said to be the wealth of the ascetics. The word U= is
in apposition to all the words in the accusative case, in the
first line. The v. 1. I9_I=TL means the materials which are
very useful for the ascetics who are rich in penance. i =T—
fra gf: T@n @ fgeal 9@ar ar 1 (of. the ariiw—ar faaes,
cf. g=fia: | frags: | )—the lover of religious observances.
gafter—obstacles or hindrances in the practice of religious
observances. Taz ¥wRaT JqRMTEL | i. e. not-desiring any
obstruction to the religious observances. This assurance of
the chamberlain removes the ill-feeling caused by the Iw@RvT
and also reveals the pious character of waadl.
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Page 8

wag—shows that M=4rT has now understood the reason
for the sameom. Or it expresses his surprise at the unexpect-
ed arrival of w=a«l. aqt&@T—This refers to griat about whem
dweaae had heard frém the astrologers. cf. @isT ¥ga<t: | gm®-
F is the name of an astrologer, probably attached to the
court of 3239 . Some understand this as two names viz. 359% and
wx. aEfRrE—by the astrologers. The word smRm: is derived
from #r+&: to predict, to foretell. The word is formed
with the addition of suffix 5% to the word =smew: (cf. TT.
4.4.12) wamfee: v wiAwf& e —The astrologers had declared
two things about the king Sgaw viz. (1) He will lose a part
of his kingdom and (ii) He will marry usrgdl. cf. stanza 11,
in this act. Of these two, the first one had come true as
Aruni had conquered a part of the kingdom of Szxs while
the latter was busv with love-sports with I&Iz<T and the
game of hunting. It was not possible for 339 to regain his
kingdom on his own. The shrewd ZFw=srgur thought that if
I marries 93ATEAT, he would be able to secure an alliance
with the king Z% and thus would regain his lost kingdom.
But the marriage of Sz« with YsHIGdT was not possible as
long as AT was alive. Hence @t=aqrgw thought of a scheme.
Accordingly, sTHe=wT is supposed to have been dead; and
I3g+9 and wEHIdT are married (act Il); the kingdom is regain-
ed (act V) and ar@gz<r is restored to her position of a
senior queen (act VI).
Stanza 7 Construe :

(FRu-RRuafr  IEgi gFIET ) TE9 TgHE: 97 GhedE, STATIT
weTRETRER, @l ¥ 7edl war (STeE ) | (Metre—agga)

In this verse A =9aW explains how and whv one enter-
tains hatred or love towards anpother, in this world. ggg:—deep
hatred. SgHTA:—great respect¥HFeqrI—from (one’s) viewpoint.
The word @awq: is derived from @+¥gYL ‘to think’. Iqer-
a¥—is born; arises in the mind. WgERIRTAREE—E: (STa-
) EN e sfwar: aem uRd gy woRwfiendt 1 e
Wrg: | g€q, 1. e. because I am desirous of securing wgmEat
as the wife of my master (i. e. 3299 ). Some explain this
expression as meaning ‘on account of her being desirous of
S. 10




146 SVAPNAVASAVADATTAM

becoming the wife of master’. This is not convincing beca-
use his g for her would arise from his inclination or
attitude to look at her. Besides, in this sense the expression
ought to be WFIMETEET. FTE:—(mas. )a wife. The word
is always used in plural. It 1sexplained as ZRAFT FFafFT AT
zfg 1 i. e. one whoseparates her husband from his brothers.
Rarely the word =T is used in singular. Read : o7 qriveetat
T T geafed | wEl SrErsy g ARG | (3ET0) sgr—tow-
ards TEEEdt. SgEI—@F Wg: | i.e. the feeling one’s own; of
being ( i. e.wHEaT ), affinity.

Antegaer declares that one’s likes and dislikes are due
to one’s own way of thinking. Here, dWeaqam is ordinarily
expected to be indifferent to wgHTgdl. Yet he feels a great
attachment for her (in spite of the fact that on her account
the S@wT was caused) because she is destined to be his
master’s wife " Thus our own motives play a great part in
our likes and dislikes. The worldly wisdom of ZIW=atTam is
revealed here.

