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Editor’s Note

Namaskﬁra to all Respected Readers. ..

Since its inception 18 years ago, all of Noopura Bhramari's publications have been read
consistently by our devoted readers. In addition to magazines and journals, we have published
around 12 books based on various studies. ‘Shodha vijaya’ is another milestone, which is the
13th publication from our Institution, that includes the research articles of our Interns and
Fellows, who have been trained in two internships — namely, ‘Nrtyasilpa yatra’ (an
interdisciplinary study of temple sculptures) and ‘Sastra Rafiga’ (study of ancient scriptures
and exploration of possibilities of contemporary application). It gives me great pleasure to
inform you that Noopura Bhramari was the first to bring these institutional internship programs
to the field of performing and fine arts.

The first phase of ‘Nrtyasilpa yatra’ witnessed the compilation of research papers authored by
our Interns, which were featured in the book ‘Silpa Sodha safigraha’. As we draw closer to the
end of the tasks we have under the Indian Knowledge Systems Division, New Delhi (IKS
Project), Noopura Bhramari has compiled a list of selected articles from the second set of the
research team that the institution trained. This publication, which spans the 12th to 16th
centuries CE, includes research papers in the disciplines of sculpture, poetry, drama, and 7ala.
The objective of this study is to analyse the concepts in the context of Natyasastra, which was
also Sdstra Ranga's primary focus. A few of the articles are also from the "Nrtyasilpa yatra—
phase 2," where we studied nearly 49 temples.

Our dedication and effort towards the project were duly noticed, appreciated and financially
supported by IKS Division. We are ever greatful to the National Coordinator and Director of
IKS division - Prof. Ganti Suryanarayana Murty, and his team. Our Co-Principal Investigators
Words fall less to appreciate- our Dr. Shalini P Vittal and Dr. Dwaritha Viswanatha who have
genuinely supported and efficiently carried out their roles and responsibilities throughout this

research journey. Further, the cooperation of Vishnuprasada N, Viswanatha Shankaranarayana
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and Prashanth Vittal has been commendable. We have all been guided on this journey by the
blessings of our teachers, the elders in each of our families, and the warmth and loving care of
the children. I sincerely appreciate every one of them.
Smt. Rohini A R, Smt. Nagaranjitha S, Dr Pratibha Satyanarayana and Smt. Seema KS have
been our Interns who have written research articles for this book with great dedication. Smit.
Rohini A. R. was regarded as one of the outstanding interns who not only completed her
"Nrtyasilpa yatra-1" internship but also joined as a Senior Fellow for "Sastra raiiga- 1" and
Nrtyasilpa yatra- 2. At present, all these research scholars are guiding the amateurs and
carrying out an in-depth study of Natyasastra. My deepest appreciation for all their support and
co-operation.
Research is a never-ending quest; one may not always emerge successful. Challenges do occur
along the way. Attaining the intended goal can be equated to fulfilling a Yajiia (sacrifice),
wherein patience, persistent work, dedication, time, perseverance, love, and passion to know
the truth, honesty, and commitment are offered as Havissu (sacrificial offerings) for Yajria. The
enormous sense of satisfaction and joy that results from this Sacrifice must be embraced and
given in to. Noopura Bhramari believes that the researcher should share the fruits / rewards
received from such an endeavor amongst the interested members of the society with
unwavering affection and generosity. Our interns thoroughly cherished and had an
unforgettable time journeying through the impending Shodha Vijaya. The research papers in
this publication covers a wide range of topics, including theater, sculptures, dance, festivals,
Tala, Tantra, and so on, all of which are beautifully and harmoniously blended; a
circumnavigation of one of our country's vast empires especially focusing the Vijayanagara
Karndta Dynasty. Thus, this book has been titled as Shodha Vijaya, which is also a sign of a
victorious approach towards corresponding research topics.
Accepting this, readers, we hope that it will take us to new heights in the world of literature.
Please read, enjoy, and support us.
Yours,
Dr. Manorama BN
Research Director, Executive Editor and Principal

Noopura Bhramari - Center for the Indian Knowledge systems, Karnataka

Released on: July 29, 2024, New Delhi, 4* Annual year of NEP Celebration by Ministry

of Education
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A Study of the grandeur of Vasantotsava in
the Sculptures of Vijayanagara Karnata
period Temples with a special focus on

Tamilnadu

- Smt. A R Rohini, Bengaluru.

Abstract

Vasantotsava or the Spring Festival also known as the festival of Kama, Madanotsava,

Anangotsava, Kamotsava and Madanatrayodasi was a grand affair during the Vijayanagara
Karnata era as evidenced by the sculptures of this period. The paper intends to identify and
critically examine these sculptures of Vasantotsava in the temples of the Vijayanagara Karnata
era. The history, significance and various rituals associated with this festival are also examined.
Many Kavya literature in Sanskrit explains this festival in detail which is also taken up for
studies. The study also facilitates the understanding of dances that were presented during the

festival.

Keywords: Vasanta, Vasantotsava, Madanotsava, Salabharijika, Rati & Kama, Mrgayotsava,
Dohada, Indian temples, sculptures, performing arts, Kolata, Uparupaka, Danda Rdasaka,

Carcari, Natyarasaka, Mrgyotsava.

Scope and Need of Study
The scope encompasses a comprehensive approach to comprehending the Vijayanagara
Karnata period Vasantotsava celebration. This investigation is required because no thorough

study focusing on Tamil Nadu temple sculptures for Vasantotsava has been conducted
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previously. Additionally, it was necessary to evaluate the dance and festivities portrayed in

these sculptures in light of the medieval literature that is the subject of this study.

Objectives

To identify the Vasantotsava sculptures of the Vijayanagara Karnata dynasty (1336
AD to 1565 AD) with a special focus on Tamilnadu temples.

Identifying various rituals associated with the Vasantotsava celebration in Vijayanagara
dynasty.

To comprehend, through the use of literature from the era, how Vasantotsava was
celebrated during this time.

Methodology:

The present study employs exploratory and historical research with qualitative analysis. The

research objectives are investigated through field visits, utilization of historical sources, Kavya

literature, dance treatises and academic research papers. The field study includes an extensive

investigation of the sculpturesin the selected temples of Vijayanagara Karnata period,

focusing Andhra and Tamil Nadu area. These Field Visits to the temples in Andhra and Tamil

Nadu were conducted for documentation and interpretation of sculptures as part of Nrtyasilpa

Yatre — phase 2 organised by Noopura Bhramari, IKS Centre. Below is the list of temples

visited in Andhra and Tamil Nadu?:

1. Chennakesava Temple — Sompalle, Andhra Pradesh

2. Arunachaleswarar Temple - Tiruvannamalai

3. Vriddhagireeswarar Temple - Vriddhachalam

4. Sri Bhuvaraha Swamy Temple - Sri Mushnam

5. Abirami Amman Temple - Thirukkadaiyur

6. Vaitheeswaran Koil — Near Sirkazhi

7. Thillai Nataraja Temple - Chidambaram

8. Thillai Kali Amman Temple — Outskirts of Chidambaram

9. Adi Kumbeswarar, Sarangapani and Arulmigu Chakrapani Temple - Kumbakonam

10. Airavateswara Temple - Darasuram

11. Rajagopalaswamy Temple - Mannargudi

! These names are updated according to official temple websites and government sources.



12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.

26

27.
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Brihadeeswarar Temple - Thanjavur

Sri Ranganathaswamy Temple - Srirangam

Uchi Pillayar Temple — Rockfort, Tiruchirapalli
Jambukeswarar Temple — Thiruvanaikaval
Mariamman Temple — Samayapuram

Cave Temple — Sittanavasal

Karpaga Vinayagar Temple - Pillayarpatti
Nellaiappar Temple - Tirunelveli

Bhagavathy Amman Temple / Kanyakumari Temple - Kanyakumari
Thanumalayan Temple - Suchindram

Sri Venkatachalapathy Temple - Krishnapuram
Kutralanathar Temple and Chitra Sabha - Courtallam
Andal Temple - Srivilliputhur

Meenakshi Amman Temple - Madurai

. Kailasanathar Temple - Tharamangalam

Ekambareswarar Temple, Kailasanathar Temple, Kamakshi Amman Temple,

Iravatanesvara Temple, Matangeshvara Temple, Pavala Vannar Temple, Piravatanesvara

Temple, Mukteswarar Temple, Vaikunta Perumal Temple, Varadaraja Perumal Temple —

Kanchipuram

The present study largely focuses on the temples listed below because only these have

photographs from field studies available. After the documentation, interpretation of the

sculptures, based on treatises has been undertaken.

(Some temple administrations have not allowed to do documentation although the permission

letter been carried).

Arunachaleswarar Temple - Tiruvannamalai
Ekambareswarar Temple - Kanchipuram

Sri Varadaraja Perumal Temple — Kanchipuram
Chennakesava Temple — Sompalle

Nellaiappar Temple — Tirunelveli
Venkatachalapathy Temple — Krishnapuram
Andal Temple — Srivilliputhur

Sri Ranganathaswamy Temple — Srirangam

Sri Bhuvaraha Swamy Temple - Sri Mushnam
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e Jambukeswarar Temple — Thiruvanaikaval

Primary Sources:
1. Srimadvalmiki Ramayana (Kiskinda Khanda - V)
Yoga Vasishta of Valmiki
The Ritusamhara of Kalidasa
Karpiramajari of Rajasekhara
Sarasvatikantabharana and Srngdra Prakdsa of Raja Bhoja
Nrtta Ratnavali of Jayasenapati
Bharatarnava of Nandike§wara

Sangitamuktavali of Devanacarya

© o N o gk~ w DN

Gita Govinda of Jayadva
10. Ratnavali of Sri Harsha
11. Nartananirnaya (Vol. 3) — Pandarika Vittala

Secondary Sources:

1. Social and Political Life in the Vijayanagara Empire VVol.l1l — B A Saletore

2. Sources of Vijayanagar History — S Krishnasvami Ayyangar

3. A Study of Indian Spring Festivals from Ancient and Medieval Sanskrit Texts — Leona
Anderson

4. God of Desire: tales of Kamadeva in Sanskrit story literature — Catherine Benton

5. Virapaksa-vasantotsava-campiu of Ahobala or What Can Happen During the Hunting
Festival — Lidia Sudyka

6. Erotic Sculptures of India — Devangana Desai

7. The woman-and-tree motif in ancient and contemporary India — Marzenna Jacubczak

8. Sanskrit Drama—Its Aesthetics and Production - Raghavan V

9. Padhagati Padagati — Tulasi Ramachandra

8. The contemporaries of Ancient Uparupaka Tradition traced in Coastal Karnataka’s

Yakshagana and Post Medieval Literature Manorama B N

Other secondary sources include scholarly journals, research publications, books,
commentaries, almanacs and dictionaries.
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Introduction:

Vasanta Rtu or Spring is revered as the king of all seasons. It is so much awaited that the
preparations for its arrival are marked by a festival called Vasanta Pancami! which is observed
over a month in advance. Bhoja in Sarasvatikantabharana (11" Century) refers to Vasanta as

Suvasantaka?, the day on which spring sets in (Siddharta, 2009, p.1098).

! Vasanta Panchami is observed on the fifth day of the lunar month Magha (magha-sukla-pancami),
which is devoted to Goddess Saraswati. The celebration dates back to ancient times. Although on
Vasanta Pancami the arrival of spring is celebrated, the spring according to the Hindu calendar arrives
in Caitra, which is a little over a month after this festival. The explanation for the same is provided
below.

The Vedanga jyotisa calendar (by Lagadha dated to 1340 BCE) was a tropical lunisolar calendar
designed to align with the seasons. Accordingly, in the Vedic era, Magha was the first month of Vasanta
rtu and the first month of the Indian year. Numerous Puranic texts namely Brahmanda-purana -
2.24.141, Vayu Purana - 1.153.113 and Linga Purana - 1.61.52 mention the month of Magha as the first
month. But later, perhaps around the later Vedic period (500 BCE), Indians adopted Caitra masa as the
first month of the New Year, which was chosen as the first month of Vasanta rtu (Spring season) (Setty,
2023).

To this Sanskrit scholar and jyotisha vidwan Dr Ramakrishna Pejattaya, states that, “In subsequent ages
after Varahamihira (5" CE), the seasons were fixed in accordance with the lunar months”.

Hindus and Buddhists currently use the Nirayana or sidereal calendar (rather than the tropical lunisolar
calendar), which has drifted away from the seasons. The sidereal calendar does not sync with the
seasons as it tracks the position of the moon with respect to a far-off fixed star (such as Citra at 0°,
Revati at 29°50', etc.). Furthermore, while January through February is referred to as the "spring
season," or Vasanta, in both geography and history, according to the sidereal lunar calendar, the first
month of the year is Caitra (Madhu*) and the months of Caitra and Vaishakha is referred to as Vasanta
rtu corresponding to March and April which is in the current practice (I@iﬂ%ﬁ adYd: madhumadhavau
vasantah (Apte 1890) - since Madhu and Madhava are the months of Caitra and Vaisakha, respectively
(Richmond, 1956)). March and April should be actually referred to as summer because they are a little
too late to be considered spring. Practically speaking, February and March have every seasonal
characteristic of India's springtime (Setty, 2023).

Dr Samod Acharya elucidates that, “In the Vedic system, months, seasons and year for practical
purposes starts from Shukla pratipada i.e., the first day of the bright half. The well-known “Hindu new
year” celebrated in sidereal Caitra Shukla pratipada is neither the beginning of the true Vedic year nor
the beginning of Vasanta Ritu, according to Vedic astronomy. Regarding the beginning of the Vedic
year, which is mistakenly taken as beginning in Madhu or Chaitra month and Vasanta Ritu, simply
because Madhu is always the first month wherever months are listed in the Vedas. The reason Madhu is
mentioned first in the Vedas is not related to it being the first month of the Vedic year as is mistaken
today. It is rather related to the order of seasons prescribed for Agnyadhana and Samskaras for
different Varnas, Vasanta being prescribed for Brahmana’(Acharya, 2017).

It is likely that for festivals based on lunar months, Nirayana or sidereal system is employed in modern
practice and Vedic seasonal practice is observed in festivals like Vasanta Panchami (Sarasvati Pooja).
The author is able to present this with the minimal data and research at hand. It is recommended that
more research be done in this field.

2 King Bhoja also uses the term in the context of sambhoga sringara

yUaS®: raagdl Jau<d: | raaTaqiaredd daidd: I /3 I

Astamicandraka, kundacaturthi, suvasantaka, andolana-caturthi, ekasalmali, madanotsava and more
are known as prakirnams (sundry occasions) over which the emotion is developed. (Chapter 5, pancama
pariccedaha, page 925). Suvasantaka is the day on which spring sets in and madanotsava or madana
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The season heralds a fresh start and development, both in the natural world and within us. It
brings with it an enchanting transformation in nature leading to the most exquisite picturesque
landscapes. The pleasant melodies of the cuckoos are often reserved for this season. The
Pongamia blossoms with intoxicated bees on its bosom and the gentle breeze that brings the
fragrances of new hopes, these and more are a sight to behold. That springtime makes for such
a lovely, romantic and magical source of inspiration for poets, sculptors, musicians, dancers
and other creatives is understandable. Numerous poets have captured the essence of spring in
a multitude of literary works.

A vivid description of the spring is given by sage Valmiki in the Kiskindha khanda of
Ramayana when Lord Sri Rama arrives at Lake Pampa' along with Laksmana (Sharma, 1927,
Ch.1). The sage describes that Lord Rama’s heart was overflowing with joy upon seeing
Pampa's pristine, limpid waves, blooming water lilies and lotuses, magnificent trees, and
breathtaking woods covered in an abundance of all types of flowers. Lord Rama hails spring
as a season filled with a pleasant breeze and tender love and the God of the Wind plays to the
sound of bees humming and amorous nightingales singing. Likewise, Kalidasa also elucidates
the harmonious, rejuvenating and splendorous season Vasanta in canto six Of Rtusamhara
(Kale,1967, p.39).

A lovely portrayal of the spring is given in the third Astapadi of Gita Govinda by Jayadéva
(12" Century) in raga Vasanta. The song explores the impact of the spring season on couples
and those experiencing separation from their divine lover, Sri Krishna.

dferdeag AT d [ aTHR |

TYDHR AR ADI b A TAPIHICY |
fagia sRive wRuay=|
Tt gafae- T8 IR faRfgs g |l

Lalita-lavanga-lata-parisilana komala-malaya-samire,

madhukara-nikara-karambita-kokila -kijita-kunja-kutire
vihaRati haririha sarasa-vasante

nrtyati yuvati-janena samam, sakhi, virahi-janasya durante (4-1-27)

trayodasi takes place on the 13th of the bright half of the Caitra sukla-trayodasi (in Vasanta rtu).
Madanotsava is dealt in detail in this article itself, under the heading Vasantotsava- subheadline.

Y Pampad Sarovara is a lake in Koppal district near Hampi in Karnataka. Hampi was the capital of the
Vijayanagara Karnata Empire from 1336 to 1565.
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Meaning: “ When soft cool breezes blow among the swaying, graceful, fragrant vines of clove,
swarms of bees buzz about and the forest huts and cottages are resounding with the cooing of
cuckoos, in the beautiful spring, Krishna is sporting and dancing with the youthful Gopis, that
is hard to bear for those in separation (Narayanan and Mohan, 2016, p.118).

Vasanta is also an ancient raga in Carnatic music and is believed to evoke a serene, happy and
tranquil mood, bringing hope, positivity and a burst of energy into people’s lives. Ragamala*
paintings glorify Krishna 's association with Vasanta by presenting Krishna's unending love
for Radha (Ghosh, 2021, p.155). The idea of spring has been a recurring motif in the arts,
inspiring a wide range of works as diverse as paintings, sculptures, poetry, literature and ragas
of Indian classical music.

Yoga Vasistha a philosophical text describes spring as?:

R R AN CAIEINEACANIEE

UM HeIAH deidecd: |
NNINSISEEEIRCERIE
P PG ERIRICRNC AR

nrtyanti mattakalakokilakakalikah
pasyamale malayasanuni balavallyah |
lolalijalanayanarunapatrapani -
puspa madhitsavavilasavisesavatyah || 15 ||
(Book 7, Ch. 115, Verse 15).

Meaning: “See there the tender creepers, dancing merrily on the table-lands of the Malaya
Mountain; displaying their red petals as the palms of their hands and winking with their eyes
formed of fluttering bees. The blooming flowers bespeak their vernal festivity, and the warbling

cuckoos fill the groves with their festive music” (Mitra, 1999, p.612)

Manmatha/Kamadeva : Most of the times, the names of Vasanta rtu is also associated with
different names of Kama, it is understood that Kama was revered throughout this season. Kama
is referred to by many other names in the Amarakosa (Amarasimha, 1937 p. 5):
HeA THY AR: Uggdl Hidba: | Saul GUdISTg: HH: TIRR: ¥R: IR& I
IAERIRHARIST: YRS | TIYT qUfaH®mR ST ST IR0 |l

! Ragamala—meaning a ‘garland of ragas’ in Sanskrit—is a set of miniature paintings depicting the
ragas.
2 Sanskrit shloka from Valmiki's T GTRTS: (Shastri, 2004, p.5371)
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Madano manmatho maraha pradyumno minaketanaha /
Kandarpo darpako 'nangaha Kamaha pancasaraha smaraha //
Sambararirmanasijaha kusumesurananyajaha |

Puspadhanwa Ratipatirmakaradwaja atmabhu //

According to Siva Purana (J.L.Shastri, 1950, p.279) and Kalika purana, Kama was the mind-
born son (manasija) of Brahma, the Creator of the Universe. Brahma created ten Prajapatis and
Sandhya. Her charm had captivated Brahma and the Prajapatis from the very moment of her
birth. At this moment, a handsome youth with a flowery bow materialized in Brahma's
imagination and took form. He questioned Brahma, "Kam darpayami" (Whom should I make
proud?) as soon as he was born. Brahma answered, "Let your arrows aim at the minds of living
beings." He was given the name "Manmatha" because he stirred Brahma's mind and because
of his magnificent beauty he came to be called ‘Kama’ (Mani, 1975, p.378).

Another account of Kama's birth is found in Mahabharata Adiparva's chapter 66, verses 31—
33, where it is said that Dharma, one of the Prajapatis, was born from Brahma's right breast.
He gave birth to three incredibly attractive sons: Sama, Kama, and Harsa. (Mani, 1975, p.378).
His consort is Rati, the daughter of Prasiiti and Daksa. Rati is represented as sensual pleasure
herself. While Kama was created to spread love in the world, Brahma's sigh gave birth to
Vasanta, to augment Kama's power (Benton, 2005, p. 32).

Kama is portrayed as a charming young man with an attractive demeanour. He is seen wielding
a sugar cane bow and flower arrows. The flowers on his arrows are Aravinda (White Lotus),
Asoka, Cita (Mango Flower), Navamallika (Jasmine) and Nilotpala (Blue lotus). The verse for

the same from Amarakosa is cited below:

Aravindamasokam ca ciitam ca navamallika
Nilotpalam ca pancaite pancabanasya sayakaha || Verse 23
The arrows invoke passion and love. It is nature's secret of procreation and freshness

(Venkatvanaja, 2017).

prathamam aravindam urasi pascat ashokam adharayoh |

ciitam shire navamallikd nayanayoh antatah nilotpalam yat kincit

(1) Aravindam flower-arrow - chest (2) ASoka flower-arrow - lips (3) mango flower-arrow

head (4) new jasmine flower-arrow eyes; (5) blue lily hits anywhere.
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The nature of the arrows is:

Unmadanasthapanasca soshanaha stambhanastatha
Sammohanasca Kamasca panca banaha prakirthitaha || Verse 24

Inflamed with love, mental or physical pain, faint, stiffening, hypnotizing, desire,
all these five arrows of desire proclaim the state of love (Venkatvanaja, 2017).

When discussing Vasantotsava, ancient writers have frequently emphasized the worship of
Kama, the God of love and desire, referring to the Spring Festival as the festival of Kama,
Madanotsava, Anangotsava, Kamotsava and Madanatrayodasi. The worship of the God of
Love takes place on the 13th of the bright half of the Caitra sukia-trayodasi and is known as
Madana trayodasi. On this day, women worship Manmatha and his wife Rati, as well as their
close companion, the Spring-Vasanta. In the worship of Kamadeva, fertility is commemorated
through festivals and vratas (religious observance) held in the spring months of Caitra and
occasionally Vaisakha, which is a popular time for marriages. Bhavisya Purana states that a
ritual during Madanamahotsava is celebrated that serves to ensure fertility for both the earth
(because earth's dying during the dry season and its rebirth during the rainy season are both
examples of the narrative of Kama who perishes and is raised from the ashes) and the woman
performing the puja as it signifies the rebirth of Kama who had been burnt by Siva and was
revived at Parvati's prayer. The Bhavisya Purana promises that "wherever this ritual (in which
the husband is seen as Kamadeva) is performed, the rains (will) come on time and prosperity
(will) prevail” (Benton, 2005, p.97).