TAET&T—princess. The word ZRehr (from the causal of
g ) is explained as ZAfK_TF+ m‘{ 3 | i. e. one who
breaks the heart of her father with gnef A daughter is
generally supposed to be the cause of grief and worry for
parents. cf. the explanation of the word zfear viz. g% @fr &r
frg. feqr wa© 3@ gRAr | Also read : WY sgSEg@RIHRT G-
FAYSTEIRAT | ISR TgRITHRIRAT  ATRAT gaaThRaAT fg: | srirfeer
g Ar—even the sisterly affection. arggs=T, in the begin-
ning, was upset at the ST that was caused. Having learnt
from the chamberlain’s speech that, u=adl, the princess, is
coming, she feels sisterly affection for her, because she herself
was a princess. ( cf. Blood is thicker than water). The word
#fr indicates that the feeling of indignation has now disapd-
peared and has g1ven place to smterly affection. Gajendraga-
kar construes s1fd with #; thus ¥ «ift wiifyareds: o3 gegay
means ‘even I (i. e. like #Wwagmm ) feel the sisterly affection
for her i. e. wgnmEdt. This presupposes that a/agz<r has heard
the Ta—speech of dW=axr=vr. This is just not possible. Some
understand the word =ift differently. Even though Frag==l
was knowing that wgaTdt would be very soon her co-wife,
vet she feels sisterly affection for her ( and not iealousv i. e.
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Se1wTY ) on hearing that she is a princess. This is not con-
vincing, Did @< not know that USHIEG! was a princess
when she knew her as her would-be co-wife ? s19—i. e.
=r=qsr; in (1. e. for ) yaaTEel. @RET—with retinue. IR is
derived from R +¥ ‘to surround’.

JgETiET—the daughter of the master; the princess. cf.
FrEAT FHEEWE U FAN TEREAT | ( ez 6.154)

gisia oEsr—enters while seated. This seems to be #
strange stage—direction. If the Tl is seated how can she
enter ? This, probably, refers ‘to the lifting up of the (middle)
curtain,” to enact the next scene. Thedusl was already seated
but she was concealed by the middle—curtain. Now that the
curtain goes up, TT9El is seen on the stage as seated. Thus
AN really means I9:319agwT G99 FSUgHIaa | Even to—
day the practice of ‘lifting up of the middle—curtain’ is quite
common. AGHT—an ascetic woman. She appears to be elderly
woman, probably deputed to welcome qIHT. TR VSSTRFET:
Note that generally *ImEH governs dative. ®i—refers to
gewTgaT as described and introduced by the chamberlain,

ARSI — AT T, TIEAT, | AU ATETA I i e
befitting the noble birth. F&Ig<T is impressed by uwamEd’s
arresting beauty and pays compliments by saying that ugaraet
possesses beauty befitting her noble birth. The idea that beauty
is associated with noble birth is quite common in Sanskrit
literature.

sitr—( voc. of =iram; lit. ‘born’) child; dear child. Itis a
term of endearment. gEX SEAW—The repetition indicates
that zamEet should not hesitate to enter the @gig«. She sho-
uld enter it freely, as if it is her own home. qMH—as is well
known; indeed. @@ta=wify @1d.. TatgH—The TUEr says that the
guests should regard the U+ as their own home; hence they
should enter it as and when they like. The ever~available
hospitality of the hermits is well brought out here. sfafsr—
a guest. The word is explained as follows (i) sm@fy (w=xfy)
=l si@fa: | i. e. one who keeps on moving i. e. one who
does not wait for a long time at one place (ii) & F=y G
ffr: gT7 1| i. e. one who does not stay at one place for
more than one day (iii) ¥ ff¥: aTg 1 i. e. one who comes
without any previous intimation. cf. <&Ux g MEwalRra=igo:
zga: | eifees & Ryar geam@, qeaERfregad 1 (Ago 3. 102 ) Some
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explain the word as & &g~ &l s gqauaeig 959 | i.e.
who does not know the & on account of his constant
travelling. ‘An «fdfr was highly respected in ancient India.
cf. =ifafa%ar wg | wag wag-1he repetition shows that wgaTaR{t
is overwhelmed with the warm reception of the UET.
Moreover, this repetition is characteristic of wig. Fawr—(F+
2/ )-confident; quite at ease. FFHEIHwaA—with words of
great honour. (viz. S |...&W€d | ) YEATET expresses her
gratefulness for the warm welcome.

7 & €4...-990—-3995<71 is much impressed by the polite
words of wgArF<l. She, therefore, pays compliments to TgATET
by saying that her words are as sweet as her personality.
Note how Itagz<t gradually feels more and more attached
to TEATEHT. F=I—Nom. sing. This is an alternative form of
a1 cf. ®uM. Ww¥—good girl. This is addressed to the =

wgg@eg—of the blessed one. The word wzga: literally

means ‘one whose face is auspicious’. This word is used to
show respect. It refers here to the king =z,

gHl amT..-® F@g—This is a characteristic inquiry of
old women. The lady-hermit asks this question to the 3
and not directly to usHigal as the latter, if asked, may feel
bashful and embarrassed.

geira:—He was the king of Avanti. He was also known
as AETHT as he possessed a very big army. He was also known
as FverETd« as he had obtained a boon from the goddess Tvel.
He had two sons iares and ueF. Being pleased with T=ia’s
celebration of Indra—festival Indra gave him a boon, as a
result of which FGas<T was born. TRFE FROTG—for the
sake of his son i. e. the elder son uTa.

gagsqrH—the sending of messengers persistently ( &%).
seq was sending off and on his messengers to &X& for the
marriage of his son with wgaTaeft. g Wwag—The repetition
expresses the joy of JME=<l. @uT refers to TRHITST. SIHET—
( oA +%9 ) i. e. one’s own. grEgaE<T is happy with the pros-
pect of the marriage of yewmadt with her brother. Thus 7gaTast
would be the sister-in-law of gTeag<T. Hence she declares
that ggaradl has become her own (relation). Gajendragadkar
thinks that “‘this sentiment in the mind of srgaz<T is excee-
dingly strange...when JT@ae<T hears that her father is negotiating
with the Magadha king for securing wgamEdl as a bride for
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his son, she should have grown anxious regarding the success
of her plot’. It may bz observed that Fr&as<T is not irres-
ponsible. In fact, she does not know all the details of
ge=aqae’s plan. She probably does not yet know gTEaATadt as
her would-be co-wife. Hence there is no reason why she
should not welcome her as her sister-in~law. However, very
soon, she is to learn that TEHTFAT is not her suelET wHSET
but el T, WaT—worthy; deserving. @at..-agATEI—TThe
graet feels that the uncommon personality of TgHEAl deserves
to be sought asa bride for his son even by the powerful king
Tad. Generally the bride’s father seeks the bridegroom : here
the bridegroom’s father seeks the bride—thanks to the attra-
ctive personality of ggaTaal. WEAY—very great. 3 W- - - FLA—GTIHT
feels that T=1q’s attempt to secure YAl as his daughter—in—
law would be successful as both the families are high and
worthy of each other.

AT . AFANGH— TGN is slightly embarrassed at the talk
of her proposed marriage. Hence, in order to change the
topic of conversation, she asks the chamberlain to do his
duty. Z8n—seen; ascertained. @ATGHTAH refers to wIATA! and
not to the chamberlain. Kale takes sieqte+ as ‘ourselves’ i. e.
as referring to ugHTaat and her party.

AFAENGH is to be understood as SFAKATH, i. e. to make
(the sages) to show favour. 9@l inquires of the chamberlain
whether he had seen hermits who would oblige her by acce-
pting her gifts. By giving gifts to holy persons, she would
accumulate merit. Thus willingness of the hermits to accept
gifts from her is really a favour done to her by them.
srfyaggma—for the gift (3%319) of their desired object. This
is Bea¥ gar. gyassgag—(3 sing. present pass. of 39 + for 4+ #=)
—be invited. sTfifu=. . .FFA—gATadt tells the chamberlain to
extend a general invitation to all ascetics for gifts of their
choice.

gq, stfitwag—as desired (by your ladyship). This refers
to the m#==I1 for the ascetics. Fwasg gvasg—The repetition
is due to the respect for the sages or for quickly arresting
the attention of the sages all around. sraa fREFo TafRa-
fagrar—a=e e waat fawe goRe saTRa: G e g
"i—She in whom the confidence is produced by your confi-
dence (in her). The idea is that wgmmadl feels confident on
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account of the cordial behaviour of the sages towards her.
A —for the sake of righteousness. The idea is that by
giving gifts wz@Tgdl desires to do 9#, as she is wHiRTwLET
(stanza 8). Kale explains the word 9a™% as ‘“ so that the
sage may perform their 9#’’, and prefers this as it contains
‘no selfish motive’. This is rather unusual and not in keeping
with ‘™R 9Igm@g® in the preceeding speech. Some
explain 9Wi4" as for the sake of 77 and *1¢ (i. e. material
prosperity ). This is not in keeping with the pious chara-
cter of gaaTMt (cf. wHGTATHAT FaAWT—stanza 8). syA—with
the wealth (of uwgmmEdt); with the object desired by the

sages IAMTH=A" (present 3rd person singular of I -+ 7 + 7,
invites with respect (37). Supply ¥ad: as the object.

Stanza 8 Construe :

HF G FAX, K I FAIA, TR AT ORI w2 g
T 9L AT 98 ToER | SRR IO §E STeTGOEE STERT 94
Ter wifreey oIfq o () 92g | o =eg % Saarr | (Metre—
SULCEENSEE )

In this stanza, the chamberlain invites the ascetics to ask
without hesitation for the gifts from ugmTa<.

&3: (from @4 ‘to request’, or from ¥ ‘to go’)—purpose;
need. cf. e2q¥ T4 oGr | ST AT Alghw: owr | It is used
with the instrumental of the thing sought for and with the
genitive of the person seeking it. cf. & o1 F@A=. ard: (Ace.
sing. of ¥¥; from 9 )—garment. FEIF AT T[T FTE: | FAT
Tlran —fafd framw staf=ms2 397 9971 Construe it with &t
9TREAT in the next line, meaning ‘one who has completed
bis study as desired or planned’ Some construe FgTRIfARTT
with 9146: ‘garment, as per ones’ resolve. I (from HF to
dedicate oneself to the study or to the period of investiture
which began immediately after the staow. This period, acc-
ording to %g, lasted for either 36, 18 or 9 years. qRFaTT—

(active p. from wIR& which isp.p.p. of 7i{ 10 u.) who has
completed.