In many cultures around the world, highlighting spring's universal significance can be seen as
Vasantarambha — time of new beginnings and cultural harmony. When discussing
Vasantotsava, ancient writers have frequently emphasized the worship of Kama, the God of
love and desire, referring to the Spring Festival as the festival of Kama, Madanotsava,
Anangotsava, Kamotsava and Anangatrayodashi/ Madanatrayodasi. In the worship of
Kamadeva, vratas (religious observance) held, fertility is commemorated, beginning of
enchanting season is celebrated as festivals, Vasantasamahotsava event organized in the spring

months of Caitra Vaisakha, which is also a popular time for conducting marriages.

Vasantotsava in ancient times
The enchanting season ‘Vasanta’ is celebrated in many cultures around the world, highlighting
spring's universal significance as a time of new beginnings and cultural harmony. This was

observed as Vasantotsava - a spring festival also known as Vasantasamahotsava or
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Vasantarambha (varsa) in ancient India. Vasantotsava is also referred to by the name
Madhutsava. Since Madhu is synonymous with Caitra® (Richmond, 1956) Madhutsava and
Vasantotsava both signify springtime celebrations.

The table below lists some of the various names that Vasantotsava was given in the literature
(Anderson, 1985, p.13).

Text Author Period Vasantotsava
Srngaramanjarikathd Paramara King | 11" century Yatramahotsava of
Bhojadeva Madana
Kavyaviveka Jimiitavahana 12 century Kamamahotsava
Ratnavali King Harsa 7" century Caitrotsava,
Madanatrayodasi
Bhavaprakasana Saradatanaya 12" century Madanotsava of
Vasanta
Gathasaptasati King Hala 1% century Madanamahotsava
Bhavisya Purana 8" — 11" century? | Anangatrayodashi

Many Sanskrit literary works describe in detail the customs and rituals associated with
Vasantotsava. These include the Ratnavali by Sri Harsha, written in central India in the sixth
century, the Kathasaritsagara, a collection of stories recorded in North India in the eleventh
century, Sarasvatikantabharanam, written by King Bhoja in the 11" century, Sharadatanaya’s
Bhavaprakasa from 13" century and the Virupaksa Vasantotsava campu, a 15" century text
from South India. Ratnavali describes dancing, songs, music, throwing colours and drinking
wine in various ways as essential and customary elements of the celebration,
Sarasvatikantabharanam mentions drinking alcohol as a suitable way to get intoxicated on the
occasion of the Vasantotsava and drinking bouts were part of the festivities of the
Madanamahotsava celebrations as mentioned in Sharadatanaya’s Bhavaprakasa (Anderson,
1985, p.62).

From the discussions so far, it can be observed that Vasanta Pancami, Madanamahotsava,
Vasantotsava are all celebrated as spring festivals and the term "Vasantotsava” is used in the

sources to refer to a broad range of springtime celebrations such as worship of Kama, fertility

! Refer to footnote no.1 in page number 13.
2 portions of the Bhavishya Purana could date as late as the 16" or 17" century, but other portions are
most likely older, possibly from the 8 or 11" century. (Anderson, 1985)
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rites, hunting festivals, dancing, playing with colours and drinking (Each of these topics is

covered separately in the paragraphs that follow).

Vasantotsava in Vijayanagara Karpata empire (14%- 16" CE)

Many inscriptions of the Vijayanagara Karnata era attest to the activities surrounding this
festival. An inscription dated A. D. 1509-10 mentions Krishna Deva Raya as “he who, every
year, performed a sacrifice to Kama, the lord of the golden festival of Spring”. The prologue
of the Sanskrit drama Jambhavatikalyana, written by the King, mentions that the drama was
enacted before the people assembled to witness the Caitra (spring) festival of Virlipaksha"?
(Saletore, 1934, p.397). Nandi Timmanna one of the ‘Astadiggajas’? who flourished in the court
of Krishna Deva Raya cites in a verse at the end of the first canto of Parijatapaharanam that
poets gathered at the court for the Spring Festival and Krishna Deva Raya as the one who hears
their compositions with his queens (Ayyangar, 1919, p.138). The king who was an
accomplished scholar mentioned the Vasanta festival being performed in the Vijayanagara
court in the preface to his epic poem Amuktamalyada, indicating the festival's significance
(Guy, 2020, p.163). Srinatha Kavi who lived in the 15" century writes in his Haravildsamu that
the brothers of Avachi Tippayya Setti had the monopoly of supplying all the necessary articles
for the grand Spring festival celebrated by the Reddi king Kumaragiri of Kondavidu (Saletore,
1934, p.397).

Viripaksa-Vasantotsava-campi a 15th-century CE work by the poet Ahobala a poet who lived
during the Vijayanagara Karnata period describes the spring and a nine-night Spring Festival,
known as Vasantotsava. The Spring is described as:

“[...] in one place the ground made wet by the ambrosial juice, sweet as mango, as if flowing
forth from the seeds of pomegranate fruit split by the tiny beaks of parrots, in one place with
ripe fruit fallen from wild clove, bow [8047] vilva, emblic myrobalan, mango, wood apple and
other trees as if shaken by crowds of monkeys, in one place resounding with the jingling of
swarms of bees, as if whitened by successions of pollens from flowers such as jasmine, in one
place adorned with groves of rottlera joined with piper betel tied on with creepers of pepper
brilliant with saptaparnas as if high asokas observed in the spaces between the many arbors

and bowers very near the pretty cloth tent set up in the place occupied by the royal army of

! The research article on the analysis of this play is written by Nagaranjitha S., in the same book.
2 Astadiggajas were eight court poets in the court of Vijayanagara Karnata king Krisnadévaraya in
16th century.
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Pleasure though it has countless new shoots of asoka, in one place resplendent with a lake as
if a dwelling for flamingoes [...](Sudyka, 2011, p. 285).

He also describes a nine-night spring festival, known as Vasantotsava, that was held annually
in the Vijayanagara kingdom's capital Hampi (Pampaksetra) on the full moon day of Madhu
Masa. Vasantotsava is described by the author as including Virupaksa dévamahotsava,
Rathotsava, Mrgayotsava, and Caitrotsava. The spring festival held here was a grandiose event
honoring Lord Virupaksa. According to Anila Verghese, Vasantotsava the nine-day-long
festival, starting on caitrasuddhanavami (the ninth day of the bright fortnight of Caitra) with
the ceremonial hoisting of the flag dhvajarohana concluded with the avabhrtha, or the ablution
of the idols in Tungabhadra river. The major Rathotsava (chariot festival) celebrations, which
took place on the full moon day, the Mrgayotsava, when the god Virapaksa was taken hunting,
the festival of Virapaksa and Pampadevi's estrangement, and the reconciliation and marriage
festival (Kalyanotsava) were held in between these two ceremonies (Sudyka, 2011, p. 274).
Vasantotsava can be viewed as a springtime celebration with a common set of customs and
festivities. The architectural splendors of the Vijayanagara Karnata period feature numerous
portrayals of Vasantotsava in
sculptures. These magnificent,
centuries-old carvings in the
temples serve as a testimony of
the extravagant spring festival.
The following sections will
examine these activities found
in the sculptures in temples built
during  the  Vijayanagara

Karnata period.

A. Kama and Rati Sculptures

Fig.1: Rati and Kama
sculptures, projected as Yali in
the entrance of Varadaraja

Perumal temple, Kanchipuram
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Fig.2: Kama, Bhuvaraha Swamy temple,

Sri Mushnam

Fig.4: Rati Venkatachalapathy temple,

Krishnapuram
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Fig.5: Kama, Jambukeswarar temple, Tiruvanaikovil
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Fig.6 & 7: Kama and Rati, Andal temple Srivilliputhur

»

Fig.8 & 9: Kﬁma and Rati, Andal teple,

Srivilliputhur

Fig. 10: Rati and Kama on the pillars of

Ekambareswarar temple, Kanchipuram
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Fig. 11: Kama and Rati sculptures
above yali at Varadaraja Perumal
temple, Kanchipuram

Kama is seen riding a parrot with his
sugarcane bow and pulling a
bowstring of beesto shoot flower
arrows (fig. 2,5,6,9). Kama and Rati
are sculpted as welcoming deities in
the mantapas (Fig.1 & 10) and temple
walls of the Vijayanagara Karnata
dynasty, along with the sculptures of
Salabhanjikas. The deities, both
armed with bows, riding on chariots
drawn by parrots; are accompanied by
their reveling retinue. The panels of
&% Kama with his  consort Rati
h ! (fig.3,4,7,8) that are found in the
temples of Varadaraja Perumal,
. Nellaiappar, Krishnapuram
Venkatachalapathy,  Srivilliputhur
Andal and Sri Rangam attest to this.

These temples were either built,
renovated or extended, during the Vijayanagara Karnata period. That Kama and Rati are
connected with the spring festival celebrations is proven by the frieze on the exterior wall of
the Kalyana Mantapa'/Vasanta Mantapa of Varadaraja Perumal temple and mukhamantapa
of Krishnapuram Venkatachalapathy temple.

Magnificent sculptures of Kama and Rati can be found in Suchindram Sthanumalayan temple

and Madurai Meenakshi temple? too.

! Kalyana Mantapa is a raised, square platform surrounded by ornately decorated pillars. Within the
temple complex, Kalyana Mantapa was a key feature of the Vijayanagara empire's architecture,
symbolizing the wedding ceremony of the temple's deity to his bride.

2 Permission to take photograph of the architecture and sculptures at the Madurai Meenakshi and
Suchindram Sthanumalayan temples was denied, even though a letter from the IKS division in Delhi
was obtained hence the photographs are not provided here.
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B. Popular Dances during Vasantotsava

1. Kolata/Danda Rasaka

Fig.12 and 13 : Dandarasaka panel along with percussion instrumentalists

Chennakesava temple, Sompalle, Andhrapradesh

Pietro della Valle, the Italian composer and musicologist, travelled to India between 1623 and
1624 and left accounts of his voyages. He observed and noted in his travelogue a popular
entertainment at Ikkeri'. He says while describing this: "All of them (agile girls whose heads
were decked with yellow and white feathers "which made a pretty sight") carry'd in each hand
a little round painted Stick, about a span long, or a little more, which they struck together after
a musical measure, to the sound of Drums and other instruments, and one of the skilfullest of
the company sung one verse of a song, at the end of which they all reply'd seven or eight times,
in the number of their meter with the word, Cole, Cole, Cole?, which signifies I know not what,

but, I believe, 'tis a word of joy. Singing in this manner they went along the street, eight or ten

! The Nayakas of Madurai, Tanjore, Ginjee and Ikkeri were small dynasties of rulers that grew into tiny
principalities as a result of the feudal administration of the Vijayanagara Karnata Empire. Known also
as Ikkeri Nayakas, the Nayakas of Keladi / Ikkeri (1500-1763) were based in the present-day Shimoga,
Karnataka district.

2 Kolu kolanna kolu kole in kannada, are some of words used in Kolata songs in Kannada language.
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together, being either friends, or neighbours, follow'd by many other women, not dress'd in the
same fashion, but who were either their Mothers or Kins-women” (Saletore, 1934, p.411). This
dance was called Dandarasaka. It is akin to Kolata, which is still seen in contemporary regional
practices.

Kolata, often referred to as Dandarasaka, has a long tradition as a type of uparipaka.
Uparipakas, also known as nrtya-prabandhas, were minor dramas presented by writers of
post-Bharata period dance and music literature, which included, among other dance and music
genres, Hallisaka, Rasaka, Natyarasaka, and Carcari. About these forms, Raghavan and
R.Sathayanarayana write in detail®.

Early writers such as Bhamaha, Dandin, and Bhoja wrote extensively on dandarasaka as
Samyd. Samya is categorized under Nartanaka by Bhoja in Srngdraprakasa. The Sanskrit-
Tamil work Suddhanandaprakasa, which refers to dandardasaka as the Samya or Kolata, shares
the same opinion. Saradatanaya divides rasaka into three categories: Dapda Rasaka, Mandala
Rasaka and Natya Rasaka. Danda-rasaka is described as a variation of Lasya (Raghavan, 1978,
ch. xx). Dandarasaka, according to Par§vadeva, is a dance in which all of the Tala-vadyas are
played; dancers enter in pairs and proceed in groups of up to eight, facing each other or standing
back-to-back; they strike rhythmically with their palms, perform different positions, and dance.
Dandarasaka, according to Nrtta Ratnavali of Jayasénapati (13" century), is a group dance in
which dancers strike colorful sticks to keep up with the instrumental music and rhythm. He
continues by describing the dance as follows: He says that the sticks used in this dance are
made of Arjuna and other trees and that a Camara / fly whisk or a dagger was used in addition
in place of one stick or Danda. The dance begins with eight dancers and later gets larger with
the entry of groups of four, up to sixty-four dancers in two rows (Raghavan, 1960, p.147).
“Sangitamuktavali (15" Century) mentions Dandardasaka under the nrtta category without
defining the term (Devanacarya, 1991 p.9). Nandikeshwara describes this popular dance form
in Bharatarnava, stating that it is performed by charming groups of women who strike
short sticks about 16 angulas or 12 inches long. The dance is performed to the sound of
instrumental music while doing pirouettes or Bhiramaris (Nandikeshwara,2016, p.378) .
Vijayanagara dynasty temple sculptures are replete with representations of Dandarasaka |
Kolata, or stick dances, accompanied by a variety of instruments (Fig.10 to 23). The

Vijayanagara rulers generously supported and fostered dance, music, and other arts. Dance

! Refer Uparupakas and Nrityaprabhandas of Dr V Raghavan and Nartananirnaya Commentary of Dr
R. Sathyanarayana
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sculptures and literature from the era capture the subtleties of these dances. Dances performed
in groups were common throughout the Vijayanagar era. Visualizing the entire sequence of
this dance is made easier by the exquisitely carved sculptures of the spring festival dance in
these temples. Individual dancers, two dancers, and group performances with sticks held by the
dancers flanked by musicians known as Dandarasaka | Kolata is a very common imagery one
can see on the ceilings, wall panels, pillar blocks and plinths. These regional dance traditions
are engraved in stone in practically all of the temples from this era.

A few examples of the regional literature that include Kolata dance are Ragavanka’s

Harishchandra (1165), Rudrabhata’s Jagannata vijayam (1185), Govinda Vaidya’s Kantirava

narasaraja Vijaya (1648) and Kanakadasa’s Mohanatarangini (1550) (Ramachandra, n.d).

Fig. 14: Dandarasaka dancing girls- Ekambareswarar Temple — Kanchipuram

Fig.15: Dancers presenting Kolata in front of a royal figure, Arunachaleswarar temple,

Tiruvannamalai
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Fig.16: Dandarasaka sculptures on the ceiling of Bhuvarahaswami temple, Sri Mushnam?
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! The Virupaksha Temple in Hampi has similar carvings on ceiling depicting dancers performing
dandarasaka, accompanied by musicians in a harmonious and uninterrupted way (based on statements
provided by Dr. Manorama B N)
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Fig. 19 : Dandarasaka panel in Varadaraja Perumal temple, Kanchipuram

! Similar set of sculptures are heavily identified in the outer panels of Vittalaraya temple Complex,
Hampi, Hospet District, Karnataka (Dr Manorama’s Documentational evidence).
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Fig. 20: Miniature carvings of Dandarasaka on the pillar at Varadaraja Perumal temple,

Kanchipuram

Fig.21: Panel of Kolata dancers in Varadaraja Perumal temple, Kanchipuram

2. Natyarasaka / Carcari
Regarding Natyarasaka, Bhoja in Srngaraprakasa states that it is performed in the springtime
in the king's honor and is also known as Carcari. It is carried out in many patterns, such as
Gulma and Pindi (Raghavan, 1993). Vema Bhiipala refers to it as a dance that is done during
the spring festival. Carcari is described by Saradatanaya of Bhavaprakasa as consisting of
strange, recurrent strokes on instruments made with the palms with frequent pauses. Nartana
Nirnaya of Pandarika Vittala notes that Carcari is a type of Rasaka in which participants dance
in Mandalas during the spring festival to the singing of Carcari prabandha or Dvipadi
prabhanda in a syngara or vira rasa theme. He claims that Nazyarasaka is a dance performed
by damsels in songs written in Desi hindola raga that tell the story of the King

(Sathyanarayana, 1998, pg. 356).
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According to Manorama B N, the poet Ratnakaravarni who was in the time of Vijayanagara
dynasty mentioned the many dances resembling Pindibandhas, which have the similarities to
Dandarasaka, Carcari and Natyardasaka (Manorama, 2023, 117p). The temples of the
Vijayanagara period feature carvings that highlight the grace and elegance of these dances with
dancers surrounded by a plethora of musicians. These sculptures reveal the sculptors'

familiarity with the art form of dancing, which was popular in the spring and other festivities.

Kattara dance: "Kattaras™ is another term that gained popularity during the Vijayanagara
Karnata period. The term "Kattala" or "Kattara™ for Nrtyabhandhas of different kinds was
originally used by Bommarasa author of Sanatkumara Carite (1485). 1t is mentioned by Catura
Damodara and Pandarika Vittala that Kolata is one of the 63 Kattara variants (Ramachandra,
n.d., pg. 273). Numerous medieval writings validate the synonyms Kattara/Kattari/Kattane
Nrtya/Kattada Jati nritta/ Kattana/ Kattare/ Kartari. Several texts from this era, including
Pandarika Vittala, D&vendra, Vemabhupala, Védasiri, Ratnakaravarni, Catura Damodara and
King Tulaja used this phrase extensively in their writings. Vedasuri’s Sangita Makaranda and
Devendra’s Sangita Muktavali mentions 360 types of Kattaras. Among the set, Manmatha
Kama Kattara, Vasanta Kattara, Ratiparaspara Kattara, Bhilla Kattara and Kola Kattaras are
notable. Manmatha Kattara is a dance with different kinds of weapon-like structures such as
bow, arrow and Cakra (discus); whereas Vasanta Kattara is a seasonal splendour (Manorama,
2023, 114- 116p). Manmatha dances in the Kamakattara®, aiming the flower arrow at Shankara
while holding the lkshu danda. The verse describes the theme of the dance but leaves out
specifics of how it is performed.

Vasanta Kattara is mentioned in Dévendra's Sangita Muktavali, where the dancers dance in
the Vasanta or spring while splashing vermillion and saffron water at each other (Raghavan,

1993). All of these help us to comprehend that throughout the Vijayanagara era, some of the

! 5oDBEIT — DBV FpeBorEerIERe YR TS0 |

B)TR008) Bz FRLTTYTREHT: | @) BBorizdecdod
Q0N ToZTBWo.... BT JISeeBdT0 Bosdee BOB I
$9,03erf I 0TS | FochHBe3 Te BBIT € ToTVPVDBTs

Vamakaresu kodandedaksiné puspasayakan |

dhrtasalankytah kamoratyamanoharah | pravisyarangabhuminca
bangali patravattada... sara vimocanam Sankaro parikurydcca
prantirdhanamdcaret | kamakattarave tattasarvekamaphalapradah
(Veda’s Sangita Makaranda. &pc3eesd. Page 279 padagati)
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Kattaras features various themes were popular as springtime dances like Dandarasaka, Dance

on Rati-Manmatha, Vasanta Rtu and Dance on Hunters (Manorama, 2023, pg. 113-117).

Seasonal Activities
1. Hunting festival: Mrgayotsava
Tribal hunters or Cencus (Fig.22,23), are prominently featured in Vijayanagara iconography.
The huntress with foliage-headgear and the leaf attire is seen leaning on a bow, with a male
partner seemingly pulling out a thorn from the bottom of her feet. Numerous sculptures
portraying hunting scenes are on exhibit at the temples of this era as seen in figures 24 to 27.
There are scenes showing men and women hunting both large wildlife like elephants and lions,

as well as smaller animals such as deer and fowl.

Fig.22: Cencu Laksmi,

Ranganathaswamy Temple temple, Sri Rangam Fig.23: Cencu Laksmi, Arunachaleswarar

temple, Tiruvannamalai
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Fig.24: Hunting scenes, Chennakesava temple, Sompalle

Hunting was one of the judicious duties - Rajadharma (duty of a king towards his subjects) as
well as a favourite sport and pastime. Accordingly hunting vicious wild animals was done to
protect standing crops and the citizens as well as to demonstrate their physical prowess. It was
also an excellent time to inspect the forest, to check on robbers and to bring peace to the forest
folks. This essence of rajadharma was honoured during the Vasantotsava of the Vijayanagara
Karnata Period, in the form of a festival of hunting, called Mrgayotsava.

Virupaksa Vasantotsava campu mentions that Siva’s (as Virupaksa in Hampi) hunt takes place
during Vasantotsava. Siva is hailed as the best of huntmen in Satarudriya (JTefed means

extolling one hundred ways of glorifying Rudra):
T TEG: Yy o 15

namo mrigayubhyah svanibhyascha vo namo ||
Meaning: Prostration to Thee who art the hunters and the huntsmen; prostration to Thee who
art the hounds and the keepers of hounds (The Satarudriya - Daily Invocations, p.37).
There are two occasions mentioned in the saivagamas and vaisnavagamas when the idol leaves
the temple precincts in procession or utsaval; that was specifically mentioned in medieval
inscriptions. These are Avabhrtha and Mrgayotsava, or ablution in a nearby pond or river. On
the last day of a nine- or ten-day festival, people are expected to visit a tirtha for a special

festival bath; the Mrgayotsava is scheduled for the day prior. Vijayanagara's Vasantotsava had

! The central event of the traditional Hindu temple celebration (the utsava) is a procession of the
utsava idols. Cala (moveable) and Achala (immovable) murthi’s or idols of gods and goddesses are the
two-fold nature of images consecrated in the temples. The moveable idols are made of metal. The
immovable images or mula-vigrahds or dhruvabéras, are made of stone and permanently fixed in the
central shrine or Garbhagriha. The utsava murthi, or movable idols, are carried out in processions for
the public to receive darsana; they resemble Ksatriyas during the procession. (mAnasa-taraMgiNI,
2013).
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both  of the essential
components of the important
annual celebration. Ahobala's
account of the Mrgayotsava
mentions that it will be
possible to see the God
. himself during the Great
Hunt  Festival -  The
Mrgayotsava day is depicted
as a time of year when the
god personally visits his
devotees and blesses them
(Sudyka, 2019, p. 287).

Fig.25: Hunting scene of

Tiger on yali, Bhuvaraha

Swami temple, Sri Mushnam

Fig. 26: Hunting scene in Yali, Varadaraja Perumal temple - Kanchipuram

Fig. 27: Varadaraja Perumal temple,
Kanchipuram

Mrgayotsava or Mrigayatra or hunting festival
had become a striking aspect of the mahotsava
or grand celebration that appears to have started
becoming popular by the medieval periods.
This had a military component as well. The
deity's idol is carried in this procession on a
horse, along with his trident, Pinaka bow and

Pasupatastra. The sounds of conchs and the L
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beating of the Bheri and Pataha drums by people who follow the procession create a rhythm,

v . P REX

giving the impression that an army is preparing for an invasion, a cavalry raid or a hunt. An
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account from the time of the Vijayanagara ruler Bukkadeva's reign indicates that this aspect

was undoubtedly serious (Manasatarangini, 2013).