9 JAr—what should be given to thep receptor i. e. the
ARIEOT. F9 is pot. p. p. of ar. This line refers to a @ Ta®
In ancient days, the @ra®, after completing his studies used
to give Ffyur—a gift, to his teacher. Read : 7 7& 4 ffe=rgy-
AT T | TR GENTE: WFAT IS | &% fed e
FAEECAET, | 94 U o Fraify g SRR 1
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ATCHIGIEH, Togia—orafs Jgaed —desires to favour
herself i. e. desires you to favour her. This is the charact-
eristic Indian thought viz. that by giving charity one obliges
not the needy but one’s own self. gEaTHABEI—a  RTH:
ggf A qEiAEn | gEeEn B geEn @7 1 i e. to whom
those devoted to piety are dear. Some explain the expression
in two different ways viz. (i) 95 efugrr: g e @1l i. e
she to whom piety is delightful and dear and (ii) 9% srf3:
o gt 1 A9 Brar 1 i. e. who is dear to those delight in
piety. The purport of the expression is to convey the pious
nature of AT, ARTUR:—(from =11 + 1) delight. Some schol-
ars think that it would have been better if the expression
were to be either g¥ffar or WiRMEwl. T i. e. ¥T_Ieg | GHL-
®mag—(p. p. p. of the desiderative of &%+ ery)—desired.
srar—today; just now.

The stanza gives the idea of simple and frugal needs of
the ascetics, and of the pious nature of wguTadl. The wise
chamberlain mentions the various things so that the asce-
tics should not feel shy to ask for anything

Page 11

gFa —expresses joy. ANFYEM is happy as he has found
a good opportunity to fulfil his object viz depositing FrEgawT
in safe hands. =8: Suym:—a device or a plan is seen. The
277 is to deopsit FEIZTAT with ygaTact under the pretext of a
i wasT woman. The 3am is hailed by FREIEW as it would
not only guard the virtues of gragg<T but it would also help
to testify the same when she is taken back tothe king.

weff—( o1 o1RT =rexg | ) supplicant. cf. FHFH FTITHR HFOW
FTFRTT | (SFHTo)

fes=m (ind.)—fortunately. It is really the inst. sing. of
&% (from &%) meaning ‘luck, fortune.” It is similar to ‘thank
God’ in English. f&rezm. . . saflmrasq—uewracht considers her arrival
in the o= as fruitful because she has found at least one
supplicant whom she can satisfy.

ggy.. . wiaasgq—The amvel is surprised to find an 4T in
that @999, Generally, the people staying in a g« are
contented with their lot. They do not desire or yearn for
anything else. The muEr knew well that the ascetics in that
q9/9« were quite contented. But as somebody has come
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forward as an @47, she feels sure that he must be a stran-
ger (i. e. a person not belonging to the TNIT). WANFIEA
wiiaeas is an impersonal construction ( WY TIRT ).

% fraam—Supply swarfiy: gard—what should be done
by us for ygu i. e. what do you want ? g% refers to Fr@Iaal.
TAT—sister. MRTAGFE—TAT: AT €T & qL | TET is p.
p. p of ¥+94% to go on a journey. The suffix % is added
in accordance with 9r. 5. 4. 153. mfGgwdsT is one of the
eight kinds of ar%®1. She is one whose husband has gone
on a journey for some time. She is supposed to avoid all
decorations and pastimes and to lead a simple and pious
life. Read : ga1 AIREHFAE AAMEIG T | 3N § afww: &
BRRITAFIOEL | (ATeRUE) and  AEEEAIGET R @ qfa |
qr AaEgEt g ETEgRT i (e 3 84)

AT refers to TEATIA— ‘by this respected lady’.

g™ —causal pass. present participle of aR-4-qm
‘to protect’—( I desire that this one) should be guarded or
looked after ( for some days by her ladyship). g&—For.

Stanza 9 Construe :

I () =% W9 (R7), A & 7, g€ 71 o Ifaan ATy
T 9ua: | gEeiaERy fi o w7 § vl 9y g gwgt (raf) |
(Faay ).

In this stanza dFesREe declares his unselfish desire and
requests wise and religious wgaTadt to look after his sister
gragait.

FIAH—purpose; use. A —with the objects of enjoyment
such as jar etc. HRMAAA—(FKTIRT TR F& HAEA | cf. qT. 4. 2.1)
the red garment of the ascetics. afi@al:—for the sake of
livelihood (). mq@&: (p- p. p. of T+9% to go to)—gone to;
resorted to. ’a?r:rzr(rqu points out that he has not resorted to
monkhood (or to the red garments) as a means to earn his
liyelihood. This indicates the existence of some hypocrite
monks who must be exploiting the pious capture of the people
by showing off themselves as ‘great ascetics’. Note the irony
in 9T MY B T9F: | IWREUIT, of course, has not
taken to monkhood for (&) ¥f: but, as we well know for
(&% or for IT=TeHY.