2. Playing with colors during Vasantotsava

The main events of the Vasantotsava celebration included singing, dancing, consuming wine
and people playing with coloured water. Common people and nobles interacted freely and
joyously throughout this celebration. In several texts, splashing one another with coloured
powder, water or mud is described as a way to relax social boundaries. The Spring Festival
generally exudes an air of uninhibited pleasure, and the Vasantotsava is no exception. There's
song, music and colour all across the city. This celebration is portrayed as having a lot of
courtesan sporting and involvement. The throwing of coloured water is described as a
distinct springtime  activity termed 'Udakaksvedika' in Kamasitra and Sringa krida in
Jayamangala's commentary. Continuing the trend of increasingly detailed depictions of this
practice, Somesvara in the 9" CE describes it as "Secana krida," or dousing each other with
fragrant and colorful water using syringes (Sringas) (Anderson, 1985, p.43, 46).

Around 1420/1421 CE, an Italian merchant, explorer, and writer named Niccolo de' Conti
travelled to Vijayanagara, which he named "Bizenegalia” says the following about the
celebrations: "There are also three other festival days, during which they sprinkle all passers-

by, even the king and queen themselves, with saffron water, placed for that purpose by the way-

side. This is received by all with much laughter (Saletore, 1934, p.396)."

m—._.__ . ; -
Fig. 28, 29 &30: Sculptures of women celebrating the festivals with colours,
Chennakesava temple, Sompalle
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The Vasantamantapa of the Chennakesava temple, Sompalle depicts images of dancing, music
and water spraying (Fig.28, 29 &30)*. Women celebrate the arrival of spring by dancing while
holding sticks or water squirts. Women are observed wearing variously styled outfits and
sporting buns in their hair. It's a beautiful picture to witness, with women actively filling water
syringes with colored water from the pots to toss at each other while musicians play the drum

and blowpipes.

3. Drinking Wine during Vasantotsava

Ratnavali, Sarasvatikantabharana and Bhavaprakasa, mention wine drinking in the context of
the Spring Festival. Ratnavali gives the following description of the fertility ritual where wine
drinking was essential (Anderson, 1985, p.75).

“The trees yonder appear to be drunk with the wine offered at the Spring Festival. The mouthful
of wine sprinkled at the root of the Bakula trees seems now to be flavoured with thick dripping
blossoms by the Bakula trees and the Campaka flowers bloom even while the moon-like faces
of young damsels are flushed with wine; while the bees give back in harmony and thus seem
to imitate the music of the anklets ringing loud as the delicate feet are raised against the A§oka
trees”. The Sompalle temple has sculptures of men and women holding little jars of wine,

suggesting that the sculptors reinterpreted these ancient ceremonies and traditions.

Fig. 31 & 32: Drinking wine during Vasantotsava celebration, Chennakesava temple, Sompalle

! A significant feature of the Narasimha svami temple in Ahobilam, Kurnool district of Andhrapradesh,
has its sculpture depiction of the Vasantotsava celebrations. This temple is replete with depictions of
people squirting each other with colored water (statement based on oral documentation from Dr.
Manorama B N).
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4. Dohada ceremony

Fig.33 Fig.34 Fig.35
Salabhaiijikas of Arunachaleswarar temple, Tiruvannamalai and

Bhuvaraha Swami temple, Sri Mushnam

In sculptural art, the Woman-and-Tree motif is considered auspicious. (Fig.33 to 38). In
Vijayanagara art, Lata-Sundari, a theme similar to Salabhaiijika, adorns the walls and pillars
with images of maidens bending a tree limb (Sala, Asoka, mango, etc.) Shorea Robusta, often
known as Sala is a tall tree. In general, a tree is also referred to by this word. Bhasjika comes
from the root ‘bhanj’ meaning "break," or shatter." The word Salabhaiijika means a portrait

sculpture, a game or a rite (Desai, 2010, p. ). These decorative motifs are carved on the inner
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door jambs of the temples. These sculptures symbolize maidens connected to festivals like
ASokabhaiijika and Salabhaiijika. In some places, the figure is seen standing atop Makara
(Crocodile Or a mystic animal). The Salabhaiijika symbolizes auspiciousness and sculptors
employed this to represent the Dohada ceremony, which was carried out by a young girl to
fertilize trees. The numerous Salabhaiijika sculptures seen in Vijayanagara temples are
symbolic of the Dohada fertility ceremony, which is also connected to the Vasantotsava. The
ancient Sanskrit literature features this motif often. Poets like Kalidasa, Rajasekhara, Harsa,
Bilhana, and Bana describe Dohada ceremony.

Dohada translates to a pregnant woman's desires. In this context, Dohada refers to a tree's
fondness for direct or indirect contact with a woman, such as touching (sparsa), embracing
(alingana) or kicking and stroking with the foot (padaghata). Thus, by a kind of ritual that is
unique to each tree, women can trigger their flowering. A woman can, for example, make the
Tilaka bud with just a glance, while the Campaka, Nameru, and Karnikara yield to her laughter,
the Nameru to her voice and the Kurabaka to her embrace. While the Bakula blossoms when
a young maiden sprinkles wine from her mouth, in the case of Priyangu, the most desired thing
is to touch the creeper; the Mandara tree requires pleasant conversation, and the Ciita tree is
content to simply feel human breath upon itself, sing, and dance. It's stated that certain women

could make a tree bloom even when it wasn't in season (Jakubczak, 2017, p.81).

st 3} )
R |
8 Qimb

Fig.36 & 37: Jambukeswarar temple, Thiruvanaikaval Fig.38: Varadaraja Perumal

temple, Kanchipuram



38 Shodha Vijaya

5. Ascetics visit to Vijayanagar during Vasantotsava
The Kapalikas — the saiva ascetics observed a year that was full of festivals. They made it a
rule to meet twice a year specifically to enjoy pleasures with full freedom. These were the
Vasantotsava and the Kaumudimahotsava (Venetia, 2010). A record of Tantrics practicing
seasonal orgies on Vasantotsava is also seen mentioned (Desai, 1975, p. 119). The sculpture
below depicts the naked mendicants.

Fig.39: Ascetic, Chennakesava temple, Sompalle

£

Fig.40: Bhuvaraha Bhuvaraha Swami emple,

Srimiisnam

Srirangam temple: Sculptures of Vasantotsava at one place
It’s noteworthy to mention that the pillars facing the exterior or the pillars forming the outer
lining of the mantapa of Srirangam temple have sculpture panels depicting all activities and
rituals associated with Vasantotsava close to each other (fig 41 to 49).

Fig.41: Kolata frieze with hunter’s dance Fig.42:Kolata frieze with ensemble
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Fig.43: playing with water squirt Fig.44: Dance and music with ensemble

Fig 45: Panel of Kolata Fig.46: Hunting scene

Fig.47: Kama and Rati Fig.48: Salabhaiijika

Fig.49: Carrying Wine or Colours + 3D projection of animals (Elephant and Bull)
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Conclusion

Vasantotsava was a multifaceted and extravagant celebration that involved people from all
social classes, and the sculptures at the Vijayanagara Karpata temples depict each of these
elements. The history of Vijayanagara and a multitude of sculptures that depict various
activities provide a solid comprehension of textual and visual techniques that were practiced
during those times with a variety of themes, including dances, hunting scenes, royal scenes,
martial themes and celebrations. Most of all the temples have similar motifs, which highlights
the sculptor’s perception while creating their works with a common realistic theme. These
ritualistic celebrations played a significant role since it was a firm belief that thriving festivals
would promote fertility, establish the existence of divine powers in the realm and strengthen

the Dharma.

Bibliography
Acharya, S. (2017, January 31). Af! SHIHTUM- ¢: STATHTIHI dfGdh! TR

Indiafacts. https://www.indiafacts.org.in/vedic-system-of-chronology/

Amarasimha. (1937). Amara Kosha. Master Khelarilal and sons.
http://archive.org/details/AmaraKosha

Anderson, L. (1985). 4 Study of Indian Spring Festivals from Ancient and Medieval Sanskrit
Texts. McMaster University.

Anderson, L. (1988). The Indian Spring Festival (vasantotsava): One or Many ? Annals of the
Bhandarkar Oriental Research Institute, 69(1/4), 63-76.

Apte, V. S. (1890). The practical Sanskrit-English dictionary. Shiralkar,.
http://archive.org/details/ldpd 7285627 000

Benton, C. (2005). God of desire: Tales of Kamadeva in Sanskrit story literature. Albany :
State University of New York Press. http://archive.org/details/godofdesiretales0000bent

Desai, D. (1975). Erotic Sculpture of India—A Socio—Cultural Study. Tata McGraw - Hill
Publishing Co. New Delhi.

Desai, D. D. (n.d.). Shalabhanjika: Woman-and-Tree in Art and Literature. Retrieved May 11,
2024, from

https://www.academia.edu/34913031/Shalabhanjika_ Woman_and Tree in_Art and Literatu
re

Devanacharya. (1991). Sangeeta Muktavali. Sarasvati Mahal Library.
https://dn790008.ca.archive.org/0/items/sangeetha-muktavali-of-devanacharya-series-no.-
322-thanjavur-sarasvati-mahal-
series/Sangeetha%20Muktavali%2001f%20Devanacharya%:20Series%20N0.%20322%20-
%?20Thanjavur%?20Sarasvati%20Mahal%20Series.pdf



41 Shodha Vijaya

Ghosh, S. (2021). Ragamala paintings—Varied images from the Deccan. International
Journal of Engineering, Management and Humanities Vol. 2, Issue 2.
https://www.academia.edu/50147680/Ragamala paintings varied images from the Deccan

Guy, J. (2020). ‘A ruler and his courtesans celebrating Vasantotsava: Courtly and divine love
in a Nayaka kalamkari’, The Metropolitan Museum of Art Symposia Sultans of the South Arts
of India’s Deccan Courts, 1323-1687 Edited by Navina Najat Haidar and Marika Sardar The
Metropolitan Museum of Art, New York, 2011: 162-75. (pp. 162-75.).

https://www.researchgate.net/publication/342247611 %?27A ruler and his courtesans_celeb
rating_Vasantotsava_courtly and divine love in_a Nayaka kalamkari%?27 The Metropolit

an_Museum_of Art Symposia Sultans of the South Arts of India%27s Deccan Courts
1323-1687#pf2

Jakubczak, M. (2017). The woman-and-tree motif in the ancient and contemporary India
(Vol. 19). International Association for Aesthetics.

J.L.Shastri. (1950). Siva Purana—English Translation—Part 1 of 4.
http://archive.org/details/SivaPuranal.L.ShastriPart1

Kale, M. R. (1967). The Ritu Samhara Of Kalidasa (2nd ed.). Motilal Banarasidas.
http://archive.org/details/TheRituSamharaOfKalidasaM.R.Kale

mAnasa-taraMgiNI. (2013, January 20). Some notes on the shaiva temple celebrations and an
excursus on the fishing, diving and hunting festivals of rudra. mAnasa-taraMgiNI.
https://manasataramgini.wordpress.com/2013/01/20/some-notes-on-the-shaiva-temple-
celebrations-and-an-excursus-on-the-fishing-diving-and-hunting-festivals-of-rudra/

Mani, V. (1975). Puranic encyclopaedia: A comprehensive dictionary with special reference
to the epic and Puranic literature. Delhi : Motilal Banarsidass.
http://archive.org/details/puranicencyclopa0Omaniuoft

Manorama, B. N. (2023). Devalaya Shilpagala Natyayamanate. Noopura Bhramari.

Manorama, B. N. (2023). The contemporaries of Ancient Uparupaka Tradition traced in
Coastal Karnataka's Yakshagana and Post Midieval Literature. In the journal on Uparupakas
in Indian Performing Arts (1st ed., p. 228). New Delhi : Bharatiya Vidya Bhavan.

Mitra, V. L. (1999). Yoga Vasistha Maharamayana (Vol. 4). Low Price Publications.
https://archive.org/details/yoga-vasishtha-maharamayana/mode/2up?view=theater

Nandikeshwara. (2016). Bharatarnava. The Thanjavur Maharaja Serfojis Sarasvati Mahal
Library Publications. http://archive.org/details/bharatarnava-of-nandikeshwara-series-no.-74-
thanjavur-sarasvati-mahal-series

Narayanan, S., & Mohan, S. (2016). Gita Govinda of Jayadeva. Ambika Aksharavali.

Raghavan, V. (1960). Nrtta Ratnavali of Jayasenapati. University Of Madras.
http://archive.org/details/nrttaratnavaliofjayasenapatiraghavanv.universityofmadras

Raghavan, V. (1978). Bhoja’s Syngara Prakasa.
https://dn790000.ca.archive.org/0/items/bhojassringaraprakasaraghavanv.1978/Bhoja's%20Sr
ingara%?20Prakasa%20%20Raghavan%20V.%201978.pdf

Raghavan, V. (1993). Sanskrit Drama—Its aesthetics and Production.



42 Shodha Vijaya

Ramachandra, Tulasi. (n.d.). @orid— @778, Kanaja website. Govt of Karnataka.

https://kanaja.karnataka.gov.in/%E0%B2%AA%E0%B2%A6%E0%B2%97%E0%B2%A4%
E0%B2%BF-
%E0%B2%AA%E0%B2%BE%E0%B2%A6%E0%B2%97%E0%B2%A4%E0%B2%BF/

S Krishnaswami Ayyangar. (1919). Sources of Vijayanagar History. University of Madras.
https://www.tamildigitallibrary.in/admin/assets/book/TVA BOK 0047958/TVA BOK 0047
958 Sources of Vijayanagar history 1919.pdf

Saletore, B. a. (1934). Social And Political Life In The Vijayanagara Empire Vol.ii.
http://archive.org/details/in.ernet.dli.2015.530019

Sathyanarayana, R. (1998). Nartananirnaya (Vol. 3). IGNCA & Motilal Banarsidass
Publishers Pvt. Ltd.

Setty, S. B. (2023, January 17). 4 forgotten link between Chinese Spring Festival and Vasanta
Ritu. https://satish.com.in/20230117/

Sharma, D. P. (1927). Shrimadvalmiki Ramayana (kishkindha Kand—V).
http://archive.org/details/in.ernet.dli.2015.345482

Shastri, K. panta. (2004). g7 T (Vol. 4). Achyuta grantamala karyalaya.
https://archive.org/details/ag-1 20210526 202105/AG-4 new/mode/2up?view=theater

Siddharta, S. (2009). Saraswatikantabharanam of Raja Bhoja (Vol. 3). IGNCA & Motilal
Banarsidass Publishers Pvt. Ltd.
https://dn790003.ca.archive.org/0/items/saraswatikanthibharanabhojaonpoeticsed.sundarisidd
harthavol3ignca 557 Z/Saraswati%20Kanthibharana%20Bhoja%200n%20Poetics%20Ed.%
20Sundari%20Siddhartha%20Vol%203%20IGNCA.pdf

Sriharsha. (1919). Ratnavali. S Ray & Co.,.
https://dn790006.ca.archive.org/0/items/in.ernet.dli.2015.514013/2015.514013.Ratnavali.pdf

Sudyka, L. (2019). Virapaksa-vasantotsava-campii of Ahobala or What Can Happen During
the Hunting Festival. XXI, 20.

The Satarudriya—Daily Invocations. (n.d.). Retrieved May 11, 2024, from
https://www.swami-krishnananda.org/invoc/in_sata.html

Venetia, A. (2010, April 17). The Ashoka. Sanskrit Literature.
https://venetiaansell.wordpress.com/2010/04/17/the-ashoka/

venkatvanaja. (2017). 22,23 ,24 ,25 SLOKAS OF AMARAKOSAM —.
https://vanajaweb.wordpress.com/2017/09/11/22-23-24-25-slokas-of-amarakosam/



43 Shodha Vijaya

Acknowledgment

| wish to express my profound gratitude to Dr. Manorama B N, Principal Investigator, Noopura
Bhramari, IKS Center, for the insightful suggestions, editing and pointers in completing this
paper. | will always be appreciative of her help in this respect. | sincerely thank Dr. Dwaritha
Viswanatha and Dr. Shalini P Vittal for being ever supportive, St Vishnuprasad N for his help
during the field study and Sri Vishwanath S, for providing some of the pictures for this paper.
My heartfelt thanks to Smt. Nagaranjitha, for her invaluable assistance in editing and

proofreading.

Author’s Details

Smt. AR ROHINI

Smt. Rohini A R received her early training in
Bharatanatyam under the illustrious Guru — Dr
Hema Govindrajan and later continued her training
in the disciplines of Shastra and Abhinaya under
the eminent Guru Karnataka Kalashree, Shantala
Awardee, Guru B Bhanumati and is currently
guided by Guru Smt Sheela Chandrashekar. She
graduated from Annamalai University in
Chidambaram with a Master of Fine Arts in

Bharatanatyam. She has been receiving training

'ﬂi‘ll‘ | from Guru Vidushi H Geetha, asher senior
disciple in Carnatic us‘ic ahd from Vid. N Narayana Swamy in nattuvangam. She has
performed on numerous national and international stages and teaches Bharatanatyam to young
students at her dance school ‘Kala Surabhi’. She has served for a brief term as a guest faculty
at Christ University’s MA (Dance) department. She has completed her internship programs on
Indian architecture, sculpture and dance literature — ‘Nrtya Silpa Yatre — 1’ and “Sastra Ranga .
Currently, she is pursuing her fellowship at Noopura Bhramari — IKS Centre on temple
sculptures — ‘Nytya Silpa Yatre — 2’ under the guidance of highly esteemed scholar Dr.

Manorama B N, Principal Investigator, Noopura Bhramari.



44 Shodha Vijaya

SOFOIVNCS FOT TITHTING MF SN
VRN, TITUEE TRTIND

- W Tdyo x:‘%mceosm, LongRI.

TRcdd

w\)azﬁw TOT  TSONPRNONY FOTTOWT FHITRR)Y, BITRTINWD  RILONTWNGFH) )

BN BB/, WIRBNIFZ L. FTBTDH B3, m@ssmizﬁ TOIoE3Ne BTONTI, BTTRTINSTIOTC

ENCRIETS.
b Q

TTedh QUSRS AT UF ¥ | 90T THIhRY areft yga+ 3

ST AT R AreTeTeTuT | (18-2.3)

TB CHT JFOONY ©OTT- Jweds, JJTLd, WOT, masoﬁ.raeﬁ, 7080, RNWIOT, WY, TJIT, BN,
HITOTT DO TRVREFEDTH/I), [PR, B[ROT ALAYTWON W[, DTOATYS.

B3 T TRTINY DDOTOZF TNCFOWOT DT WY TIOOBI), SHTINGY AT =0,
TRONSOTD BONBTLTITD (Y0sPTRR, 1980, 61). Toeid, ©O3, mso:"xram, RRB/TT, BR B
ST NTY déw VPTD WITR FTPRT TINYH. VY QHETIVT  TOONTITY, TowDD VT
BemT %cﬁmﬂabol TOCRWTITR. LD, R, TT/IINK AVPIRTT ReTIIZ, BEIQRTS. AR
TBFTEoBOw TRTWIIE FETFIOND. WOWT Tt NI VWS TeOT TRTIND T TWINTI, 3B
TOORF TS ﬁ@ﬁﬁ@?&b@l EEDCIal) MO&)%& TBSD DB WTT FeOZ TRTIND BZPRT
TOTOBT ReBITR), BT FION BROOIVIT. TFORBY T WOIRYTVTOW. YWBOOT FeOIT0T
SRTITFTONYY  TPOTWT 80T BOTP) QOWTW. GPICI®N  TOF, B D) TWFT DY



45 Shodha Vijaya

SRTTTTOTNGYONRD  TOWWTOZT. SeNTR, BITRTINGY SowBNYe ézs%ﬁd%, NPT TFoOT
SRTIND TR B0J0NY WTCNOL!. Toe) 030D ToODNTDL!, WFed TpCWT TJTHTND2, 0T
OTFTFEME3, 0T @wﬁ@mﬂo“ W) VT BOPNTR,’ BRODTVET TOTRLIFWOT ToETF WIONLD
L. TJTE, méoiram, O B TBADNAR m&@edoaﬁmj@émﬂ% T000 ©FR Seow
DTYBY. W[, WNVOTI WOT VFET TAND WZVIOX, WRWROD TRTITFTONTRY, WINTT. YOI
T0L3BETTY, VTP, [T BRIV,

3D DIy 33w

WOWET  Toxnd  TOORTT  JOWOFTEII  (1163-1203) ©[PITT  [ITORD RO
MLITFTOWTLE ST DPT, 0030 THTINTI), T VQICONTONTS. TOROW  [ITHR
TOWT DT TFOD D0W  ATW  DLRNNTIR, WINY. TINTR, NSNS 233 ©3,08 éags
ROLONY SRTINT), WTTB FFgoezae 0. FBO WLTVIT VFRTYE FL0T FIFTRT 202
SRTFTFODTW, JTBIFALD YIPBOBOD THTARY  FENTTFEI” D02 TRTTRZ, WIOTY
BIooK. ST/ JITNYIY, FOR T[RWH 3G 9V¢ ST 20 BT QIO LT T
TBTHRTIBY ARWACONT. AT, VATV 00 FFTox WIT TOBT, POFLTODFI FF w0’
BB TOIITANW  WTFRCTOPT D0 RIAGI, TWATRT. Tomen 00T OB WFes
JDLITTOOON B[ITOBT WRFTEICONTONTVS.

I QedeemE, @edmz{;p@, DT, HETIV0Z — 0LTN TOONTT msaémﬁ SRS TTOOTBOIND,
B OMTRY WB/TZ, T TEo, FF, VVERY, TT Q0W zjezsmﬂaiaa1 BB, dRIN VB[P YR, m;ém,
VFT D0V PINTI), MO, 48 TFTNTDTY, TRBUBD. (W BT, 3, 38).

2 37y AT ST TAEAT ATIROT SHIfd |

ARHAATIIOITATT JUHEHAIFAT 1| (FT1. & JAgIRTSE:, UE Lelleh)
T0NBOIN 3371 AZ0 msamfm moﬁoﬁﬁoé &ao@daae%? @mﬂm ‘;/%e @?\SNG ENEA] ‘?qmdseme QOTD
&mmw&am Neom QOTT, wéwéodym T0TWE. 3 wf@d&%@@fﬁae ef)mi 5omd z%eeémﬁm ﬁﬁ)?% mm
mm wmro @om FRTL e @mﬁsaﬁa TRTIVTR. mm ENEEN] @em QLENNYY TTe Qevo, @@em
@em@em @ocﬁa BT QgPN. WFTY, wéoja DT ﬁea’ndm eﬁdm ﬁe% 68% NOW RTE WLRNNH
ad wd%(’OﬁDm@OﬁD@ e, sm N0W  GRNN. aﬁem @omm m:%raom TFT. YTYTW  ToOWBOD
miab ﬁmé’bm w@e&aﬁérﬁ f&@@ RO aﬁecﬁﬁ%om N(’O:Dd %odoros-—wa’n BH0R YT,
mam abéo Clataep! @o&) zﬁecsmis @m@m QN0 LPeTBNLR @d ‘?SOC%GWFE@CS w?ﬁd ARY aﬁedmfa‘n
wdgp @502)3,% ﬂe@maj 3eeod 380 wf@dd TOOWFONTD e:srb@_pd

35m@§®eédmd TROWOT JIRWNTY 0T @OBNYW IOWWIITH. @y Wew, WO, TTos, TFOC =T
BOO3F .

! TO00FT TONFHBROWOT INITY 0D RINVNIH. BF) - BTOP, 0N, T o, IoDT]R TH)
GORIATN

® T OFETFEIND DI 0D OTHNL F0ewoN Fe0TT, TAATQY BN, TSI, N, YBVIIF
NTFOZE DOTD VT BORNGRMOIT.



46 Shodha Vijaya

wgpoum WORTD BT TRJBINAYD HeNI:
> 3TOTOZEICON DO méo&raeﬁ
da%esé”eads'a D0 éammeﬁ

ADNTRTI D0 FeTFT

TRRETWBOT 0L LD

>

>

> STHTTT Q0 R
>

> TORBREE 200 TTIT

BIToRT T ST CHTINTI), BHTY 0N 0BT S0, WIRE — YTWT B[SOWOT 1918TY
TEIFOIND. &¢ BRNT . B. TOOS® WBW B3 TRATIXWRI), BOTWOR, VT TOWORNBI),
WO, BW3 HW@OMWR B3 CRJINY Wi 03PRPTE  ARCTPBTD  DFeRTD  SedI 9P

TOIREMND BOBWODY.

e.-méosmd eswzdss Dy emcgw

HBB[ONL VTN NI, POV IITORT TRTIND, WYNT IPIBWIIQWST DIeHS, FOOIW
TEYTOT TYTAIOD WOTNW, WTHTN WHATVT [OF-TTINE BIDIYT, WOOTTINY TS, &3S
TRRGNY B0 NRDT TOA H OPORTR) TEOT. DUTPARLIT HOTY  TEINROT
TENDDIFE 85 CRTINTI, TTOT OFRT TAOWOT Spermon o3z FRFTIFTI0
BN SITERMVIT D0 FTOTLD B WTOOT ST TOMGBHWOD BT . IPOTRONTCROET,
WTOTE, TOIRNT WFIT-LRRI, OPNY WOIY WIPE, S[ITIRT CHTJINY mcpsmsmmol
©WOINT WTFETFP AT, BWOOTRN BITo%T WI0TTRY TWINROT® AJ R, CRTING VPN,
To0 BRTD TR AMIT D0 TTROT 35 WITEERODI), FRAYTONT.

VF RTINS DIy G

JZTORT WRFRE 0L LRI VTFTIBTONTR, R ‘5@3??%05303:03’0330& TR0 TRIJTR)
©OT oW THITNT. ©TT wIACER WIOPTNY. YWPTOZ  OFFANT  IITorT B
CRTINTI, B9, 2 DFeXBORNT.  FTRITYNE D3R ©WOSNTR, VPTIBLTEE BIeIoN
m@sémgd T RON0T T0&CDTONT. @a‘m% BITORT FOOT @5oéd§ SOMEIRNOD DWTNTR,
DIRT wBnopEnven- sdon dw%é %e0T DITOFTNOD ARSI THE 0TI, (1384 TOTPT,
3%), 128¢ IBTRPITY m&m?—mmmﬁcﬁ TRe3NY SBTATY ﬁe@%%ﬁ@mcﬁ &?da‘)maﬁ%d
TORWOT, Y THERIOTTY TWATH eNBROTD @@omdm‘iﬁ NO%T LTI EOTIH, FOFPOD
@39@&3233571@97% @z,séosm SRR NGeDIONT. SR/ONT TOMGRNOD TOSREANYR 83 ROTRLD



47 Shodha vijaya

FRFPRTTONTITOR TONESR, DTIFT TRTT OFRNTYOT FFTF0E wogedndggle MDY
QY VERLRNT. TRTING FPOTTRIY, NENVVTOS  TRTTw0N  TO) 0T, B, PONSE,
TTOLTE BPTLRT 3T BETOR TFRD STT &I GeDFp Xe0T. YRNTRODN 30y
pfeloNoldnti 33n¥38R, Q30D WITROFRATHN Toneda VTN IBROINT)Y; & ﬁéé 5230030

WOTIE YUTRTONT FOF, B FLIT VSTAY) T|0DWTT),

BTOTRECOD — méo&racri

OB L9NLIVT:
8

RN fafaet: e eI |

awu’]wgm«&dﬂa@mww a9 || (Foe3zeR 18, 90)
=2

TP TODIIW, Tone FOTe AT, TROOT, woTE OITY [EOINT  FUBNIE
LYRROT, VT TNTTOINYIVE EDWRTPODHVE THTTIW. DTJEHVONFIYT, LWOTE YOTRTII,
QeTTAQTT! SRTIT TFT wR0deen. oINT, VOINT, Y03, TONF, QY ATTY TERTT.
TOVIRTTON  FOWTT! T3S W,O3RENMNT  TBATINT-  FIOWODNROD, JTFAT AW,
QPO PETVNWON, @zﬁozzzﬁédw, TORINROR.  FPOI ‘mzjémmgo&@eﬁ’wm% VYT, ITI0ST
BITOBRT  STOTOWIF OV, TN UVT FOTIIC ST TTYBICII  TOPFTVTOTRY' D0OW
TR,OIREMETY, BRNDTON SRCTBUTIT.

QTTRODT “MERF TTE NTRFS3 VAL ANF FOMRFHAE TOIREARE TIOWFTF D" DO
PRTTEOTY DIF, ORI, méo&raerizi 38393, ag ésgaﬂ R[Svovolal ofmc;pmrb@@g, )
QY ToeNECNE ADVPDY N0 AROD B8 ©BEOLIVTION  NTTOBE . ﬁ@@@%& 3§oé mgcj
SO/, VBN TOBSF TNTORYTIY, NI TO.

T & wrereiy rafezmraar A umm 21gar = Y yad el Td TF Idd| soo5ss
QETTOT TOTLD WD TOONF T STOLTOT &90ee 330 FOTII, AIOMENCDI M W] mqjécjeg QTRD

WOVIVTOW  FI/FOOT  den POTZ, WODITS.  ©TPoomse QY WD, TSW|NOD
TOR20RTBATWRONE AWF T BOHONOT B3 TRIZID) %.raérira%iggd. TITRTING ﬁé& RO Tot3T,

' QeTRRBOTT LiRrinton 3RRT Tk, 3, BT SAND mmes,

2 ZoQne Q=TH:
o INDFOPODY FTOLPN BIR, LW SRTEINTOZT. TORT 3T, TOONFB/I, STORRTV.
*  TIXND BOHONY FFOIW VIR, BY BFOITT. TONTIH FORFTOFIN 0D, [RWTV.
*  NPFRORONY FoONF PO sémmw RRWS 3RCDST.

*  OTWIF FORODY FFHOI TR, VROTW/IW, TPONTH AT, B[AT, VERCPIONLOT FY
BWEDD AT, VY POTWR JYTIMHITT.



48 Shodha vijaya

TFOee, LT I TITCHTR — B8 T TTONFYONE 0T BTFND 3T VT FOPNL QT3S

RO PYTTFTY RGO,

BPORT: FHOD SOONY, BRFIW AT TETIow FeBTIRODN TR, FVTRT TS ITT
BIN QoD AP, DOWITHN TeDTYT. 33 3QTY TLPOOTT, VTOF VOTITNTTBIR, THODT.
"TORTETI WFTOT I DTF FTWRY WoW3B” D0 BTIE, THRIT ITeFITOZ T ITRY
TRBL WORTLS. VYWITT HRWOT TTUFRANS IIt IVAT TWOBHQOI ©FT 0T
WTOFTITLOT VWFI PDROINTYS. BFIY T Zoes, SAReZ[P, TOLD [NOTOT WTTONT WO
3D, DBHT DBWRINGY WTTT. 3 Pne O8I SATIB. AT[AVBRIRT VWFID
IVPINGI LY T3, WOORLOT BRS FORT.

R, BRSR FOOIPN FITHFO [ FOBETT DOW YTV L3RI FOTLY FOOINGTLD TVIWERTY
DOT T[TV, WRIF I S90DNTIONe WTIZ, “T08” (S0T) PO FOLRLPRTYT. QOB
NI DIRTFBIOD, I, IRITRTIZ, 30O DTBEITIDY, BTIHILD BRWWTVS. ©ITY
20T THTONCR AEE VWITIDI, TPBLD, WRWFI RN LPOBJOIRENBI, [BPBGVIT
9BRY), $T9BROT TR TFRwBSeedRe HOW SeoWEAWTT.

S TOOTR [eTSe BeET LBONAOT ERQOWHETH WRFIH ot FROTIOT TeRTI.
BORETHW T 71ee[IPOINT D0  3TOBT  BOLPRFTCNOT  WIT  WTEONe BOOBID,
FROOHTIOTD VTN WTT. WRFIT e BROTVOTD TeP, 8 3008T LBOND RO TR
QWY BIPOFB/I), SWNT/I QO WBJTEYS BRWIVI. B, FeVT $T3T BeRTYTOT BT
20T DYORRL FeDTOZ TPFIHOR, ANSTY (SIFWE, T03¢) TOF FTTUR [TPTVWTYS. ABOOT
TOTH TRRIOD FdeS TN SHOTTNT 0T LIS,

300 WIFITW, WTAOT BROTWRWT, VIFITP FTIIIN, ‘AT TS HB/IJe” DO
FROFTY. LRFID DTICIRN 30030 AIID, SOIL AT TTR, dBIe VITHLR TRT
HOATYS. BOS HewS 00T WFITW, CGE BN, ©IW, “IIX N BOIFTRTT
BT QOEFTION BRGOFTIOMIT” IV FYS. “ATFS: TIF WY, NOF:” D0 $THIIW,
23,000893. (85 "Wy, NMOF D0 TERROR  TTHFTWOZ D0 [ITOX WTT 400 TRTITOR
TUENTT). BTWIR VBT FoeS LPOTOIRNBI), IRV,

O BOD, TS TNTT, 2.O0NQY ©FoDT DIIT), FRTFRTTOD ARFENA THOIREFFIT
BeROOT WWTVI. WOMTHY, ‘e WCIRFFIIC VY “DOW  WRWFIZ TEDTYI.  2OWD

* NWTIOHE WP IVFTE  FOPONY  HOTW  TTOTNDWONT THONFIBYTE  DTBNDTON
[RNOINITT T TOPTI WO T TOORNFPOBJI), TEONVTY.



49 Shodha vijaya

0eS0N0T WTR FOOROW AT WRREFPI HexE0 IV WITOD JWIFIY, FepROTI.
YT, TOR WWFSH TRENTGTIFe e ITOTVTTR, TN LROTEY,  TRW” D0
TOPOTYNWIY QERTVE. FOVETH, TTRFY T %@pdeaﬁd TOLTOREBONOT ofngpzj BFooo30
$P0INTT. 2UR TeIINW DI, DOAINWD  FTIVW), JIRCHENTT. 2 T[T, SRC0FT,
OINTT FHODI, BeFTINWRTIH, NBARLTBOW.

330 BT TSOWOT TFR) WL, WFIIN VI IRITRTH) SYOINTT. 3T FLORYRTNT
VRFIIN 20T BRLSFBRTIN @m@@ JOTTIOTW  THRTT.  TODT I AW
ROTTFFRONT, FO” DO WRFID FeTed, “83 TTOWHOW IT, FOLTT/R), BOTTI,N BIRRE”
(TPRNY FOTOTHOT PRIITTY, B W ) D0wTON BT FedhT. 30203 TY, “¢
OOND, T BYD, TAND eﬁaio@écyozﬁo:iaabol ORYD, JBRET N0 WOTTOTR) BOFTN
émgés@ %@Cpﬁ@” QOTR STOAR mmg 33 QYODIMIT.

DFeTR: DTOLRTTRY  WRIFIZROOR BB 098 JIRTY 3T WOT IF  AZTR,
ZRTN0I TF, 3TOTOLIE VOO DO TVTFTVTLOT 83 TRIODD, RILOPARYATS. WO0Z0E
emm%ewémd DTRLRTT DB, NYTC TTTPIT  FTITOWF VO mm@w@od GSARIAEINDIN
WBPY, [ITRWD  NETTREOTE  BeYTPRADE T TURBOD, W08RNE  IRTIRORTI.
2QONR TR TN JHS. 20T OITY ITWOINT TS BT TAWZ TOBITOT WRIFIIC
Splov

RTDOID 8¢ DOW ©F OB TOWHOT FWWONVTR, [RHRTT, WIPE, TITHHED II, T0H JBIY
©0WIODZ, ROA &BI  WOFONOD RRWIONI), BRWHI. m@ﬁ%a’n RRZHITII, méeé;d,
ROTT aﬁaée%daﬁ ROWOPTLTR, WTI HF H0W FOBRRWTVS.  AYONR®  BNTWWOTVTT
BOSRENDT. VOIRENT =0, TF DT D0 ARWSOWT.

am‘&om plelA) waﬁéwg ‘ORI BRSVOINT D) 553&53% zﬁix@’ ROLNTON  SOONTT  BRBIONT.
TOORTIHTERRT 3 BRETTIFFEBI STe3T 30ed, [TTTORS T% CHTIT TROSCIPNT 0T
SORTY, T QCCTRT JREINTI, TewTS. TonD, FROD WY IWT W3, TRITPOOTITY
VRFII0W WOTH VOTT ORT TRBEF TpeN, ©Y NOIT STIW), DVJI 202 IHOD
TOBCHTT, BRI, TWTIIODT, FONHIE. TAIFT PP, WHTIT FRH IONT 03T
TRING TReTNT. STO0T FEATRZ 20 TFRT JFs APT.

RETVTNQT  DETRETIBOOT  BRRIVFT, WDOIRCFHIT  TOTBIR, FOW IPONY WO DR

=

BOIPNB/I), BOT B[ITOBT FOFORD TJORAEOR.

b



50 Shodha vijaya

daeétéesdsa - BTN
VB LNRT:  DTINITTIY, SJEWA, OFeoD  TTROOT 03T N BHO3D  TNOTRB/BOINET
SRIIE TFTT  SITOWN. QTIY emz;pé TDTOROT), gamgmma JTAT drae*wé)dagd.
méoﬁfaeﬁdoé QETTIRY, ma;mcsom@m, WeTYT  TRWRT - Qe mwmwm{l
WHRPROBTVT T3 CRTTT TFoTsy) W, WOT TNOTITIYNE ©WOBNYIR, TRODT OT PTIT

O3B, BAUES. CYRBHT. T U YR THAEE I T: T2, 2053, R ERRTTN
DY WO v, WD) §0H VTBOIRE VT HTTN DOW IRJRATYS (18, 78-83)
TITESe TTBRIT WUTTEOTY, HTOTNE OFEOT, et TBOFOIGONT.

SET: Tetergr R g | THRIgHqIg! a1 @aradfd gaar ||2,25

e gauH Ffdyr: 9flage:| TieR-4e- 3Us: UTar gIeaMaa:

QBTY QeR, VOINFOL TRTING WOBT), VRO, DTTOT WFTD TTWIT TVONIIIR,FRROT,
2,083 BOTNTT .00 DIT FOIPILVTIR),, I VOINYTZT ToL), DIT TORNFNRTR, PR,
@%cgp 90 @@%@p REEDACIVIY TR, WOING mcﬁé JRPD THODN F0WOTRTOHoW VBNTZ,
RRIBTIW. WORNTY  SPATOTOZ, YOG TPONTH ITEo FOWD, WXeIRB! TwTEd, NGE
W, AW RPN AWPNY. B ©TRRY WOING FOBOH FFF T[T, Ty, OINY
3OIPTRTAPTOB T0TE0, WELTTLTY ToLY, WO,

83 CRWT TTOTTY TDONTI ToCNIONZ, WTHTED [IVRT FoT, FOT YVOLRMITT. A0, T
UET BOBOOT (WOFS) THODIH TSTONIZR0OR HRYS, VOBOMWETVI. BY 12 0630
TOOLBOCLID. WA, TOTT SATYE DL, BFF UGS VTR, VFT OHFT. BESTOOLII)
MTYTHN  QQBE  TCREFON  ICTFHOR  IOBPTT D0 JONIDTWOZ W[/ TOORT

TIRWTICN. TETIVONTIN TOT DQRRTONOT 5&@@571% QTLTIT.

BN | SRTOIOL RNGY STROW ToEECNTY, BOFL ATTNTE 20T 9T, IRCTRROT
WERTW WOTIR-FHOD, et TPV, WV wTY TDIRYWD TESWORTTITOE, FBIT
DT FoPNFoZ A, N NLTTTOZ FVETT’ HOTERHNT ¥IT 29 ITHTVT. VIRTL
BT FTRY OB, FeFLD, FFWD OIH TBeDPNY. TELFOD ©egTOT  ToZOIW  THIW,
TEARET . BEeTOOOD “T3ess FF” DOW FOLIREPATT, THEOI "FHI ANFE Bocwon WIIW,
3Bes TH Q0T FOOWD' Q0T TeYwS. THSL IR GRTOOT I, DBLOT  TIT
TORPHOTHRY, @oTS Becg vFme WR) deIFomd TIIT AW, Lot VT CINGE
AT TIOTYT OO $POINTT. ¥PT IO WFN AOTTHOND - "BoOT: B Tow: 2T .
3T T D3¢ BTO0Y" (TOANE 353%%%@556@..@%068 OTT. DD TIe BEWPOY?) DB



51 Shodha vijaya

"BNDNTT DR mésdraeé @o&@eum%@pass‘f" (FNNT DFOTHE FTONFT WIPOZOND, SPRIT)
BROTHT OINTY FWON T, DT WPOF VOTITNE, 0WRCOIVINTD FENTH.

20P0B[TI0w  FeIFD, TP SPTROT  WIDIT TTTD, BROMTVY. WBTY  LeNTIZTI-
"FED TILIODTY, WO, WP WOBTI, WODATOZ" HOW. FTEIe TIBQY  THIW,
UBTYS  [PR, (17 3Qe3) UITIN, ZPW[WIN  SYWITI.  ATE GOITION  WOTHT
HWTOTZ), FAYD B3 BPR, TGTOR TRTWODPONI), BRAYNTL TedTI. ©n FFI
Fode OINTE BRETDITOW  TeFLD, WOTHTW, Wﬁﬁm?mﬁ’iﬁﬁ Tefe & 3l
T | o Serofaiidea ot 7 drsrwe Hi [|26]] - ‘35 obaa ded smanem,
VYTPNTFTL IIX wsde. e 3B STTN Beerededd. T TeaTonE BRERIFI”
ADES. 9 VBOWT VIR, BT WIIOLT, (26 ZRET). TR0 TIRTONT BOC
BRITORT THRHET" " SWTOT), TWORIAOTT WOTHDI T BHY NV, TRTO
DRTOZ FOENTVT" DO WLORTYT. PPWORR WVTF WOOTT W) FETWOOFTT FORRIAI.
HTBIe ©oIRY  DFOFTNB.! FOZ B WP, TWIIFAY F[RTVEBV  L0NO[T WD DETITWD
WOTIT ajﬁaﬁ%é 8000, B0TBRIICNY @o@smd%& TRETVRTNC BT z%efbmz%é&
TRETVRTRC 0T O3eeWBATON,  WOTITIN @o@aﬂabd% TREMeSCEOTD TS,  DOIC
3Re30Y DT DB FPONFTIT TI0Z VW WOTHD QI DT [SRWEHTD’ DO
NTOTRN, WHTDH BINBRIFBI, S9RT TORITRY, ICIL TewhITS. ST WOTITD  F,
NBEN0T  ‘wHITINT AT NBITINR 3T, BpITOZ  IWOIWTOZ B[RS’ DT
WHBW, WOTIRT  VTTOYH) TIE MTIGO0T  deess  Degodgode  IEoDLIEFO
TRHF AT, @CS§ WOTIZD, ‘o&ad@% méeéa”%d TTOON 23eTW, BTWT TP L3eB. @CS%& BHD

—

(e}

Qge Q0. T 0INTF TRILET’ Q0 TeNTYY. BH0QY  [ROTeI  TemsoNTR O
SOeIFOMTVB.?  ‘PFTodTRIBEE THS  W[OIPOIT’ D0 APOWR, VY DY
BREVOTONTT FPONFOOT BRI’ 0L WOTORT HeYTOIROOR ©OBF) TONOIVFYTR.

BRTIOD ©OTTY BLNRF D0V FOTOAI W) ATJILD D02 TFEICH DD T, ROTT
SHOINTT. ©TTY TeroETH B[R NILIOD DNJIN FHFI P SPRFLFOW AL
QJCWATOT BB IYOINTT. AP WYLIOH TWT, TWIITY  [PIIRTVY. AL RO BTY

SeT@TY.  DHEBID [T WITLTI, LA, T W AT M Al com Sdrves

(DQONR 8gON N ADRDY). g U 3T Hige T BT (EoTIYTT 22080 eds

1&)@0&3— ST JRET BHIOTWR, BOZTwON ARWAT IO, a9 P DB deed TRINITBELO AeO
WWRYTOOT 0T, DFOPT DOW FTOROIIT.
? ZRRONT RTR0BWRE TFOE 20 WFEBF S0P L3¢,



52 Shodha vijaya

ST BOTOD 2eS00N JNVWIT) DO FeRTWTY. SN AWHOIV ARTNODR & TOKK
ORY  OONBEOTI), TPWTYIOW  BIRITY, ©VIY  IIPHITZOD  THI  8TPROON
TREBNBOTI, VPRRTVE.

QZTHE, WTRION TR QY TOBRIND SRAFBY BRHETLD GOTONROD §e330N WOHOT
VTTZ), 8 WDEHFODT IRV, AP, ¥ TEMWMTI KRG TTOTIONT), IRCTWBW. Lol &
TONTFONT BReRITED, SeFHI FoDY T30 W8Ty VeI, STODT), & JPCTLL T3

TOLDTOY.
-0

BOO0T BITY, ToxTAY WG FRRYMT FFIT, [k, Ton PeFFTH FFIW, DY T

wUfE 3N 3 2MNAE a9 | SRR R0 gadT 80T ||- “20% SnE 205 F0DF,
RO eV, DOT B[ORNA.. do%eom 5@@—-’%55534 eﬁw@gf%, do%eséo:bmol 3501 ZTOOT mo&a%@bﬁ " Q0T
DTS, (2,10)

TORINYR), BRNAWE FOHIN ATHTEATEAOTET: " 20 Rede 133, NHOED B "WWI" 20w

TTR) LeBROTD  WOTT Fewm© ) BWRTTEoOND (cjaz?s&séo:bzdael éfaod\rao:’méwomﬁ@) QOTR

SSTTOY. ﬁqrsm\hgqu SEIEOK (DT, DIRTFY IPOZOMOTT) Q0 TITRTVE. T

-0

2l

O\NewW] :bm&c)pﬁ T3eIONT, BOTREIOD  TFeTWOONE FTBHONLD FRWS WIIT. YN
VTZe I3, WOBREIT Q0T 9T, FAFBI), Fed wPodhe YOI, TREABIOW
POORTYY. A FOoDe, NFOWT, =0T TELBOID VOTT T BOODE ST 0T
RLOHOIN FOZRCHTETVY. ‘TR DIRCTHTHIERM' 20T BTWTYY. YOTT IRIONY HYTR
QT PRZTT.