Hr-—wise. cf. A AN F A FegEry giea: FwhEE |
(\EFTRo) | FAT §A refers to TEHIIN. TEAANARI—IE: aHEF
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T AT JF41: 97 | 1. e. one whose practice of piety is
seen. Fi=aTa has seen the great concern of TEHIFET for the
ascetics. The expression may be explained as: = T a4
T AT TGTir a1 997 | i. e. by whom the practice ( or
the essence ) of piety is known. st#ar— Because 9zg@mEar is Iy
and ZZ9ATIRT she is competent enough to guard the virtues
of gregx<T. Being herself pious, she will take care to see
that JrEF=<T also leads a pious life. SfRzrg—purity of conduct.
draqaet declares his unselfish motive and requests YaRTEd
to take care of his FETUA=I—sister FEIIAT as she alone
being pious is capable of guarding her virtues.

gg—Shows the surprise. “gr@az<m knew that she is to
remain in disguise till dFF9aw achieves his purpose. But
she never expected that he would leave her so soon and so
near the territory of szg=. Hardly a few davs have passed
since he left @m@Tois. Besides, she feels that it would be
dificult—nay risky—for her to stay in disguise so near as
that. Hence, her surprise (g%). However, she agrees to this
as she has full faith in the wisdom of ZkwaTET.

"~ The word &% may also show her disapproval. She is
sorry because she will have to stay as an ordinary person
under a princess, though herself a queen. She would have
much preferred to stay with an ordinary person IARF4E,
of course, has his own reasons for keeping 3IrEaE<T under
vEATESt. of. g9 TRy . Famsesr aiysal o (p. 16)

gg—i. e. with ugAEd. F[egwEm:  ( of. TFgwHET )—RETE
HIA: g Gi—he who desires to deposit. The word is derived
from M +{&@7 and is used with the locative of the person
with whom a deposit is kept. 3Wag—=8r@aa=T has all confidence
in dW=araor, hence she accepts his decision without any
grudge. wHT—step; a course of action.”SRATF AT T FRARY
in a compliment paid to A=aTw. FTEFE<T knows well that
qr=aaw is shrewd, far—sighted and quite calculating. She,

therefore, is quite certain that he would not do anything
without the proper thought or calculation.

wafd—addressed to wsHTETY. WEdI—great; difficult to fulfil;
full of responsibility. steq—i. e. URETSHRET—o0f the ascetic
Fir=aTrgr. e ( from & + 317 4317 + Bi—to request. )

#Fd gfasrid:—How can we accept ? The chamberlain
feels that guarding a deposit (and that too a deposit in the
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form of a woman ) is a difficult task; hence, as a man of
practical wisdom he cautions WERIFHT. TRSEHT.~—from I + 37
present, lst plu.—to promise.
Stanza 10 construe:

g G (FUT J4T) g ([FET: ) WA | AW @ ( ZTF T )
T GO (Y WA | 999 T g9 9 | ( FRg) sEmeer @i
WA 1

In this stanza the chamberlain explains that it is very
difficult to guard a deposit. §&H (adv.)—construe : §& T i. e.
easy to give; easy to part with. Supply ¥I=FF: and construe
I gF I19 WEA: WAE | = wealth. @@:—penance i. e. the
fruit of the penance. swrg G&I{—-—everything else; any other
thing irrespective of its ‘value’ to the donor (can be given
away easily )."§*& sarqex Tgorg—This is a proverbial line expre-
ssing the exalted notion of trusteeship. It is most difficult
to guard a deposit, for if one loses it, one loses not only
the deposit but one’s prestige also. One may be able to
compensate for the lost deposit; but it is impossible to re-
establish the lost confidence of the depositor. g@EH i. e

T@HRG; FEe ( from F+91%)—or the deposit.
The stanza reveals the wisdom of the chamberlain.
Page 13

T - - AT —9EATAT immediately snubs the chamberlain.
She declares that it is improper to think over the request of
FFearasl, when she herself had invited the ascetics to select
their gifts. She has given the promise that she would give
anything that the ascetics desire. For now, it would be im-
proper, nay unbecoming, for her to go back upon the promise
just because the supplicant wants a difficult thing to be
done.“This reveals the nobility, courage and truthfulness of
“JNote that JF=atraor’s judgement about qEHTadr  that
she is T and g=IARTART has come true. STHrsg—absolutive
of S7 +39 ‘to proclaim’. gFIY i. e. after having heard the
request of the supplicant; at the time when the request is
to be fulfilled. Frawfrgm—to think; to give a second thought
to hesitate. TY: refers to AW wgfasg—( s1g + &7 )—
should do; should carry out.
HAFEIH—proper or befitting to the noble character and
family of wxmmE<l. The chamberlain had to take back his
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proposal and pay compliments to ugmigal. This is the cba-
racteristic behaviour of the courtiers. @& g egaTEdAT—thus
being true to one’s own words.*Note that the chamberlain,
the maid—servant and the JT9Hl spontaneously pay compl-
ments to TEATEAT for her truthfulness.