THYNe WOTTY TFBIN FTHOILONT TFedR, FHIOW TFLION WTBTEOONT, VI BYOT
BRTLTT” DO SPRWTI. Y YTVZTOBIY, TOREFTON IPOINTJOZ BYFWETVT, BRTBWSRNG.

‘SO ARNTO® daz%eoda TERHOT Seaimeégéab’ aom%m@%\id@, Shl ﬂe@éﬁdmémd

WOTOTIZY, IRBTYS. FTHI TIW QQTR IO ) TN, &om@#@%d@o"'a'aﬁéﬁ?

96D
T RO T " (20000hR00 $RCBOLS ©[H chHIOTSe JRBLL0T) 20T TIIo0R
NTOMTYS. LRTBRTDIT T DT  SNTWOT. WOTHRI Bned BT Iezes. =TI
TNTTOTTNOT, ‘DITOZ JENOT), BATZLOD’ 0T BF[IY, e F[RWTVT, TLATHOTL ORI,
39 EI Toged, R0l RIFRTROON VYR WTIFTT. FeTOC I0D JW, Fev T
AQBEY- QoW m@sﬁsofm TeDTVS. 3@%53 SVTOOTZ), TOWBLD TRCTON BOIN WOTITD
SRR, VDBOWTS. THIS IeSNII LY WWTTOF, [RWTY, HWTPOZ  “AOTEIOD  TOLTY,
B By, 83, BeAOD A3 oW 0ING, BRDPYOY’ HFI. FFD T BRAT F00HOw



53 Shodha vijaya

ORTR. THD DY BTN WITT, FCNHTFIRE D0 POROOT TWBIIN STV
SR TR, FN[IEIOD WPQLITVI. STT, SWIPOW FFY, WU IWNEN0T FHS Togede
TTRT 20T 3T, ROTRNZTT’ ebmo{egﬁ. RTTL [RTD dNTROTH mwécscg oL 5@%50&3
2QONR Y. VNI PO FVTITTNT.

SPTVO W) TFOIW BAOE DWOENT, TOIRENR STVINOT LPNTT), BOIRNTYT. ST
TED NDTBIFe FTOWTS. NNFD WTOYT), TRPRITTYS. FHI ©TOLTRY, BOTTTN
TRRIBIC Q0T WOTHIZ  TIATON, WIEDD  WIOYITZ), FHID AOWAY, DFOTI,

RIS TR B (cngag feym@os am BEs omod) 0@ RS, §
IMHIAITNTE FAR 20003, aute WIS 303003 §e9503 ©RTIOWRTT

BeTBIY (30D %0%) FFD DY, B, SHTOOTR, 3STocd, THIHN HFHUTYIT =t~y o

O (a

= HHe: | A guiagRftel At ot wa]|(24) aomh Bew 3t IFIoDTTIEAR [ IFH

o

ST 20T 9FTF. T HEURHIITAAT HAUREHAT T T AU ST (30603733
TemH0T SReRE 03000 Fv0ZN AT, YT WFYFIY) 0T FNQOID Tew, LeTTIHOT
3305w @ssaeg FIRTROOT zﬁamo%ﬁm& RRWRDTVS. B TOIDETTON BT30S,

o

3038 wOTH™D ec " I ST NN dwEETE: " aom Sew BB, BRANDLTVE,

o

:’om@@oﬁm 3RT ITVFOILD, FT[ QTR SN D& DO BROTITTVT. HFOTLDXTION
BRI BRLSCNDTATTY IR, HQTUR OB, WOFRTS.  FEIR  PITITY
TONTITORINT.

DFeRF: TRT CATIT TPOHODNY TRT/EEOD W} T[EOFIVZT TRFFS AR, ‘WINPT IR
SNBReNRYY, FIDT $30TTY BYeITT, DIFI JOMOT LOINVOT HRIBNTBONT), BHBOHTIS
TOREEOD  JBETTFONOID  AWARYONRL  YSBTT FOBZ, VBD”  QOTD  3HCTOFTT
DONTTRODN BLOID TRTIVTY, STOPWITVI. VY N, TI-[NT, 0T/ TINOTIT  TvesE
BOWORAT TWOLPANY W AW, =[V0DT BQYFTY “VFY, WIT TVHODT AT, TTORBII),
TReIBOTY 0T FRFBI e 595IR IQAT, STT WD FYT WRTIN TOLWAR. &l BINTNY
RO, TBRODT, ©F OB DWBRFOD F[RWNAPOT FRFTTOT BNTOOID IR, TIFD”
DOW TFFS VT, AQ 5&3%&66@0&@ BRITTT m@%mgmd FORBTOOOIIT %@ag, RIVINLOT
BOTHOCNTR, TRIRRVAT WEELITRTEIT ©F ¢ — 0w TADH! W) [INWIO0TTT WHE AT.
“POORTBY  WIAWON BIZENY, WOTRLTONT FIONTY, WBWI, BITORT HTITNBI),

OPTONFL3FOTD Yo DTFHITO @%&%@3@”, QO BHRTFOTZ 9RTVE.  ©ROY m@aﬁ%m,



54 Shodha vijaya

“OTODRNOONY BT Teay BOTOD eS0W0T IYYUWT 1OW BOIAAN DY WeHTTIAIRE D0
THTTIOWOT WOTR $TTRB0 TONT FPNTY WONTIZ” 20T TehTSs. Teriode “wd
200) WITIONIGOT 655 fadra&zggsm& JESATJR” DO TRINTTOER, THOR &1@@350535301 Qed,
RRWTON TF IBONT 3PN Tons e SMHTT Q0T TUREWIT TNRHVT 3RCORTYS.
BRI UIRTH SWTPO W) TFLIONT WHOD TAIRT Wi ZACTAROBTI 0T e
TADTZONT), TONTOTVS.

SETDHATIT BT FOTTY, h3gde TTroT TFHOIW el DeSODYT. THILFORD LRTEOTE, S
TET FYATYY. V[IYR, UTTOZL ToDe YVIWONTZ, SYERTYY. WOTO, NWo, ROTRF D
BROTHTIW PTWOT, ARCIIT e B[P I, Co g STWTVS. 9 ORI, FHFD 30T
O3FTY AR, FONTLY ATTHTVS. ©7t W80 VIT TTRIRCN IT, VT TEPFON),
BTy, NIONT), DTTITWN SRR ¥IT  V[B[RIVOTEE IZOZ  [PETYT.  FOFTHF O
TR BB Q0T VBT,

VUBIE VWP, TITVRD TRTTY, TOTSFATT 003030 ARNTINT. TIWB WBL 83, W AFYT
3EI ongde NebP, RLNQOD TIF AR, TF WY WY, SWTOT SHING, NRII
BRI, GRIN FUE0VCTION FFHS 330 — O T9E3seoDTINT. HsTOTNT FOR FRFww
BPOTTHON TRRATVT TIIToHW BTY WA RACRR AenmNS. 9I3Q" H0e0ung HATIA
R0V TOIREA,  WOTOHTT  TVONF DT WK FWIT  WIAW, ARWNT  JLROOTT-
WVHIFOOTIOND YBLY AeD LINOR BOTIZY, DRI, HNT FOTOR VYT TVTVTDD WFIL
eSWTOTT  WOTWIE THONOZ JOMoT, QeT, TTED, @@?}3, ToF, TR FY @R TV
SANYRNY, BTG SREFTTORTTONTOTT.

IRNTRES - BRETTT
vgmamd: TINWTOT QOW mwm@l ‘5o’ mai ‘9337 D0 AT mwmrmﬂ@% ‘5@ @ﬁeﬁ’ Q0
OBRIROON FeDR ITS [TPTBONT. AW BTN BYOWRTH/ AOTRFOTWRYTR’ D0 AR,

OTF B, BROOT. SYITHHT PUTIT TIRITE SPITFRTI0D FRT RS EARCEET LU E

el T WHTRR:” 2033, 99 2,00 @033 ZOTROFTTEOF 300TTR LeBT FRUF HRT
©OBNY IWF BOWOTFAIT DB 2.0T DTOTTI) DY WOINTOR mmmm@ BRI,
©OBNRN FOWTRTTR OFFR) FIT, SRTTTY ITRTRWD.

SRE T TATACRAR AT | Agaer Fauefeafaga: nferzgi: |[F1. 21 18,63|| wous
B TTene @?f@CS J03T 8 BRTJIT ogsa DB @ddﬁ@oﬂ?}{l LTI DHeTE N 5535&653



55 Shodha vijaya

3REINYY  &el RS, VRI[OTD  SB[AFND! BIY  WII s O D) wSes
WOBNYTVE BT, DUY CRTINGTO TRT|E LTILN0IN JTT é)ad%ofoaiq=l RT3 ébe@w%?)— NOTR
SEatNe

RRVTOTY  BERTT 37 AB. T TOONIITITVS. WTETRITT  W,BIFOD  TODTIRE
OFT FNIYZ TONTIRE YRV, IHIN BeedATT, TeRINH Y05 gde. ©TTY WHOND
TooI, FOTWL  ©ouT  ITAOTWOND  WFITH. ST VY H[IOIB  NORET, YT
TOONBATLERD AWFTOS WRTFMT, RTe WOINVTY, T WOFTHORNR TR 0080 DFeR
T /D0BNYY QTLIER. @y O3RYWOTT —

L 3B Q0BT B[OWI/BHCA [RWRT  (JWII [OBF, BWIZOOT ST T[OWI WY
23e300TO0T BT F[OBI L0 ATTY FR F)

2. ATV Q0TT TBRONT (BT SRWRIOT  GVOLRTOR, eBONTOOT  YVOLRMIT )
VYOOTOR YVOLRTHT DTHW DO QT BRTY WRCIHTR,. WIFPFWOT TRNIOT &3
TREMDPTE ITH) )

3. 30MT (FIFJOMOT, WHFJOMOT ) TR OMPT 0L TWRTD IT)

BTLF) QVUTODTY, C3RSBYTBIY  (FFOD  BTOPTY), ATTH) H)FE ©OITY  (IPOIW
BIRBNYTTY) B BoMeSR) FEvoIRY (IFOH IRICH FONBY) SRENIH. LPIBHTT TFoC,
2.0TROT BOITUR 12 To0NBOTLER Q0T FOT/T. TeYTT, WOTROTD WOBRFYOIL To0NE,
BITOODT B WWT VLT FT/IORFW FeD i), TR BOINYY TITE TVONTT 0T B3R,
BOTT GPRTYT QOB WRIITOT BePTR.

TOJ0LD RING (WO ToRT 24 JNVTTYNIITT. TomoN 432 JNIMW WP BT
NDYRV|T FOBNY ToO 8 TRTTH ITBOINST.) WOBTXRERTY BeDPTTIF) QNI BHTORE
©OFTY FTOTNJOMOTLTVST T9TE0, TORIFP AT, VeHOD SOINER YR, FIHTWTIY ©es
SAN®N, §o8 [PEBW A NB-IT-TNWD  TpoSwen  EReDPOY.  DSes o
TEOTTONDBT. TOTT ©03Y) ADRRY.

BH[ROT  GorROPRTR, AROHT, BBCY wiF (7 BPIRWD). mohg (8 TRIAWD)
BNOTOT STV, WPFRT, OTF IRIOWOTI WOBNYTUCR DO m@ssmi@ TRWBATT, emc;}sab
‘grjpd BROTRT  FOTMNLD  QTLIeR, W¥g QOoTRY ATRTY’ AWFYS. VOF  AITTTBIZY,
ée@;ﬁe@ﬁ@@ RTOWRTT, mrjpcrod TIET[PF, LROTH, BONAW [TRITIYT RDFT 3T
SRR BTODRWTT AT ENT- “DB0 BRPTTIIT ™.

I GRRE TR SISO BAGTRNS. wudeonr "gY TN ¥ ey et fafAT” 4, 56,

et~ Ve T
5333 3033753@6%@ Eata @&Q@D&



56 Shodha vijaya

FEORT: WRTORE WOFTY, TIF (VF OB ReIT) B QTTE (20 TeTS) D0 AT TOZNE
BRB TRWON TWFFT WD, FOF BRY  STOLHMIT. ITTTH  ASINT[AWCIRT  ©3 1R,
T ARCIT[YT ToTIODRANMR Tert B YVOLRMTE’ DOT YTHOE BT, BT, POFY,
2T TDTHONET WIBW), SRCOMTVS. VT TTFR, FBINT 03T 1OTI0ID BBOTT TN
©3 R TBWATT BITTWBD' Q0T SPRTYT. VYTR & W WNYHBTT. T0TIONEITR), N0
©3 0N eS0H Wi TWITTLE DR 3PEINTTY, TeHTS.  WOTIENGDT  ©T|OYT WY
BITOWTIWONT. ITTTH  JHTIN 3T, DIVIIDZY, IR BRWODLY  ODSATT,  TTHIH
‘OIPPTRTTRL FBNTROBF) AT, 8O H0W TTRTVI. WVT FOTITT VRO, ©F O
TRTESON), VUFAW ATFNRE Q0T V0T, Ll BWEBFOI, 2,00 ST FINTT
DFHOT BRIWDRYTI, SRR HOROOT ATTTH LB BRrHIS. Y TEEWOTT JTTHI,
SREFWIDW. © I I, TYSODTIT ©w D) P IONTROON (VI¢ W8T TN Tdes)
BIONTL0 ATNTHE BHTA WNGTE 20T SYOINTT. & TNPRWTR B, TBYONE FOLOREONI),
[PWZVT.

wIed TWIET BREINW VY FORWWAIN. WRVJIR TRJIY, FOMLATON, ©F O TTLONET
TFHIBH, AOX, © BRYNID, BODNRCOD HWWTYY. DI, SOWTN, PR ©F 0
BODTD, BOBTT. FB0IW, ‘©F 0 B[RDT JODYOOT STAFTIOT TDOWNRH TRIJIZ, L)
©B¢ BND[, DHHBICIVIH 0 PTTR BRI

PO TREOD WIOIT TTWFD Tedd, FHI WITLD, SRCOR, "VIITY, BRJNVOT B
3oL TRANYOT TRBA HWEYS.! wodd IJFFIR, “TINAG Tone AT AR” 20w
BRANNTVE. (T, 0N BeIeTI IVIONYY  2.0TONT). ©F oI TWFEWOT IIFHF, Tvle
"0 TAOWBOW WTH), B WIWIFI DO0W TREBTOOT TREDF ML dWZT. ATIe
PINBY WBIT), 3T, S5e003T IINYI), BT N FRATRW AWOTTWONS.

TQED, "SHIET TN TG YT " oM@y, SQose, MRetsss ek edamzes.
SeBFTY TFODTOMBVOZ B Am), (3T 16) VIMWYON0T IYEPR, TTOWIe &ONTTOTOZ
BT WZEONT. ©F BN WBY JOTIPT ATNTTHBID, T, SRFOD FeS DYDATRILD
BePBROW, “QTeSe BRUON FO” QO WTWTVY. DYTR BINTT/, TFeHTLY, TOROTICBI
TesnTTRODN BJBedWTRS. TR, BT DT QOTRH TBESIND IINTT BT T,
2,BIS0R WOTT JIEIY, DINC WTITITOMDY[BW PHONTY, ‘B3 FXNTTY ent mWT BPA

1@&7@38 TIoORT TBLITTED D0 HTOMNTBOR UTTWE TRVT FESTORTTIMZTI), FOEOWTV.



57 Shodha vijaya

T2 ANFE DTPO’ DO TeBINAPR TewTS. BT VOB, B3 WTIIR WDOZB/I), VLT
QI WIPNY, VD TRY’ DOT NTZOF S[RWTVS. BEBINE NREBI), NIRRT
TORBEBI, WHT SMIB[), HQONR SRODTYS. TeIZ0 WO I, FTNTT PN
BOTT TZFBR) DWTT. TORTERD OBVT BRTYZ WIOWH BOJeRIR Trioned @@&&@5.

Bz, IS HU: FHeorl @ o GUE: | HwEdr agASgE agd s (35|

“Roy AWTOATLH QT WONTIFOBW, BRONTVTOZ VWS, BIDFHRTOT dede YBWIYT
@cﬁ;ﬁmcs ERTONG 0N DOTN BANWTVS. TeRode B3 Be0RTI BRINTIFILOT mﬁmﬁ%&
5906000NE 07 DO BWOMMETVS. DI © FINTT WP ©F 08 90T Tne QeTE
QTVFBI), BREIT O,TV.

AINTFIDMEF 0, [eTNHD BRTWITH. RTTHRTT OO, JTIT, “DYde AT,
ABPTLPIOVFO0T DQONR BRWT TFOT AMe3ER” HOT FePIRWTYS. FFW, “Dop [AMD
ABNTB FRTYTO. ©F[08T AR esz%o&) @ gen m@&@%i%m” QOTH AB[ROT BRRTVS.
©n, BRTRT DFOTDH BT, :’odgémﬂ@:’p@d ©Z0ZT, VTR NBF) WNST. ITZOETT,
QPN 20 O DDTOD SRIDTIOMTT. SN, WH DT BTEIT, TR W@ 23’ D0
T, TPRBHWTYT. WTOTT, BOTZ BHTLITYS. VTP VT, ©F 0 BRDBJ0TIE PRI
BWOT WO, ‘B3 BINTPTT FoTN0T VT TIFBTOONBY’ DO &N TV

BRONH WO VT W9 ISHTH. O ‘T II, FWFE W, ABATLY, WTAD. 9BO0T

—

DFTP) deFION SN WWOT FHAF, JOFFNAUR BRTBD Q0T méfo@‘gﬁ. QTWOOTRN TZRW
2T, WT0TT, L3 0N VAT T, BRPEINYOT TBEFOLH. VT T WIBY 30W ©F 0PI,
HTEX FOZRCHRANTYS. ©F 0 ©TI FOTHI, BZoWr BRTWTY. 3T, I0TOH DFIBI),
O mdorbag%?. norod® QS%‘D‘Q lefclelaviiabr i NelnlJ) Q@A’D@g@.

@%662 WA BWOL DOW 3501 ﬂm%ﬁ@a BB, “Qm@csmol @Kg@ D) DTS Qggent
JPBEY. BTOOT TP VINTH) WANE BT 2PNTPITINTLCRD” D0 TeWTS. W IT
B0 WO, DI N7 VT, ATINTCTTY QOFL TEDTYS. AT, SRR DROLI,

%O0ToNe WA TeYTOZ, ToIe WNON  BWERJIZ, POA  WITVI. TR 0TII, SRR,
HOZRETAROR, "wNOode, DD 2Ty BeIIAIQoHHL  TDTR, TINDD BNQod (TEHT
FAT T FAY ) 20 Bene oZR 933 nefohI, SRS, 33, DI, Serine
BFo3 DBRE PONTOSTONTY " DO SFORF TWITS. STWT, BRCAMOT NVBOFI "I, B0

33, BewARYoH BDTT® 0T Tew FravddRRT..
ﬁe)ag)m T PQOND DFT B[RBLY HEWTYS. BN 20T LPONOFTTRT ROWOBIF) BRTWIZTIOW

IRCHIT. TINTHe deemRpoRTIRe nFee " THRIT HETEHT dfTHh: HIUTHNY " (S0



58 Shodha vijaya

ORI BT IO 3eTON0ST, ARIFONT) INFTYS. BTS AXINTH) DTINT SONTFREI),
QETT. ©BOT ATOH (TT) oFD) DTTZRI0N0Z FORRYRTY LTI, CEsiel] BT
SFIT BINTY T WEITOPTI), M0, ‘DR WIS’ Q0T YTV, DTEIT QTP
90T BRI Lo BTeHITRN, BRTOBE YOTHY) IRINARWW. VY ©Fes TVONTI Foe0TT,
NROF TPRT TBL, QTR LATRTDT ATB I, ©F TOT0DT FIFJOMT 35 BOTBY
BRETVTR).

PTFDBe @OFTY BTJE WOTOOD HeRTY VTP, BRT BDOH JeRTBY RNFZR LT, “8s
DHFS TReITY ISRE DEHIRBPAD BB, 20 9[Y APWTI, AOTH TS, (Y
DeIB BIZR, SR D0 VFFITY YTOIRENTLING. YT J03T FOT SIS} ERROD TRBLOT
wODDH TF). on Ixpw) "STYFHIAGA HEd U T "- ‘S wgFomon Se3
OPFERN VP JOIRHITN SIS, BWOY, ADB[HEOTY  TEWH  QTRDBE TFOOT
OPFZOMOTR) APTHIMTT. L3e30DET BRADIBI, 9T, VTP “3334 B[NOT & BONTOZ
TB,BRY [0TBEIER’ Q0D NNBIR EYRT.

¥ROY WO WVROPIHODN WOW, "WIHIPY WL ©F ONOBPT FIOW ANIYTY’ DO
DTS, ©BOYT ROLOTFOIN RITOWTWONT. QWY MDA, NDTBI, "H#N AT, VIO
OVLRBNYI, JTEFAD" QO é)"’mwé)ﬁ TeTS. RESEVN “ToD AWZONONR DT
QTYANTOL PITTNPOT ©F 0D ATTHI), SRCOFLD &N AFFIET” 20T IIR Toe
BeLEAWTYS. Bpe0I0D THTT DTANA, JTVEIFOD [eRT NRBINL IHOENH BOTWTHOT
ROTITROT, HReLIOD 03PTRE FWOTITI), ITATY FOBOZ, N WBIMON BB ITTOZ
ReTorhIs. WO $TER, FPwn, AWP. T, B N33 SRD WTHS (JeTT0I) SrHI’
RO ITGe ITS. JTEFFOIN BeeLOND), ATBNTTIHRT EATOD RATOT TOWWTVE.

©TOY RNFSTT BHIWODFED, wosd " Fefdl T HieT: ”, 2o, 2O 2HDWIT T ¥
BOFAD” QO BIIFORTI. IBTFBY, BeBINTY FXINTOOT BT BIWRE, IRTEHOT
BRETHETLD, TOTIW APTHONRNOT TLRONT BIWETT 0T $YOINTT. QY ITH FoLOIT.
wo0I W BReLINHOOR OITIITW, IRBDYTN T, IRIT]I.  FRCTAROT
BHPODFD DTPIT  JBWOHTII), SYATOR, WINTE DVOPTZ, BRI 3o, I
OINF RN BRTITYS. BpekI0W TR wHTIZo0T, dep "Vede Jmeddodysse?
Jede W BTI, FOTD), WPPP" DO [RWFTION  FEWTYY.  LTTHCTIONTZ, A ASOTTIE
ONONY TRFPTFR  JIPBRTON  BRCLD  APFOATRN BTRVONFT. J0d, W FTOZMON
Fesbz3. ©NODD, YOTITT [IEH OZTP FOWRDY. PRI00T ammam& xea%mri, AENEY)

33, IRTRTIZ, SRCOWTVI. BN DTRPONFD, "IBVTRFIBY BRTS IRNRTLTIR, HTT.