 svguiraa—( 9+ ST+, )—accepted; wFwaa: refers to
grreqael. giRgr@sg—guardianship; protection from all sides.
AFGT refers to YSHTIAL. B Tia:—what help ? a/ag<r thinks
that since she has undertaken to co-operate with the scheme
of #F=exram, there is no other alternative for her but to
concede to his desires. Though she feels sorry to leave
ARtegger, yet she has no other choice; hence she remarks
THT TEgIH ATGHTN | AFGAWI—AR: WA I |7 —unfortunate
one. She considers herself as unfortunate as now she, though
a queen, will have to live alone in a new atmosphere among
the strangers. Wag Wag— Lhe repetition shows the extreme
satisfaction of TewTa<l. ARHIAT (i. €. HAAGAFT )—one’s own
relation. gzt@—now, that she is under her guardianship.
ATNATFT GIaT-<Temgft now feels that argaa<m is her own
person and not a mere stranger. Note how TgAEd! naturally
feels attachment for 3Irgag<r ( without knowing that very,
soon sheis going to be her co-wife ). *Also note FEIETT’s
similar remark—=a97 3§ {97 2797 931 | (in a different context)
on p. 10.

a1 $=If...a%air—The personality of FEE<T is not less
noble or dignified than that of wgmdl. Hence, the ITudl, at
the very first close look at her, remarks that she, though an
ordinary, sIgf*aar—woman, appears like a princess. cf. T @gIw
aERRERTT gURNRE wefRg | (wWgeea 4) oEnERey IR 9E
FUR | etc. Note the irony : FTEagwr is really a TSERET (and
also a TsHEST) yet she is only suspected to be a USIERET.
gy@ii—even this one; i. e. not only 9gAEA but even FTHIII.
The idea is that both wgamEdl and r¥3swr look like princesses.
g . - -vuifq—The smart I immediately declares her agree-
ment with the TmM&’s conjecture, WIFAGE—IFYT @ JAT
| AFYYET | i. e. one who has enjoyed happiness. (of a
palace-life). gxarfi—I think; I believe. Note that while =&r
and @mudEl both suspect safegsr to be a princess, Y¥HATEN
believes the words of Jrr=aTrg.
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Page 16

gFd—expresses jovy. ETFr“qTrqu 1s happy as the_events turn
out to be favourable to him. =@T @afys W——*The half of
the burden (i. e. task ) is over, viz. safely deposumg CIGER
z<ir. The other half viz, to secure TZ¥<I’s marriage with
gl and thus to regain the lost kingdem with the help
of the king z%m, is yet to be attained, wagag—p. p. p-
of =13 +4r to complete; to finish. gFxfRM: —with ministers like
wavgrq. and others. @t @AlSag— (& +919) as deliberated; as
planned. gqiurafy—is taking its fruition; is turning
out. ARFIUAT says that everything is happening as per his
plan. wa:—afterwards; later on. A TIRIA—when the
master i. e. the king 3z%w will be established on the throne
of the entire Fw@—country. IAWTAIH, refers to FTEIE<l. FIAHA:
#—as I take (her) back (to the king). 2F i. e.in the matter
of gTgga<T; in the matter of testifynig the virtuous conduct
of arggx=m, during her stay in disguise. fasraeag—the abode
of confidence; the person who will inspire the confidence; the
person who will inspire the surety. The idea is this: FrIg<T
will disclose herself after S%ga’s regaining the lost kingdom.
At that time, @39 will be suspicious about her character.
g=adt would then certainly certify the pure character of
greae<T by saying that she (IT99g<T ) was all the time with
her only, and that she was living a virtuous life. The king,
no doubt, will be thus convinced about FTEaIg<T’s conduct,
for who else can be a better witness, for FT&F<dI’s conduct
than wEHTEA—the co~wife of FTEag™T ¢ F=aRraw’s foresight and
great concern about future happiness of FTEITAT are com-
mendable.