59 Shodha vijaya

%

3RJONY  ‘DYTR  WINTHTRIIE Beerteetd’ DO Tew INFRRWITT. YR VB ©OFY)

3000 QP B&HBOD SRTZIY, S8, faé&em TOPS LOVRTY?" DO emz;pfpagé.

BONCINTT.

TRTI0N ©03BY FF I ©3 0D TFIAT, AT FHD ‘DR FPB [T FPOTODF AT
ABNTH) [P, ©F ONW), RIFL AF, D0 RPRTE. LR TISRENDOT, 33, clelnlaiEIn
3HOOT 3003 wBIR, BoZFHTF "IET HY FARMT " 203 HBHTE. IROTH, FSTT
RRF BESINTY BRENTYT’ DO FT/RTOT SPWIVS. WHTY BZTD BRT WIMOYODN), BRA,
PYTR LEB[OZ BRWTVT. AEROW DT/WBI), JRCBWTVW. BN, BVTRVONFI FTLd ST[TN
BeR PO 2OW, DHROOT ITRIAWENT IIN WIIHIN, 3RW INV,TYS. WDTTOT ZF
VTN "VINIT, PBWI, ST 3REDPOY’ SWVES. B3R 9BIN & OF, Sewd), WRIFOD
VYTONB[IR, TPELD WPHDY," DO o303, TRI00T BB/ BFOLIVONF B0 SPINTD.
UIZ, BT TDLAWITVY. OFOY NNTI Xed JOTTZ WIW, HTY BEBINERONT FNTIH
WOTYI. WIIN DT, SHOTIITVOWE’ DOTD JOTTITZ TN, FTVT ‘DY IT, BT
OIRT” 0T P, FeTNEW, WHIYONW, NTT WOTI, dIT STATIONR, BNEOT
©3 ONW, FFINL B, FTIVWOSHT TITWOIWN  TRITEIONTY, BRIV, VTIRT WY
9028 FRFT Y, YOBINR, HCP TIAT, BB BRONF, Be-30TT T INRene, FIDI,
BLCTINPD, TT W) OTEIONTY, VTIEIITR, WORIWR), WOOINITR, FTOEOTI), VINENR,
TOWBIZ)Y, ONTVINR, VXTI, WO BNOTIT JANYTR, VIWIID, BEBINY TTTN SNAR
3RS, BRI O[T, W2, UIT FTORHOT TR DIIRRTBIOR FRWTS. BRI
z;dém%cﬁ@ﬁ ToRTy Boods @) @oﬁarwm‘% TROTY, BIT Smeﬁrcj@) JRend, BIND
DYWOT BIOND B FANRLD md@&aegﬁd@q BRTBND’ 0T B8 zmmw% Slech SNEVEDIS

2ZeIFB 1 ToHBRETTY, STIT, AXNTF, BRI, VBT SeTOF TID, BRI/ RWOTT THBHOT
BOOI CRTTXY, STORATE. 4T BTY FINT, 9WOLTwe RORCDTY, BT WOTI, FoATT.
VD mHNRY VNN, FOATT, FBNTZ [BIN,0NT, BROVTWYS. VTR DRB/I), BLOVTY,
nenPow SNYOT ToTDWATIT. HeNTD ST ABNTHOZ A, DJONFHI, BHFFD " QO
SOVF BTRTFE FONOTR), BPRWS. Y FRNTT, NOROD, BOTT DoRReFeDTRT, ¢
PO TTOOT ©F 0D BRWIONR AR, HTBEIC 3QPEITY “WOBTIRON SDTNYOT DTY TWOIR
BERLORRPR, PODNOT ©F BN TPTICREHTW), BOONTTOZ JIPRT IBNTT VSRR W,
T33D’ QO Be® TRTIT VS| TI), BRWITV.

W

&

SARBIONY RRIERS WY FYTIH WOW, FOWT JERT, WINT NI Wk BOTRIETY

s & &’



60 Shodha vijaya

TITB ARemTOR L9TNIOTD TRHFDZES’ Q0 BATFEOTH SWEOS. Y, ITTWITY
Q0T 12 =TI TONIT  RAWICNT. BITE SOITD TJTE  [BRANTY, LIHTOE,
JDRAQONL ATINTTOSTE  TTTNFTET Tokd TBREYTIINTT, B30T, DO ARTBH

o~

s5%zoS. TGRT Fa wen: Fdef (s=wgnoss: acy sdweesznse RQRTH) SO

SBFTY  FePTRN BHTI SMEVIDTI), ARTHIOD FRWH QTR INF ATV, TROBIONY
BOTPOOTHTHOT TSR, ARBATS.

et B3 TRTIBY VITPIFOT BPIT TN, IHIFTRE SPODW. LWIT VI TRTINTOS,
VT, BOSLENFELD TT, DOT AVIED TEPIRORY. ©FEF BHOTTOZ YOI FPOBWATI,
BT WBOTDR)TD W & OTY TROTT DK TN 298 B TR BITOBRBDONG.
WITWT TON, FIVTD JWNI, BOWTTT O, NHBI BIRNBCRT T, FSNTHOT T,
WTB DTN VT, TIONFT  FHLWOWOT BRTSRHOBR VROR  FHOIIH  Dedodve
TRRTOTey). TOTOLOT FeNRTOT IHNOI AOFTY, WIFONTY BROD FOTAZOT, éde QNN T8
SRTIBITY T, B 00T ABNTFS  IFNOE QI EN QNWOE BPRT. WoB0de T
RPOTODF D) WFeT B ZRINY T T[T, BRI,

SO - QD

QT LONLIVT:
W

AT A9 : TS | SgEaeuaadign 50 &l |84
d n N ¢ N
2FRETEIAS 3N T : T GHIG®H: | S ahega Aaraaadus: ||85
~ N N LMY £N© N ¢
RrafareRmTdemRRoggdad®: | gsMgSmyu-amhehay Hd: ||86
AR geTdag ol g e agh e | SauTUaTaaeiUamaashivr e ||87
(o o\ 3 N o
SEIAHag o HAIRAE AT | HEASH: TAAHISTHEH T ||88

(PR TOF, 183¢ ©T,O)
:’)

FTST DU TITTY VBOALE CRTITIRONYY 200 BT OFrey 35 WIT0T IRTOLT.
QWO TWO-  TAGTRT  TPBAWAD, TARITOT  YOTRF  TODIITUER.  TWT  DOW
SRTTBFETBZ), BRELT, T3, §eBO FORNRY I TANY F0B0NY IRITODI), TROHTH
AP BB TANTSHERARORT. VY JOMT WD) ToF, SAN FOPYOY. "DeTTR" 20w
©BTY BeWPYTOOT To0TTET BRS ATWIVW.! BFeF FPRINI), TRODTY, ATBTY VI,

0T, YUTYTRI, FRODFBEOTT NH, 0INT, JOINT, #[ROIP, Q0TO BRTRT FEITOTIND

LT JM=aE TANT: VRS SidT (s0s=emsec)



61 Shodha vijaya

TINR  TED-ATE ~T03H-0NT-T0 YTYH ©WIeFT T E TUENTT. TOTPW  IPONTRNSTR),
wded DeBINYT T TWZ3e DT TP BENW [PZ BWITB. “RID” 200 TP ROW
W), TP JIMOR TOIPFODTOWOIPNT. STOOT VY BRCRTO, NERE, NFONWD TENT.
QBT TOLY, WOINYT), ADTJTTTOZ VLY WOINW FZOTTINIIH— DOTW  WPIVTOTI
EORTI.
VFOTD, SLABY, m@sécswn@@ aﬁdsmaoﬁb@l@ ONIOATTR, FOF) méméxﬁ%ﬂ&‘i TOEDWTOTN.
M-I FR-Aw3l: W s: | gl Soenu f33: |86
QUWT TTOT TOOZTHRY) AYTLITTR. FFOWOT TPOTTHEY) YVZEIPTORTOOT, FRHONR A
QULRT.  TOTTREE  TpeTeNCued.  QU9T  TAMSD  QONTANREE. vy $IFNW,
TORFORAD!, LY LOIT FTUING, TomeN oLy, ©WOINW A TOLOAMITH. BRODE 30T
BROTHTIOR), SRECLD Sed, (W), [T, IINYR, WTRRENY TEDRATD, 2OOTIOTY
TRBETVID. AP HedReeETT0NTTe QTIT” 0T FeOATIT.
DITRRFRT DFeHI : TIoORIIE B TRTITWIOD JFSFTIOW ITORNWIW. DIOTT, 9T
QRRNED ©T0ITB TOTY BesPN FOWWDTHN. WPNEY WOTUBODFS G 00D’ DT TozTH
BROH WIFRTOF T|WNONWTH). 2
FPORT. TO0N0N T0BT TRIFPOTR TWTOF TS mséwéo&m‘i %@omrﬁa@ﬁ. m@m?gf%a’n,
e DIV FRHIROTIR, HSHR, FREPOHYBY! ©F I FHTBHOD TFIOWTR BTFW)
TOITPBOTFT WOLCIRT BALTOZ FFONTJON FF BRWDBFOMTVE” 0T 38TV, WTF
RRTEOTH “B3N BRODFWOTT NHEOTOTTO0T,’ SN I3, TOTOITR), JRW” D,Z9.
TROTOBFTI  LRTLCIIVE  TOTVY  TDTIIE ARONFWOTIY,  weRATVT.  TeIINEUR
ETTIOT  YEBTIN  TOTOFB/I), ﬁe@m@d WOTOTIVT TOTNT WOTTD, FOFIBWRA, QWD
FOTORRI woﬁoém@m@é?” DO Fegen, 3TN HOOAOT “Yud BRESeLeR... WD AR
w%o\“p:n% BRETTOOT BYFRATT, zo@agda OWEF LTI, TOORACRE SeTTVT” DO FeLWTVTT.
O3PT 85 06 BRCTIRWIVRT Q0T JRCRWON, SN J9TT BVAINKD  DOLVTN SYOINTT.

RRTEOTH WBTR, & OTHF [RBTVS — “QBW QEBODZY, W3R FOBIN DRIV,

1 QoD 202 @mgp W) DIIF R0W ORI VY TEPRY. WD, JETND, NEF DB WT[IIE
ROQND YIB/R). WOTB/IVT D0 VPLEF TFCTFR BIPYTO0T, VY 03T/ TINW ©OTHB ERZONY
ANEQRATITIC, DT TWINWL IO ©OTB, BTORRTR). BRI =) WOTOF DO @d@e?wg@wﬁ%
oINTRO BOFBONY LVTOINTTONS. TR BITY DT, W 0T, DTOFIND FOLTH. DEWTIZROYT
50000, [eBTR) VY WIOLS.

2‘:)05&@3 LT ST, GWOONF WOTIET VTR0, (T3 B0, 943).

=) TOTORT VFRRY BePDNT NBOT WD) TN



62 Shodha vijaya

QW0 DN 0T FOTNTR ADTZ, FRRDPNY. VNT SCOIND TTAT BRT W) BRETNLOT
[TNS. 3B ORI, FOBRCRIPPHLY JPTTIVAINKD TONS TR (3QET 7). WNRYEI),
WONFT BB ERCLTOH BT SNWPT. [ON BRTOHOTSE IWAT. Y Iz, FOAD/I),
SRRBRARE” DO BeP, WBOYTR TONHOT QTR BADTZONT), TONRTVT.

TOOTD TONT &30S 00T, O33R IL3TH AYPOIPYTI, TOW, I8 T & 3 WY, A0DA,
“OTI BROLTLD, THI WINTLO TFFORYOH TORF” Q0T Bew, “TIToWIRE, TITIMR
QETTEINT DT,TS” DOTD YOTTVF VIWWTYS. Tzeosse ICTFNOT TpTTIJ e DO, “epF 0!
POROD e HLAIOYODHD DX, AER! WOTH ARFCYRS. ORP WRCTYTE. ST
FBeBPRVODNYTS. WTON 20D FPONFT [PIVN [T, LIVIH” (3RET 9) 0T FePWIIT.
VTZ, TITPY) TEOTIIOTN O, 9T WNOTS TITTID dewémm‘{ OTTEYT S[IRRTVT. ToIOWT
30e0aRd Femw BS AWRTIR, YOTTOR [P@TT. ERETRROT ToIY “2F, QBRI
TR, (DI BRTRHPHTR),) BTN WEEOD? T, [SPUAYOT FeSIRORL TOITONSD
CINTFI, TRAF. DWW ARODFWOTT, STL0 TRETHIET” 20T He¥ TATET. ToTTTR
"Toent S[AN ERETIZ, BOWZES® DOT 91 BRIWTT. VW3RN DFOLTY FBPTIOMOITT.
BOODT BBFBY TeBINCYTR I[T WP AeOTTT. TPTTD S|JIZY, YVTEBAED, “d:3Je! e
STROP 836’55530{(’ IBRY, VFOTT, THINTI oﬁod@d@ TRETL” 0 3o, DROINTVS. BBWOOT
BRCTRROT B[IZ, NI VOTF TOI[T Wif 9IS, 3T, “Tedone ZBTIONR 3RT
BesINE TORFTY JOFFZONT, BREVPDY” Q0T BOTID, FBWEOI JRWITVS. W), BRI

o, W, WO, B[IED, BT B 55333360— “Zoz¢ 536356 zgoﬁ [RBLY DT TN,
QT DTOZTOT VAN BR0TWT” HOW) Be¥FRTT. ‘Y ATI0 ABIPI” HOT OO TG I,
2), B0, “OT @o3®§c§§2 23@:’0335 DD, O[T TR &TNT QOTN. VT FRIVFCDDT
30E ©030ITYTTR. HAM W) CWIYNY, TAMDITI” 20T I9BeRTI. AY TRIIT
©3RTY SPATVT FRIFCDIT THRT ﬁ?&deeﬁﬁaﬁa& 3ORTOZ0%e emgiw)wab& TOLLITOTR.

W) 2]

Shlels} we@jofma ©9R 200w, “@&w @rj\wim, BOTeRIL 33B/ONR 354333‘% m%m. ;!N IR

b
BOOWIONY” DOTW BIHTVY. SHIEHI ToSe HRTELOD SJONTJI), GRETVTY. VWTR DY
TBeBINPTVBY BREND, LITOTIH WYR WITI. BTOTT FFI WIS, ToTTL  FFI,
qpx)miw TOSFFEONT) WO, “ToAVHRTNN aﬁed@&g)do Te ReDRTOORTTIMITHT?Y DO
BRCTRRNTIT. OTH VIIW, FVPFIIRRVR, “THW I, 87T o7 QO e, WBITNY
RABOSRENDOTHE STOTTOTTOMITT QO OIS, AWTRONT BRTODE BOT) B[ONTD YT

@Qmm@gd

2



63 Shodha vijaya

QNVTIC 90T mg&:%owswg,l e99es () D) 0TOeS (é)dm@) Q0L ATBD  TPINY
FOTRTRT. BTOQ LTI, “wCp TeBIINED Fed SITTI VWP, FOWIRWETT” 0
goamon, wdes, “BeBINY FOTBOTT, BRONY BCOITBOZ” QO WTBZIF  BIVETYS.
@cﬁ%é QWO “&ent WWOT, YOTVACT  W[IRBLRTTR. TP  J0W,  DTY W [T
TROZLARE” DO AFFOA HPTR ATAOTOTT.

BOODT TIFTRY TOTTBD T TOTIONEIT WIRTToRITWYN, TOLOIW WOV, “dVTI ¢ ©TB/wI
BRRTP” Q0T TPTIONEJT),  2303NVTYT.  TPTIOREIIN VWLY  OIPTRE  TPOIPING  THODE
RO SPOINTTF. Y ©FE0eTY, W[ONOD JESRER TEVTT. WBI BRR  TTLTTTZILOON
BRTHR LeATRRORTLTYS. BAJN TTTZ WHID, & 0ed [ONID, ERLHEE J00TTYS. VT
“2.0T3e ¢RN0T TRTY TTNTBH, LN TOT[PBWIERN ™ D0LNTE VOTOTIOR ARWATVS.
TR TenY 3200, Seel, FRETNROME, YOTOT IPOLWOT YOFFTHI, SETE LA
TeTINTR, TTIYOOT BHTWIVWOZ [PWTYS 30T WOSVTR, ANEDOT HTNTOZ BIDTITV.
QY VOTOT OTEIFP MFTONRNIL. YBARODNR HTEIe WOFY B[ONCINIT.

TRTRE WOTT TSN @%@meﬁ% VRTINS, DITIOD  (YVSITT W Saémz:s
3% SIIVON) W] ‘:ow@sagd (STDIROT VTP  DAITHOT  BIWTIWRBD)  DOVCTET
ROLPRFEOILOON STOLITMIT. YTH BRFTOT (RQONR SR0TT WFI0 T:DB/I), JETB/I

0

G

B AQYBIR, WWBTR) Q00 BFoonIY Aed FYWET, IR, IR DANYIW, ITIT
SReRTRWTIC. REPITD TN peTRR0W A, INCBI, SFWRTIT' 20T ATF T
ooz AVeOWIS. B RIIW, FHFS  ConD  WQNTONTYS.  DBWOBONT TR
TOGIPNTTYS. VT DITRIONFAOT DOLWTF T, RJVVZT0T, TTIWFIT 30T
BRBL STEITOLTOTVS. VOTWOOBI), BRA WH-LT-TITID)Y, WDTBSONT), VRHTOZ
TREIEIOTD TonIR FIBIN SIRRATTYT. WITRIONTTARE, “CTT ST LT, O TREW
MWPIVTIC IR JTER” INTYI. To% DT DITOIONT FOTITOOT QOTWOT  T[YBHY)
SROYBOTR, dBZ TIFFONTI), STTID, TOTVRRFLY JO3RENATIOTR WTOR SYTHWIIT.
BIG, “Tode Been [e@INYI, FBWRINZES” Q0T FTFITD  Jeved,  IeTFTEY
SRETIVONTOT  ARODFTOTIOR (IVFTOTI  22)  ARETT) TRV, INCJI)Y, ARODED
TOTTITED @oﬁaé@cﬁaﬁs VOIN ofmcépd QWTFTBOIN é@mwdagd; Tonode zﬁ%o:)aocj mcs%z
BOTTTI (FRFTTT W3R, ARET) INTHY, BOTH FOARRIAT FFOIR RERITIOT
SPTHWTHIZT. B3R 0TI TpRILOT SwTONTN TOTSF T AEPITII, T Tom

1 Sdovadees BHOOTT/I), xoiewmﬁ BRWRTHT &Qoa;ﬁ. VT, THOITOINW  BPRPOY.
DHFTRINVOTRTT NG, WFOPTWDIT.  WFIRNE TRINGTER A0 IRBIHTRTET W
DTFOLIT T,



64 Shodha vijaya

STLOIRIATT, WIDITS. T[0T g FEODR HOFON TTemwN, VT, IO TPFFOD
TRONZP LT, WHTY JOL B NEANRONT, TeBINY TTzTN FETOTIONFIVT TS FEONT
ofmc?pﬁﬁ 2ORVFT, VTWONIZ, 9T ToBI, “TITIe! e omtz’gpmwd 83 POTIN,
BYRTONY!” Q0T VT, WTTRA [PRWTVS. Q0D 30y 3REINGY (22-24) FeTOHPFNTI,
dow)! Do P FEFFONT FOTOWHY, IR0 WIB FTWOROMETN B[S AT, 0T
TRONTY ©TPWe [E8R ©TTWWIT.

SR FSFEEONIN, dTIe STNTIW, TTVRBELD FIFFITF V0T, FeBO FBT FZII), B
TOTTPELD AHWRTS. CBT AP BFTR IZ J0TT, WHTD, WIWFRORTTY [DNA T8
2eTOTHTOTVN BRBWEWVFTI), SRR, NVBIVTTOT FoF FCONT, WNTTPNXD[I, 300 “IIn
i INGT G  TROFARRIT” HFFYT.  FOOHOIN “eﬁﬁoleomgd TEPBOOT  BLOFT
WINYOT B8 W FROWDI), [NLWRE. YBOOT FIFTD T REBOTTMPNY” D08 ARWIOND,
3RWWTYS. YWO0Z [IPRTIN FEFICY TCOONIT VIR, THOTIT T W DITOTONT
T33O ORI DTFONFTI), FOATY IRD, FToTOELD TWHE WTT. JTIVONFTD 20T,
“TOIEOD, TIWBD. BT, O[H  IT,  TIZOW  RIDPTO0T,  IT, ARCTTIOT
TEFFEONT, FRT TFTUER” oWToN. BFTY TeCTL. WO, STT SEOH e BNGR)
DQECEOTH SOETIN. DYTH ANFITTELOOR BRTZOD ©0TY) IBWITZIMRT.