Stanza 11 Construe :

% Rrafn saw wfer wg (@r ewfin) gr 1 () TeHEd )aat
AR Wt (R gRew) | qameE © o | &R gudferfr
g Ser v 7 wssfr | (Metre—aaeafaaeT )

In this stanza JIWFICA justifies the course of action he
has adopted.

ayqa:—of the king Szaw. wikfr—the crowned queen; the
.queen; the wife. cf. ZaTRE=HT FRET | (1Ho) WART—is to be;
destined to be;¥: w3t 7 wiksT Frafk: star (sremfin ) ger sEfaar—

the calamity which was formerly foretold by those (astro-
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logers ) is now seen (by us). The astrologers had predicted two
things viz. (i) the loss of kingdom and (1i) ¥8%9’s marriage with
gamraar. Of these two prophecies, the first one had come true as
smenit had usurped a part of S&g+’s kingdom. Hence, dr=aqam
feels that even the second prophecy will come true. It is
with this confidence that he deposits FTHFa<T with vgATEFHI.
Please change the translation of the first two lines as follows:
The calamity which was first predicted by those (astrologers)
is, now, experienced. ( By the same astrologers it is predic-
ted that) Padmavati would become the queen of the king
(i. e. Udayana ). Some construe the first two lines as follows.
I (MR TH) Uy g9w e (7 oF) o9 qEEEeT e aiEer
wEysEr (=fg) wRer 1 i. e. ‘‘those (sooth-sayers) who first
predicted this calamity, have afterwards predicted g&aTset
( to be) the future oi prospective or destined queen of the
king”’. aeaeqama—on account of the confidence in that (prophecy
of the astrologers ). ggA—refers to the depositing of FTHazE=T
in disguise with uwgaAmEst. frzm@EaiM—the utterences ( FTFaATRY )
of the astrologers (/%). fz:—a perfect being, possessed
of ®fz i. e. miraculous powers Here it refers to the astrol
logers—293 or IHTRERSTHATL,

TR Tegia—( i. e. IFRERT )—goes (beyond) having tran-
sgressed (the words of theastrologers). fafr:—Fate; Destiny.

goQfRar@ (adj. of ®garrr« )—well examined; well
thought over. “f=aCram pays a compliment to the astrologers
by saying that even Destiny does not transgress the predi-
ctions of the astrologers.”The truth is that real astrologers
predict only such things as are destined; hence there is no
conflict between their predictions and the Destiny. The
stanza  constitutes a figure of speech called w4z~
=1g. Read : @ifFamt i@ Qrgemad qrmgady | o gaqaai arawadtsg-
qEiy il (FTRmERa—1.10 )

~Namarf—aE TRy whewer @ Faard | (cf. WT. 3. 2. 80; 3. 2.

78 )—one who practises =&t i. e. Veda i. e. the vows to be
observed for the study of the Veda.*Thus a&r=l is a student
of 3%. Later on the word came to be understood as denoting
a student in general. A Vedic Student was required to observe
celibacy, and hence the word =e=R+ is also understood to
denote a celibate. % ga'%ram‘—having looked up forascertaining
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the time of the day, from the position of the Sun in the
sky. wmE—(mas. ) AL AF WA, Note that in TFTFIGATE,
the word #7&, when preceded by a word denoting a part
.of the whole, is changed to 3¥=. (cf. uT. 5.4.88)
reg—much. gReFa:—physically tired. fsraifear—1st sing.
-second future of the causal of &+ &\ to take rest. Either
supply #ATA. or understand the causal in the sense of
primitive, Wag TeH—well, I see or understand. wrfdta:—all
around ; near about ; in front. cf. Gdidaas: sarRaTREEsiE: |
( =190 3.2.54 )the student feels that he is in a penance-grove.

Stanza 12 Construe:

s (99 ©F ) J=han gRem: sy =k g9 3w
goTRe: §USEIUT TARGAE (T @fd )| Rftertr Sgedars gire
(mg=x ) 1 fr wdeEa: (e ) | g o quEes | gRT R (@)
ETae: ((@fE )| ( gERAIRET )

In this stanza, the Brahmacarin enumerates the indica-
tions which show him that he isin a penance-grove. @&EEaH
(adv. )—Bamagg &F 797 arq 9471 freely; as if at home.
safpan—without any fear. Kale finds a tautology in these
words : &eyd and wgfFan. However, f@s9# suggests the
familiarity with the place and sTI@AT suggests the absence
of any fear in the place. IVFEAIAT—IN GUEARIY  oIwTa:
STH: WET: @ATE: 4T & —those who have gathered confidence
about the place i. e. the penance-grove. The deer are confident
that they will be undisturbed in the TU™a. Hence they
are grazing as they like, without any fear. cf. frar@igraE-
e gt weey 49 | e [-14.

g':qfﬁ‘q““‘{: gaEfzqn (73T )—trees whose branches are rich
with flowers and fruits. This is an example of @rrergaAT™ and
gRexlr 997 as goAwe: goes with TIE, a part of the compound
wgaear. Or construe TSUwS: QEAT SFEFTT: | i. e. luxuriant
branches together with the flowers and fruits. f@=¥ ( mas.
neu. ) a branch; a twig, The word f&=x is explained as &z =%
qrfd TR | i. e. one which protects the sound ( made under
it) or as R HFHT TRkt W@ 1 i. e. one which protects or
shelters the lovers.