TYZe TNR  ERICH  ©OITY, DTTHIONI  WTVORFTROON  BORITYS.  WB|OLTH
VATPEOIITTOT WINT DT Wi, WRFRITL), ITOD &0T 20w 3QEFY FePWITT. “Ba,
TVEFTFOOT TOTIW wOTE GNT. N 85 TRTO DT, FETTI” DO, LMEITOZ QT 83
3ReBIR, Fev, "N UTIERATRC?” 0T DJTOIONT TSI, JFTIONFT QWY
YOITIZ), et ERWTT- “WDTeII JeFFHY IO, WT, TIFFCON, HITT, LI, 80T,

RRODF, FF, OF DTV —&erk 16 BTTHL STTHRTT BFMoN 3@3&3%@?\&?&6. SO AZTY
RBETOTD TTHRRETYDTOTF I, FORTLS” WIS, ARTOFONIR BRT “TOTINYOT TFWRT
e OB 26, BRETRAWTYS” DO FWTHTYS. BTWVONFD WTIW, BOZR “BRZoZ™
@308, BOTH” INTYS. TOTRNAITBI), AW, VYWIR a%mm@d. &eny 535@ D[0P
ESSRESODIpVEI o

S0ZT W W) TOTTT T3edTTYT. WBD T 8L WTHOTSE LeMONIOT TIPTYTIEED,

3 -

OB “O[T TFH[e PR, dete TTR. HITOSIe WY, ShHIeRIe VYT T}, ST Wore.

jathhtad)

1 5908 2083 298503 BB TLRTRI ; BTBED DOTT TR T LRENY MO0; 3§ H0TT I 50333@3
D) TR



65 Shodha vijaya

D TPOIVNTE VTZ, TNOT WWNTH. ARONFBOTT B¢de ¥ B[RNFTJF TP DO
STTROTOTT 00300, STV, LB TPIILO Toab dew IoHeR Tt TBIVF. ST
VORI, AOZR, LTI, PP DYOABRWTVS. QYTH FFTIONTIT TBI),, IWI0IT
SRITONTT TTBW,, 3RVONY EReTT TDTB/I), SFORFHOT JReRTT. $TB3 33 STOTNY
BpeTBOoNe  WEROW  STTNYI, oW  BIONFWEITIHTT. B3 T[POI®  STTIIZY,
DTNPONFR,  TEBINGI),  D[RCIIPELD  ANFADTVS.  OTI), LOONT  BIFTOTTORD,
DBTPIOD B3 ATTVNYD ITBREEFTH oW, & TONYI), Te[IND AWFATRHT” 20T ST
SY0INTYN. WTD, POATRBLD IF, ARCTBITIT ARCRNFIVT T  BOTTOICZ), IV, ©
TOONF TR, TPRRWTVI. T, BLOONFIVT IR, VBPETOT DTTWIONTIE JOWT ATF TVTI,
B, ABTT STONTR, BeRIRIR Tode Spc0MTYS. ITTD AT, FOW, FTNTZI, TeALD
RAWRTVS. ST RTD TTNW e, .00 FTYTeBONY WO & FOODF WONLICTNITT.
T FENIN 0OWN, QTR IJTFTNTIT. TTTD ATAFNROON FTRATY &8 T FIw,
SREDIBIO BRTETYS. WET ) FFS  FOLORFBONOT  STH  DTPB/I),  L0EIBTN,
WT/I, AWTHONTYNOEROB  JFNTNER, FOA [RRT, SYOINTTH. IeBTFRY TR ROT3
3REINY BROT ¥Y ST VNN JEPTBR, T STNONTR, AWFAT Wi BIFOD OTNTII
WOFS AT, TN JTTR, ‘BN IR TR, ©N, BB SRNTIY, BRTDIRBR Qé‘%em
TEOTPNT, Te[INH HYTT?” QO BTOF IWTVI. WTOST DR TEIINUR THOTRFTON
HITOTI WP WO BRCITIMITT. BN JpTTR “QOBH DTTYORFE, TeIBNehd TR OF
NBRRT ERTBEBD” O TTY Fevmon, ST FoZRBHOT, “TOTIT B[S Fed S[PRT
FONFE IJTeE VIR FIYT” DV,TVS. BN QOB “FHoes: T D7 0T Bew, FRIONY
zjdémﬁémﬁ “aﬁﬁsasoa% BOTRRT/I B3e0F TLOT mésd TTORGY WRET 0L WOFFTTLOT
BRTHND™ HPWZS. TODM: VY IO TBe@INTe TWINTONTFOOTW, WWIT TOWINYOZ TOHT
DFCPTAD, DIEING HTONTNDe TTOBRY.

o

DFHW 1 RIDT OO0 3TI BJOKOWOT  STOLTTRMRYT.  WOTZeDTIT I3 STAZY
BOOINT MORASN 20T MBPTHT BHBW), BT FOTRBINTWYT. WOTH RoRoDdZ, TRT
dBT HTANR wOPTOND” DO ONYIZ, BPETYS. VY TRTIT JONTTT VT BRWSOWTT,
RTBIC 3RETH) TTOOIRT (FDTNY TP) BT 960T WNEIN RONSEVTIND 0T THTJIT
VITITID, BRWRBV DTN FOWWIIT. TRTION JONTTE ZRETTY, BT P ©
STONGT, TLAT  FONODT, ARWICONT.  SeroN  TRWATEFS  IDTITONTR)  T0edTT.

POTITY HRGEREET JWAYR F0wOTTEY WONYS AREY VY. RO AWERITI ITY



66 Shodha vijaya

TR BEPROD WIE FOWWIITW. ©BeT TVTTIBHO[DOT SREIND  TOWWITH. 33 TRITHY
BOOIPT [TTHBT TORRCPEDTINY. TODE 20T T VLITINYT TTED LeMONTWTIT DO
NRETWTI.

S RRTY TTIITY TEPTOTW B0, YVURTVZ, YOO [RTELRT ©FeF 0ed0D TOIND
VIO QP WPeDRRORH. WTYT B3R, IOFY [PIF NI, TOWTDW.  TNDON
STDTHBBI), T3EREFTONODE  ERCOFCONT QOO SYRNITT.  H,C3RNTBOZ AYoD®
RETWINY. FOMTH) TOOTFTHL YY) TOFT) TENTT. STTIOTOTH TFOND) TFHONLITer TBH

B

RNBTDTRTY  (7,10,52-71) STOTHIT  DTWONJIZ), BOZTON QEBSONT.  TOD  QR0W
VATIEHD, TOWTOTH R TONYI), 8T, 139, B YWIIOT IWFAT. BT HOT
YATL FZTR, YIFIIT LPLONY Tod, WITD, BONZ TITEETIAHPAT. VTBI), SHCRT
QI ToSe 11eeEN TRTDIW, FOA, WHI, TRJTN IPBR, 8 OWWTT WIODZ), 009
TRATH.  OJIX CINZE Sen OF BATRT  woTFTCONEW, 3O, ZTHIH STTTTIE
ATTHOTRTR. T FHTHTY, BITE ©HRoANTY (129-140) 33 FFPOID THeYOLT. ITT,
DRIVD DT TOH D02 TR VAT ITIT, [PR, AT INCNTY, TEOINTT. T,
STIBGE @ INOATD, 2.0T¢  LOROT  TPFTPBWIITNNIT. 4B, FHONIe TPIZ)N
DRRTROW, WHID, FOORONTN  BRATRNTIS.  ©TF  2p  Be@IAY,  OITHAD
ATTHOCIRMTN. TF) DDACINGTTON, DTF) BTFTRTOOT WOTD VT, TTe VT, BT
WIIROTVT TOF QYO0 FOLDTT. AT, LBROD FeIT SRCTTONTOT TEIFDT LHEONTTI
TOTTIT, FoFBONT BRPTN. STHIBYT SRIFTTT LBONTT IWTOODT), JoDIeZTI
BRLYTYS. LYo INTT SHT ABRERIT 30 JWFIT WIT TLIBY, SV FORTITV.
VTG, DT, ©N, W ARCITD 0T JFOD TRTII, ToWIT. QYR T9TTT BIEINT.
BTV, YRT ToRTT WO S EResd BN TITIMTVT. YBYT 330e0dFT0LIONY (6.2.3)
S00TRTI ms&%w a—odag, @msmée‘) SWEM] smmg DOW TR déééda fmedéamfo@%&sa%
WB/IOT [T JHOINTYT. ), BT TTNH FONT BRE BRI, 2.0T¢ TeaSoDY TN 2.08¢
LREROT & STOTNYRY, FOFTPBED TOT OO BIT JONTTONBY. DO SETZ WHIZE
OPS[TNY DT, 0ETT/NL LEdie STONYR, TZRVT AT FFID, T3 SPETYS
202 FTOWNTT.

QOF TG ﬁéaz%@% STTTHIBIR, eﬂm% CNCIORIZISY ReBOR, TINY =) TOBAT éﬁcbmf:n&
TOBEFR, DJRTITON IPIZ0Z JROWYS. WATT IBIWNYY STTooHD FNFITY, QTS
BTIVONFT [PONOD STVTITWIREED D0 FOIODH BRI, WG SRTITY TORII), 3RO
OER TIING WOLRRE VT J9VHT [PBONED TORTIONTITES.



67 Shodha vijaya

TRRFTUWOZ — P

OF £330~
ST T grauiTazey | fafaersmar & oo fastaeaaeda|108||
e TAE & gfigaEai=afad:| snamgevan g fasmrziaTddal|109]
A A HTAar AEaEITIHH ST | THIGT g o8: Tad Frar ge4ro: |[110]]
SN 213 odde ée@%@@%@m OFTO DBeRZN 3eTONT/3 T BT TRTTT TTOT IoLd. 2WOTE

©DOBITVR, SFJLRXSHOT, YONNY DTTLOT ) WPIOPHOT 3eToNHT 2403 q@mmmoé
BRTVT, TRIE N3 BVOTOTRT WNeT @w%ﬁeﬁmwl BTN BPRTT, O (m@%mg 18, 108-110).
GemoN FOZRCR, ROPR, 4ed, [OWS, B, 3T [INOTITIZRIRA0T oy DOF SRTIT

Teeomenc. “WIAH SAIHTERAT T T Tohradd STATT I 202008 t.e)de wRRowmhs o
SRTIBY CTWILOXZ 202 ZOZNOT aﬁed@a%d BRZ ToSRTOZ T3y %éoﬁa?ﬁ& w00

mﬂf@@gﬁ.

WIUT: TET3ERA JaaiedT | ThIgT Sareledlg : YTt Al ioia: ||

RO TPRTTEED HOPHB [Be0H DBeFT 81 ZRETIVN LWOT OO, BRI T8 3RPEFI,
DFORTY - OO NOTT [PD. BFOOW [iwde [NAZINDE TRTT  TFOT QWONT. BY
3,0MOTTRHNe BHOTIONT), WTWT 0NN TOFIIP, TIP FOLNTT. B SRARLONNA QTLIeR.
“poine dReEdToRT:” DO ©BD TeYNTY, RTWHPIT TouIoIROLT ToTB|ITONR
dBOT[P VWOOT BTV DO ORTWONNT. Y [RIFIC TVONT. FPRTIEB[Z0Ne TOS.
56%0&@@, m%@oﬁ@e PY. A NWIRE VP WIT ICT YD[BIC  ToOPE. 33, wif soe
TeRHFPTO0T @eiﬁ@ﬁ VBT ABWTRTH) RRTINODE T, FemO YT DTS, 2.0T3¢ 9033
TPBTDNRYTOOT RTY B[N B ITFTE D02 DTWE FOPNRD 9T, BBV, NP, DFTE
RORNH AWRDY D0W DWTFHORNT), FTOLLWII.

RT VITOIRY IIRFTT 30T DFeS : AU MR Y G T | TT WO

THU: T Ffeh: AT || - 20 LBF DRBFIDH Beshn0T, TTHUCD ‘WHOIPYTOT'BI),
(3¢ ITBRT). TETEFH TETPEFTEWH, HITIYD ‘FGesrawtoms’ (llFe ITHHI) B
PIITH ‘THTTRITHI, (3F¢ TTTPT) WI0TT. VPYNY BOSeOJOD JoTT FITRI 3
P TENFYI?” DOTN FOVTORIE mﬁegma"gé. B3 TRT [T B0 J0BT  LRLAND
Se30IPTT e VTN AYBILIOW. B3 TTOT TRTFXD, WIFESTRRVIT JRE ST00BIW),
BPTOBT 163 FTHRIT  WT0STEe  gRNDd  TEIZWTY (W~ WORTLPIIRT

3 OTOTLIRTED LIOED).



68 Shodha vijaya

ROTREIF L0 AL xmg [PRTN, D[ITOBRT 3 LVEAT ddé@—-’émfo TOTID. ROH T
PR0ZRY BHRTT HTHC LONTY VIR, 2.0TRNT. 34 3QEINT, BRODT, VAW WIOT Y
MoST PoeeONGs. AOBIPZIION LTOLONT 20T @ée@mﬂ%& VII L) 3%&5@@7\ RTBTINT),
FO3ReR BRWTYTONT.

3ot FTTXPRFTWOST  THUGRNGY  FBRFTT Q00 QWD BRVIY  TI, QY BT,
BIDEROT/IR, DCOATE D0 FEBONT, WeSTTYT. TFBVITYONE BOTWLOTTLOT! BRF 0N
ZeROOT BROID TWITOWONB/I), SRS (3T 4).

RRZHITZ JONOR? J0TT, JpTH TIAW, FTZFII TR, O3 ﬁibﬁe@ﬁd@) QWS TAS,
YTWONG, IPRTYS. ATIE TUeeBI? Do m@sémgdg &9RONT (5, 29).

BIRFTTD  FOITON I, DY RgondeoddR 33, 55?30335301 ée@&@%ﬂg@ﬁ. AOBITETON
RENTY ReODTRONT FOTRTITGT, AQ YT TDILIOMT. ¥Te WOTTE W) SRS,
FTHFTITR 0WETIT ARCTTIOT JTEDTTOZ WPTOWA, FOWETTT 29 BRETVTVS. 0TI
R0TWOT  QWTONTY, DCVITEOPT, eSWTYS. BT TTRFTT DT DRRTEONT  TIAT
Se3AWETTVT. BRTONY TTRFTTI IOWETIIW), BOWR VBJW, FATLATTVS.

BTRFOTD, IBOTZ 200 IR, FRIFITR, I, m@@ééomocﬁ WORBITN  VRRITY.
DORTRE DB WFY TR FTVTEONT mcﬁé ﬁémsxé QVOLRMITWOTIN, TLVEWSOIN méodomol
B3RV, BB FBHFTT DB LURAB[E0NT, Sme)@@oibocj LRWB[OZ BTTT.

DJeHFB 1 B3 Loy m@sémgp TOWD WOSNY, Tore FO[E BYCERARZON BRODT.
$308S WFoT 20T TT wmwﬁéﬁ@m& Bc0TeB. WTE Bs ROETY ATE BT OINY
BOSWBRINY, SYITT.

L 3TosE | YiaMaehed | T Heuiawed e ||

t 3l TR g | ot faEt Tt ||

QQ VIS DO TeDRYTW), T WRTYTION, BITOONFTTT WOTZ, BRT [PR, BRIFTT
TAO 3B9T302) de%oda IR BRETOTVS O BHIOTTI, ORI,

2T U4 ey THIYS ad: U0 | e & Hoedchera oy || 9. 5.6,21

TR TRTFRY HPTOTE, IRDT WHFS TRTFION. @S TAITIY Hef oAl At AT |
RO TOHOH WITVORFIONTW), $PATT. TOHOD THBHY WONT TJNWRT T, WOT, FDO, T3
BROTITIRY,  WWTOSLENTLICRH. TPODODTY, TRODHE [PR, TOTT ARIHICI  TFeIWTYI. WP
TOODONT), BATFIT TR, WTOIT JIoEIFBI), STORATV.

} STFTIAIEIHIT TRIE: Y= (6. T, 6.30)- oo, =, XepABS BFoAN0T wET ARIII,
ToWBE BAE APOINTYTD TBReIT0.




69 Shodha vijaya

(&

SARSSONY! DT TWODBRPEINW, ARTHITI T3, BTWIRXBOOT I, A LIZR0ON
TOLRTFB, TRIN QWIOT FTRFTII TW3. AW ﬂoﬁwé WD TRF BN TO3RNRADT RBRTO
gremRNG. BN POTIEW), IVETEOTOPONY TR HOTIT (VW) W) TJR (Eﬂ@@i
BB TORAN DPFTDINGT), BRCTV[YTD) FORWTT. mwémgcﬁ “ogeszon (18, 108)
Q0L BOTF) BELWOI, BIOIV 33, déojaiﬁ ORPBNTIY, 83 DY ée@%@@g@gﬁ.

PITDH B LOIONNAT, TeYTH, WP ATRITJNTBER ) B HTY TTOTT TRTTNTOR
QTLTITD DOT %@?%@ﬁ. ganYQ sa%wézi OPTONNE ToTD, 88 eroméoﬁrieémcl IWRYD T,

TR BRTO OR [TIToESe RHTY 4 CVTONNTRY, TOWOWAWS. W

* R3ITY (33 10)* - QWIY O RPYTIPN TCWITRT  LCRIBEO  TFFTY

TOBTVE.
* ReoRTT (3eT 11)° — “CSTTVEILOD “D0w TOBIY, TOTFEHIIN DFOTTEOI TS

o IFMoRT (3Res 12)* - T, FONES B HONT PRIOR[ROON JoTw JIT NeINY
ORI

* Ty ew? (30T 14)° - ZRCTNROTIR BT LLECNOT LONIITD), BAONFYID.

B QUY OTMONNTRY, W) AR Tert ORIONAWY 20w T, WTT. BT FTRFTTWD
DEVATEOND), FOR, VTP [RAT B HUY JODNIH, T WPIWH 3RCOWTOZ YTWTVWD.
WOTT WTH BRT TORTOZ, T, PDBATOT, VBT ¢S IRCTRROBOZ-DONTVH FAF[EINTI),
BTRFTTN LPTOWR SReVTOT mcsééomd. WIVT3 QTIe @xioamocg)d, CIIONT WRTJIONT),
TRSe 3ROWT JBF B, O0OT OFET FEOTWTIWD.

DTOT/IOIVE PTORNTINT TR QWY RTIE 20T RN TIFIBTYT. FTPRFTTTON, OWRCTTIN
DB ONFIN VB F0F FRY IPITVRTT, ATEDT, LOIB/S, WOBIT Y IOITPTECDTIN
9T 3TY BTSN, emoN, ITRFTWOZ LRTEY LTTWLY [PINW BTTLRATDONIRTOH

mz:ééofbe 333,
3

'EEND 9FEe THRBEWOT TWERPNTTI), [ APHE ABATID 2YONe 89RTI.
2 feeydurel Agead | HAIOar 7 Uafd Urdhd R || | 3. 6,218- 9308 s 280003 mIFEY
2D TIBDZ.

} A0S EHEURTEET O | AT TG0 o3509 998 moEm, Hem BEms
MRIDYT AoHTH.

* srarafafee T wify fafaen = | Sgerafrata=d gt || 217]- sygome wapdeonn
DOF FoBATY NBITAIDR, HBYH W, DHRTSH A0NTOS, 2oHD THTI0F SRRV
HIRoR.

® 3T Ufd Wedl TAfaeb =g | Fumgea T fErar: Tesdan! 7 [|218 3e3ohmvd) uxgms wobs
2068 BRETRPOW LEHBOIRODN TR TOTW.

®




70 Shodha vijaya

OET BADJIOIN FOR, B D) TP INIINFIR0RT), TH[IOTOT DB TJANWDY, HTII08,
TVOTVT QTR WOBNYR.  20Te ESEDVEVER 38 =IT @Pwo 23T RONSNTIY, TROTT,
BIWPEHITOAIYY, HTE B OJINY e;—y’éséﬁ%%;, L), VTN, SERRINCENC IS RN
TN, @ﬁeémsﬁo&mcl WHRROT a%ejﬁ GOLRONT. e0eTIN GRERNTYe VB0 WIWOT )
@agmmcs RTINS, 2WOVB GOTAT wcssmfo%, 52@)@0@6—@@?@0@%%% T3 L)

BOBIHBIS.

ToRARRTTE — BRI

QT LONLIVT:
W

TeaAt fasd fBfael 3 e Hahtie |

TR FrAeHEE | FYETEUIH TRETErEsuryT ||103 ||
SfagauNER AvvETEaRiarey | Faafiasgond 3€ 77 uea g ||104]|

(PWTOR, 183¢ W)
=2

FOTIOACK TRIVE W, eRTv- TowF WMWY, TIRTEOITS B5 CRTITFIVI), DO
VIRANTTN QONRAT/T. BRTOTE TFtimed DFITATTY RABIT IO TINW, FTA,
LRTEOTLL, ONERW, ITF MBI, FFD [NOTTHT W WITINNIT. TeRow g
BTVONTIE VXTI TRBERMPOY; WIBIN & JR)- TWIATITE J0TACOD QTODNY 7}
DIRCTONTT.  ©TegE IFS, TP D) BIHTOY O FROPOYHPe @Y TOFBI),
BRBWTDW. STAR BT LRRODY BHew3, DS VPH VAT, TOWWNPYNY. LOTTRF N,
2,003 QRONT Wi EYATT B T TTHSTHIS. BTG 2ut), WHI Wi TOHLTTT. DTESe
THIITFTE Fodecor Tepmdee Hed, Tox, BOE, F90T, WWANTIT SITWM, LT ST,
BRLSRD, FTJT [0OTIWRT  WOZON®  WIITT. TN WIEFT  OZ, DTPYTOOT BT
ROBerar BTAZTOMTT.
CINISEMAVESIA “eiraeswsamdmg TOTWTIR @%c‘gpmd DTONTZ),  FROIN BTN %éeﬁamﬁeﬁa.
SOTOTTHBNI— zf@w@ RN i@ﬁoﬁ@ TOFT DT, SBT3 ©ORT TR TOFT DTONTY” 20
OIIE TRWIY. DY, IBAIIPY TROD:  DTWOFNTT,  Foderery  Ped,  BOFWTHT
THINPNIDTOTION WIETHOTHP ST, ‘TALIRTITEONY DTW LOTRPI.
PUTTEOTONRL TBATB wWif B3 NCOT WOINTRY, PR, VTTROOR BVITY, ©TOBI,
QTORTT.

IR dredfly Saamleerad | Sy ureag - I yeas f2er ||83||
R0 DTOTT WITPT WP NMPTTHR, ABONRY. TBATBY, DFTOING WTBPIOMITT.



71 Shodha vijaya

AWOOT RIT VI3 FLWTLI), WOBD, T ©IJT WY BRMPYDY. Nede TRIIT WONNTIR,!
O BROLTUER. TS 20TTC TRFTOT  XIT WRIROD. TN TAFTRNTIE TFE
ﬁmﬁ:’gﬁm&mwe&. PRr0 TRTTIEOZ YYONR JND DB ATJFTD D0 NTHEE  FORNS.
mdéewegoﬁae TEOT. TWAORNY 3 0MOTIOT V0T, mdmmmﬂ QINTTOINYY  BOWWTH
306e3 8% VY TONE WBHILRVPNY, TomeN CRAONNTR TR QTTI” D0 LOBNITR,
ReOFLRNT. TBITMTI, RO, FTH, Re0HT TPOTTHWH JpeB V0TI, TLTBI), SR
TOEDSODTY, TEOINTVT 20TR FXHFBTONT.
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3 ibid, Pages 269, 270.
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Social themes reflected in Vijayanagara

Karnata empire’s theatre Plays

- Smt. Nagaranjitha S, Varanasi.

Abstract

This research article is an exploratory attempt to identify and analyze the social themes, values
and concerns relating to society in the plays written during the Vijayanagara Karnata dynasty
period. The study tries to throw light on some of the rare plays that resonate with the objective

of the article.

Keywords
Social  themes, Vijayanagara Karnata era, Vijayanagara literature, Plays,

Literature, Vijayanagara Society, Literature, Society

Objectives
e To identify and analyze the plays from the Vijayanagara period that feature social
themes.

e To understand the role of performing arts in strengthening society.

Methodology
Methodology used is the qualitative analysis to analyze the plots of the plays for their social
themes and to contextualize them with a cultural perspective, interpret the societal norms and

values depicted in the plays.
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Review of literature

The Vijayanagara period is celebrated for its cultural and literary achievements.
B A Saletore’s comprehensive work on social and political life in Vijayanagara
empire provides valuable insights into social life and the importance of literature
in reflecting and shaping societal values. His work reveals patronage of art and
about poets and playwrights too. However, there is limited focus on study

pertaining to social themes in its literature. Existing research lacks a detailed

analysis of plays like  “Mallikamaruta”,  “Vasantatilakam”  and
“Smgdmbhzlsanam ”,
Scope

The paper emphasizes the role of performing arts in reflecting and shaping
societal values which are less explored in existing works. It also addresses the
misconceptions about the status and roles of women in Vijayanagar period by
highlighting their portrayal in the literature. It highlights the innovative
experimentations away from the traditional scripts tried by playwrights of the
period.

This paper fills the gap by examining how these plays reflect societal norms,
gender roles, and the influence of performing arts on society, contributing to a
deeper understanding of Vijayanagar’s cultural heritage by providing a

comprehensive understanding of the society of that era through these plays.