FaRian—protected with affection (Zar). The idea is
that the sages do not pluck the fiowers and fruits from the
treess Rather they nourish them with affection. When in
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need, they collect only those flowers and fruits that have
naturally fallen down on the ground. For a similar idea cf.
Tz Frawoeam waat wRw a1 Tgaw | (WFe-IV-9) afRregg—
for the most part; abundant. Supply Ia=. SR AMTTaATH-
the wealth in the form of the herds of cows that are tawny.
F@-tawny; reddish-brown. Such cows are regarded auspicious.
of. we: wfte: frgfigst szfigel | (omr ) Radoeize: werEgT-
gfPega | wrAIEENdrE: HAAT WEYIW | ( ¥EEE ) SrEi afier
gl ST 9 FEENE | SENER gaeT GERT gSid ekt || ( AiRETe
on AW 17.74)

MmE@aaiw—Et A Tgers | TEes oqers == |
( SonATaTE-RAIRIEHrE: ). The cows, being the source of
sacrificial offerings such as ghee, cow—dung, etc. formed the
v ealth of the ascetics.

wYgaE: To—a &% G971 arg an &w | i. e. the quarters
in which no cultivated field (&) is seen. &% is a cultivated
field. The ascetics do not cultivate the fields. They subsist
on fruits, roots and the wild rice (fia®) which grow, in
uncultivated places fafEraa-fle &Ry =Rk Ffeas w01 F97
g 947 | i. e. without doubt, mest certainly. The word
=&y is p. p. p- of @+&g ‘to doubt’. YAw:—smoke coming
out from the sacrificial fire. IFAF~TET: AT TFTAITT EATHT
7z | i. e. which has many places. Or explain the word as
gzfr GREgAR@d @A 757 | i. e which has many things
like |y, ¥, TvEH, etc. as its source. The stanza graphically
describes the peaceful guE«s. The undisturbed deer, the rich
trees, the herds of cows, the uncultivated land and the
smoke rising from many places assures the celibate student
that the place is undoubtedly a FqF.

sriy—indicates the surprise of the Z®w=RT as he never
expected persons other than the ascetics. off &i: refers to the
chamberlain who was least expected in the d9iF+, in his official
dress. agRase: refers to the TMEH and IWFaRaW who is
dressed as an ascetic. ﬁi‘?ﬂ'gq@%ﬂﬂ{ seeing the ascetics, the
=araiRe feels assured that the place is a 9w, hence he
proceeds further. &1¥ comes once again, as the =TART is
now much more surprised to find women in the guiF«.
e refer to garEal, gragear and 3. Seeing the women,
the mg=TRY is hesitating to go further. Hence the chamber-
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lain’s attempt in the next sentence to remove the embarass-
ment of the ==,

arr(-——freelv. TEFE- - - ATH—An hermitage is open (|79
to all. Anybody can walk in it as and when he likes. Hence
the chamberlain points out to the student that he should
not feel surprised on seeing the urban people and the royal
officers in the JTFH.

gg—shows the unwillingness of =1@FzAT to face the
eI+, who is a stranger. Perhaps, her fearis that she may

be recognised.

Page 18

strAr—shows that ggamEdr has noticed the gesture (viz.
veiling the face) of Fragz=r. m&;‘-ﬁﬂ“the sight of a
stranger. ¥ag shows the approval of 3IFEIET’s gesture.
G arara: Wy AT —gaT TRYA: ot 1\ ) qaEEdt feels
happy to learn that FT@az~m avoids the sight of strangers
becauze it would ke now quite easy for her to guard the
virtue of FEF=TaT who herself is very keen to preserve her
virtues. A woman not keen to guard her conduct would
have welcomed the company of the strangers. The expression
gufcarertia: can also be explained as gsg @t=iiwaaT a1 wRUTAATT: |
i. e. IrTag=<T is to be carefully protected. The idea is that
since grggz<dr avoids the sight of strangers, weHEdl should
specially take care to see that she (i. e. ITHITN) is not
required to face the strangers. cf. TaWEAT—d Tq FIOMETH-
TaEgE TREUf | (Act IV)

THg—(Supply Wad:)~before you. The chamberlain requests
the =gwAIRT to accept the hospitality as he (and his party)
had entered the wagd first (i. e. before the =wITRT).
wAaBgeE—aRE: IR a1 §&c | i. e. honour due to a
guest. ATF—having sipped (the water). WaAg WAT — The
repetition shows the embarrassment at the warm hospitality
offered to the amwFIRT. He indicates that he is quite comfor-
table.

fraaafes:  wlp—fF3 sgaa: oRem: erag@s: o | The
#7RraTR feels relieved of his fatigue at the warm hospitality
of the chamberlain. sfrgtaa— (3101 +¥4q19(%)—residence; abode
YA —from Rajagrha, the capital of the #W9-country.
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