Limitation

Dramas considered are the ones belonging between 14™ to 16™ CE which is considered the
Vijayanagar period. (Among very few prakaranas available on print Mallikamariita, a
prakarana written by Uddhanda during latter half of 15" CE, Vasantatilakar by Varadacarya

and S'rﬁgdrabhﬁsanam by Bhattavamana Bana'. The other social plays like

! More information pertaining to bhana of Vijayanagar period can be obtained from K. V.
Ramakrishnamacharyulu’s work called Bhanavanmayacaritam published by Sanskrit Academy,
Hyderabad.
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Srigararasodayabhdnah by Lingamagunta Ramakavi is published yet unavailable and Vita
nidra is an incomplete work. More such works preserved in various manuscript libraries are
still unpublished (Ramakrishnamacharyulu, 2010, p. 36) limiting the current study to

availability of few above mentioned publications.

Introduction
Bharata in Natyasastra categorizes ten different kinds of plays namely nataka, prakarana,
vyayoga, anka, vyayoga, bhana, samavakara, vithi, prahasana, dima and ihamrga (Ghosh,
2016, p. 474) . Each of these riipakas and their characteristic features are discussed by Bharata
in detail in the chapter dasariapakavidhanam. Among these ten kinds of plays called the
dasarupakas, some are characterized to be meant as social plays. For example, the Prakarana
is the one which contain original stories, drawn from the real-life incidences with a hero who
is not of an exalted kind (Ghosh, 2016, p.482). Bharata indicates that the hero in this kind of
play must be a priest, a merchant, a soldier, or a minister, as per the following verse:
“Vipravinaksacivanam purohitamdatyasarthavahandam
caritam yannaikavidham jiieyam tat prakaranam nama
nodattanayakakrtam na divyacaritam na rajasambhogam
bahyajanasamprayogam tad jiieyam prakaranam tajiiaih”
(Unni, 2014, p. 986)
Translation: A prakarana is the story of people of different classes in the society like a scholar,
a chief priest, a minister, a commander-in-chief, a leader of the army, or a charioteer of a king.
It’s neither about any superheroes nor great kings. It is that play which is not divine, not royal
in nature, not for the pleasure of the king, but the story of common people.
Hence it is the story that revolves around society, its people, and their problems. V. Raghavan
calls prakarana as a “social play” (Raghavan, The Social Play in Sanskrit, 1966, p. 1). Further
through plot bifurcations called the adhikarika® and the prasangika?® he classifies the plays into
the heroic and the social types. Hence according to V. Raghavan nataka, vyayoga, samavakara,
dima, ihamrga and anka are the heroic and prakarana, prahasana, bhana and vithi are the

social type of dramas.

! Adhikarika is the principal plot which has the reason of attaining a particular result. These plots are
heroic where the hero attains a result (phala) at the end.

2 Prasangika is the incidental or the subsidiary plot. In these plots the incidents are subsidiary which is
helping some other plot. So, the plots other than principal are all Prasangika or incidental plots.
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Manomohan Ghosh in his introduction to the first volume of Natyasastra translation, hints that
prakarana, anka, prahasana, bhana and vithi are the kind of plays that could contain the social
themes in them (Ghosh, 2016, p. x1ii). He calls a rakarana as the one whose plot is inspired
by life incidences, and mostly based on the theme of love; an utsrstikarnka or an anka as the
kind of play that contains only human as characters; a prahasana as the one that contains
sectarian teachers among others; a bhana as the one that has monologues and adventure of
oneself or others; a vithi as the one with superior, middling and the inferior characters.
Raghavan also discusses characteristics of a few of these social plays that: a prakarana exhibits
realism of society unlike the idealism that is witnessed in nataka (Raghavan, The Social Play
in Sanskrit, 1966, p. 2). Whereas bhana are the monologues where the actor connects with the
audience and narrates his amorous adventures. According to his analysis the prahasana is a
farce which is woven with the stories that narrate the misconduct of a certain class of people in
the society who are below the royal class. He even adds that it also includes mockery of
aristocratic life that offers possibility of humor.

Thus, social play is the one which reflects society, which contains realistic and human centric
themes, ordinary characters, human conflicts, emotions, dilemma, everyday challenges faced
by the people, humor incorporated to criticize certain aspects of the society, portray
misconducts of society or mockery of those malpractices in the society which is relatable
among the audience. They provide insights into actions of people from various social strata and
valuable reflection of society and human nature. Thus, these references collectively reveal that

bhana, prakarana, and prahasana genres are infused with such social themes.

Plays of Vijayanagara period*

The Vijayanagara Karndata empire that originated during 1336 CE had spread till Malabar,
Coromandel, and the Travancore regions until 1570 CE (Sewell, 2011, p. 25). Playwrights
wrote not only Sanskrit but also in Kannada and Telugu during this period (Ayyangar, 1919).
The era witnessed some of the greatest poets, authors, and moralists whose literary works
reflect on societal aspects (Saletore, 1934, p. 58). Vijayanagara kings encouraged not only
Sanskrit literature but also Kannada and Telugu languages (University of Mysore
Encyclopedia, 2017). Allasani Peddana’s  Manucaritamu, Nandi  Timmana’s

Parijatapaharanamu, Acyutarayabhudaya of Rajanatha Dindima, works of Krishnadevaraya?

114%™ to 16" CE
2 For more details on works of Krishnadevaraya an article titled “The literary achievements of
Krishnadevaraya” written by the researcher and published by Noopurabhramari in this edition.
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of Tuluva dynasty like Amuktamalyada, Madalasa Caritam, Rasamaifijari, Jambavati
Parinayam, Satyavadhii Parinayam, Sakalakatha Sarasangraham are some of the literature
masterpieces of the era (Ramaraju, 1969)*. Unfortunately, Madalasa Caritam and Satyavadhii
Parinayam are lost irretrievably (Ramaraju, 1969, p. III).

The theatre literature from the period encompassed a wide array of play genres, such as nataka,
prakarana, prahasana, and bhana and so on. Some of the available natakas are Jambavati
Parinayam by Krishnadevaraya, Varadambikd Parinayam by Tirumalamba and,
Unmattaraghava by Bhasakara kavi (Ayyangar, 1919, p. Content Page). A prakarana named
Mallikamarutam by Uddhanda, prahasana named Somavalli Yogananda written by
Arunagirinatha Dindima Bhattaraka and the bhanas like Vasantatilakam by Varaddcarya and
Srigarabhiisanar by Vamanabhattabhdna are some of the available plays of this period.

The literature was written not only of the ripaka genre, but also of the uparipaka tradition
(Upadhyay, 1991, pp. 365-436). Upariipakas are a subsidiary form of drama tradition which
predominantly contain music and dance that included a wide array of performance varieties
(Raghavan, Splendours of Indian Dance, 2004, pp. 195-215) viz., solo dances, group dances,
mono-acting, stick dances, rope dances and so on. Preksanaka is one such uparipaka
performed on either the streets or in the temple precincts. Raghavan mentions that a preksanaka
was the term used to refer to any stage performance which was irregular that did not meet the
criteria of a ripaka (Raghavan, Splendours of Indian Dance, 2004, p. 208). Unmattaraghava
written by king Viriipaksa of Vijayanagara, is an example of the same kind.

A theatre tradition called Kalapam also flourished during this period (Kothari, p. 3). As per
Sunil Kothari the treatre forms called Kuchipudi kalapam and Yaksagana evolved during the
same period, and he quotes an earliest reference to this kind of play which was presented before
the Vijayanagara king Narasa Nayaka. Parijatapaharanam that was popularized by
Siddhendra Yogi is another such kalapam that is believed to have its roots in Vijayanagara era
(Vokkarane, 2020). Kuchipudi that is one of the classical dances of today was once a part of
Yaksagana and Kalapam forms of traditional theatres (Gangopadhyay, 2020).

For clarity, accessibility, contextualization and analysis, the plots of some of these plays are

briefed out in next pages.

Y Jambavati Parinayam, Madalasa Caritam and Satyavadhii Parinayam were based on purdna stories
that were woven into beautiful theatricals that were presented during various festivals celebrated in
Vijayanagara Karndta empire.
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1. Plot of Mallikamaruta
The plot is about a hero named Maruta who happens to be the son of the minister of Kuntala
(Anantharaman, 2006, p. 4). He falls in love with the daughter of Visvavasu, a minister of
Chandravarma, the king of Vidyadhara named Mallika. There is another pair who are friends
with these two called Ramayantikd and Kalakantha. Kalakanta and Maruta are friends.
Sambaraka who also likes the heroine Mallika, is the villain who tries different ways to separate
these couples.
In the first act it is understood that Maruta is pining for his beloved Mallikd whom he has
already met at a hermitage.
“sa bala mama hrdayam tasminneva ksane pravistabhiit”

(Anantharaman, 2006, p. 34)
Translation: “that very second, that has girl entered into my heart”.
While in conversation with his friend Kalakantha, he learns about his love for a damsel named
Ramayantika. Marita receives a garland sent by Mallika through Kalindi, a disciple of
Mandakint, an ascetic. He sends across a gem necklace as a return gift to Mallika along with a
note that he belongs to her henceforth. Both friends depart for their midday bath. While Maruta
attempts to paint Mallika’s portrait on a painting board, one is already sent by the king through
Bhramaraka for him.
Further in act two, Mallika is in conversation with her two friends Navamallika and Kalindi.
While Navamallika is on her way to get the painting requisites for Mallika, Sarika, a disciple
of Mandakini arrives to see her. She gives a gift box made of ivory to Mallika which contains
a celestial garment. Mallika on opening the box finds that there is Maruta s painting on it and
finds a damsel portrait next to him. Unknown about who that is, she doubts that it would be
someone else that he loves. But Kalindi consoles her affirming Maruta’s love for her.
Bhramaraka enters and assures Maruta’s love for her and gives the gem necklace gifted by
Maruta to her:

“tatasca priyamitrena nathakalakanthena naisdstye nivarite nivrttastasmat simantamani
nivesaprayasat mahabhdagaya eva yogya iti ahametasya dane djnaptosmi”

(Anantharaman, 2006, p. 97)
Translation: "Furthermore, this (gem) is being presented to the maiden by a dear friend on
behalf of his friend".
In the third Act a meeting of both Mallika and Maruta will be arranged made by Mandakini in
the garden. Hiding in the garden, Maruta watches Mallika as she departs after paying respects

to the jasmine creeper, the place where she was found as an infant by her father. Pining in
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separation he faints and Mallika rushes to his rescue. While Mallika, Maruta and all their
friends are in the garden and are happy about the union of Maruta and Mallika, they hear about
two intoxicated elephants approaching the Vasantavana:
“padagrakrantadehatrutanacatacatatkurvadasthipramathyan nisadantorusandhah kimapi
tanumatah pistapesam pinasti”’
(Anantharaman, 2006, p. 151)
Translation: “A blind elephant, thoroughly intoxicated, strayed by tripping over the foot of a
tree and a protruding root, then pulverized something like a stony rock”.
The elephants get subdued by Maruta and Kalakantha.
In the fourth act, while Maruta and Bhramaraka are discussing about the intoxicated elephants,
a mahout named Kalavingaka comes to Maruta and Bhramaraka, in the guise of a brahmana,
and says that a man got killed while trying to rescue him while taking a holy dip in river Garnga.
Maruta assumes that it is his friend Kalakantha and mourns deeply. Mahout goes to do the
same with Mallika so that she gives up on Maruta and turns towards Sambaraka. Just when
Maruta is lamenting over his death, Kalakantha comes there and consoles him: The deceitful
tricks of Sambaraka are understood by both:
“manye, kukanavida sambarakantevasinakalavingakena vipralabdhah priyavayasyah”™
(Anantharaman, 2006, p. 172)
Translation: “I think, this is all the trick of Sambharaka, just like a deer is tricked by a painted
tiger, so too is my dear friend tricked”.
They go to Mallikd and meet her. Everyone is distressed about the elephant incident and
Sambaraka, who has teamed up with Ramayantika s brother Rudrarata. However, all return to
their residences.
In act five, Maruta goes to a temple to pray to devi and suddenly sees a bright flash of light:
“koyam tadidaloka iva pratihanti nayanarasminakimpacanaprakasah”
(Anantharaman, 2006, p. 198)
Translation: “Who strikes as if a lightning bolt and what kind of radiance is this eye beam?”.
He finds that lord Siva himself is being welcomed by the devi lord Katyayini where Indra and
all other devata have come to worship Siva and devi. Maruta is startled by his vision. When he
opens his eyes after praying, he finds no one around. He decides to offer his head to the goddess
to please her. Just when he is about to hit his head with the sword, he discerns screams of
Mallika who is being abducted by a demon and being flown above into the sky:
“kathamayam gaganagocarah karunakaruno mallikayah svarah?”

(Anantharaman, 2006, p. 206)
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Translation: “Those painful screams coming from the skies belong to Mallika, don’t they?”.
Maruta tries to rescue her, and the demon takes him away. Manddakini provides divine powers
to Maruta with which he fights back the demon and kills him. Mallika returns to her parents
after this.
In act six, apprehensive Maruta is pleased by Mallika and then her friends get her ready for the
marriage. The act ends with both enjoying the beautiful precincts of the marriage
(Anantharaman, 2006, p. 261).
In seventh act Kalakantha in the guise of Mandakini discerns Ramayantika confessing her love
for Kalakantha and Kalindi assures to unite them. Kalakantha and Ramayantikd unite after
Ramayantika finds that it is Kalakantha in the guise of Mandakini. While both are happy,
Kalavingaka is beaten up by Bhramaraka. Meanwhile Sumbaraka is being tied to Tamdla tree:
“atha ardhamuktanidranam cetakavarsavaranam pravrtte kolahale ahamapi
prasamitapradipah timire nirgatya tatksanam tamalalambitam sambarakakrandanandikarno
Jhatityagatosmi”

(Anantharaman, 2006, p. 298).
Translation: “While the rain poured down and people in a slumber, I emerged from the
darkness. I tied Sumbaraka to a tamarind tree, and now I'm delighted to hear him scream”.
In the eighth act, Mallika is mysteriously taken away while she was spending time with Maruta.
All the friends get confused when Maruta laments and explains what had just happened
(Anantharaman, 2006, p. 330). Sarasika suggests they all go see Manddkini to seek help.
In the ninth act, Maruta is inconsolable and is wandering in places as if he has gone mad.
Unable to see his friend’s condition Kalakantha also tries to jump off the mountain cliff.
Mallika's friends who were searching for her also try follow Kalakantha. Even more, Maruta
assumes that Mallika has been gulped by the fire or Earth. Just then Mallika appears dressed in
gem necklace that he had presented (Anantharaman, 2006, p. 367). Mandakini arrives with her.
Everybody wants to know what mystery had just happened, but they are directed to meet the
king first and console him.
In the tenth act, Mandakini narrates the mysterious story of a curse and previous birth to
everybody. When Mallika finally wears the gem necklace everyone regains consciousness and

wakes up to learn about the recovery from the curse (Anantharaman, 2006, p. 409).
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2. Plot of Srrgarabhiisanari
The plot of Srigarabhiisanar is set in the city of Vijayanagara. The hero Vilasasekhara has
been invited to attend a grand festive celebration of prathamartavamahotsava®:
” purvedhyuh pratyusavelayameva sakhyah kanakamanjariduhituranangamanjaryoh
prathamartavamahotsavam sambhavayitum nimantritosmi”’

(Sharma S. , 2005, p. 33).
Translation: “I have been invited to attend the (prathamartavamahotsava) first menstruation
festival of Kanakamanjari's daughter and Anangamarijari, just at evening”.
He sets off in the morning and walks along the courtesan quarters. He first sees Malayavati and
then Kamalavati with whom he has a short conversation and moves ahead. He meets
Mandaraka a brahmana vita and praises him for his choice of profession as a wiser one. Further
he meets yet another couple of courtesans called Ratnavali and Kanakalata. The conversation
with the courtesans is all about amour. He finds Indumati playing the kandukakrida®. He
hurries further to the event location and meets Vasantikd on her terrace who is enjoying the
beauty of the spring and the beauty of blossomed bunch of flowers.
Further he sees Kalakanthi hitting Dhanamitra with a garland. He interrupts and reunites them.
Next, he sees Balacandrika going towards Rangasala. Just as he is wishing to go and watch
the dance training given by his friend Ganadatta, Ganadatta himself comes in front of him and
invites to watch his student perform. Vilasasekhara will be more than pleased to watch
Balacandrika's performance:

“hrdyam mandalasausthavam sulalitah praudhangahdarakamo
nyasastalalayanvitascaranayormanjuh kvanannipuram)|

tatdbhavavisesasaurabhajuso ramya drsorvibhramah

B2

sakutasmitacariuvakrakamalam sravyam ca gitamrtam||53

(Sharma S. , 2005, pp. 73-77).

Translation: Her mandala sthana or the stance is very beautiful with lot of sausthava,

complex/matured angahara patterns are formed effortlessly; movement of legs is in proper

rhythm and tempo; the anklets are creating beautiful melody; the eye glances are expressing
the emotions aptly; the lotus like face with a smile and the song are like amyta®.

He praises the ease with which she moves, her rhythm sense, her expressions, eye movement

and her music. He opines that it’s an icing on the cake if the dancer is also versed in music. He

! A ceremony is performed when a girl begins to menstruate.
2 A game played that involves use of a ball.
% An immortal nectar
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takes a leave from there and proceeds further. He hears Hindolagana from Makaranda’s house
where Mandarika and Makaranda are enjoying the Vasantadolavihara® with the music. He
appreciates the music and by that time it is already noon and so decides to take rest at
Candravati’s house (Sharma S. , 2005, p. 88). He is impressed with the facilities, grandeur,
serenity, and tranquility in the house. He admires the garden that has numerous trees, which
provide shade to the house. The house also features a bar counter and a birdbath. He
enthusiastically remarks that looking at her house feels like a celebration.
Having taken a leave from there he walks ahead to see that an old courtesan by name Vetravati
with a complaint letter in her hand is dragging Madhavadatta towards the court (Sharma S. ,
2005, p. 90). Vilasasekhara stops them with an intention to help Madhavadatta. Vetravati’s
complaint is that Madhavadatta had accepted Vetravatis daughter Navamalika as a wife.
However, he is unable to keep up with the agreement made and does not pay a penny to
Vetravati. Vilasasekhara carefully reads the agreement called kalatrapatra made earlier:
“svasti samastabhuvanamohane manmathanamanisamvatsare
Vijayanagaraavasimadhavadatto vetravatiduhiturnavamallikayah kalatrapatramarpayti —
sanmasaniyamastu me pranayini sasvatpananam Satam dasyami pratimasamindudhavalam
dhautam dukuladvayam. Malyam niitanamanvaham mrgamdam karpiiravitisatam
yvaccabhipsitamanyathd punarsau sarvam ca me dasyati. iti. bhadra, Madhavadatta. na
hyanti likhitvavyavaharah”

(Sharma S. , 2005, pp. 91-92)
Translation: "May there be well-being, hail the one captivating the entire world, in the
delightful year named Manmathanama. In the city of Vijayanagaraa, Madhavadatta, offers
Kalatrapatra to Vetravati's daughter, Mallika. May my beloved observe the six months' ritual,
and I shall gift her a hundred silver coins every month, along with a freshly woven garland,
musk, and other cosmetics, as she wishes. Thus, Madhavadatta. No agreements are as binding
as those not put in writing".
Agreeing with Vetravati that Madhavadatta cannot violate the agreement, he manages to
convince Vetravati to forgive Madhavadatta as he is poor.
After this incident as he walks towards the destination, he witnesses two goat fight —
Mesayuddha, rooster fight — kukkuta yuddha and then the wrestlers wrestling — mallayuddha
and two men named Candrasena and Mdadhavasena fighting with sword to win a lady called

Malati’s hand in which Candrasena emerges victorious (Sharma S. , 2005, pp. 94-96). He is

! A springtime recreation involving swings that people enjoy.
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amazed to see all those fights and hears to a melodious music of Marijubhasini who is playing
vind and singing along.
Finally, he reaches his destination, Kamamarijari's house where the festive has started and the
auspicious place is filled with the sounds of playing Mrdanga:
“idam kilaviratahanyamanamangalamyrdanganindadajanitakarnaparanam”
(Sharma S. , 2005, p. 106).
Translation: “This continuously played auspicious mrdanga is delightful to the ears”.
Ladies are instructing about decorative arrangements. Samisaratarumarnjar?’s daughter
Anangamarijart has been nicely dressed and is sitting on a majestic chair. She had been dressed
in a beautiful attire, kastiri tilaka on her forehead and a garland of red lotuses. Vilasasekhara
thinks that she looks as much superior as a queen: “
esa mangalamajjanena visada pattasukodbhasini kastiritilakatiramyavadana
puspabhiramalaka| kasmirakalitangaragarucira kadrlaramalavati mirta Sambaravairino
vijayate samrajyalaksmiriva” ||
(Sharma S. , 2005, p. 109)
Translation: “Having bathed with auspicious water, wearing pure garment, adorned with
saffron, with a beautiful face shining, wearing a garland of lovely flowers, and body smeared
with a Kashmiri cosmetic, she looks absolutely like a goddess”.
Vilasasekhara is overwhelmed to see Anangamarijart and blesses her with full heart. He too is

greeted by her mother and is fondly acknowledged for attending the festival. Thus ends the
play.

3. Plot of Vasantatilakam
Vaasantatilakam play is set in the city of Kanci. Plot of Vasantatilakar is that the hero
Srigarasekhara is invited to attend a prathamarangarohana® of the heroine Vasantika (Sharma
D., 1868, p. 22). He sets off in the morning to attend the event. Mesmerized by the beautiful
scenery around Karici, and the arrival of the spring season, he becomes captivated by the
beautiful landscapes of the city. Passing through one of the streets he sees a lady called
Citralekhd, who with her friends is reminiscing about the days in her maiden home, her youth,
and her happy wedded life with her husband and so on. After praising her skillful words, he
moves on further and passes through courtesan’s quarters where he hears a talented vina player

called Vinavati who can sing along while playing her instrument. Praising her capabilities of

! First stage performance
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singing along with playing instrument he goes ahead and finds a rooster fight going on. From
there he proceeds to meet one of his nice friends in the past called 7aravali whom he admires
a lot and has been seeing after a long time and wishes for a serendipitous encounter which
happens. However, Taravali appears not so pleased with him, so he refrains himself from
further argument and escapes the quarrel and sighs in relief:
“Kathamapi kalasarppamukhanniskrantosmisakhedam”

(Sharma D. , 1868, p. 19).
Translation: “Somehow, I have emerged from the mouth of the time serpent in distress.”

As he moves ahead, he witnesses a place where the roosters are trained by a talented trainer:
“etatkim kukkutopadhyayasiksitakutilavidyadarsanasthanam|” (Sharma D. , 1868, p. 18).
Translation: “What is this? It is the place to view the strange talent of rooster fight, trained by

the trainer”.
On hearing a lot of commotion among the gathered crowd, he enquires a lady called
Candrasena about it and learns that there is a rooster fight between the two teams going on
which is being watched by the crowd in full spirit. At last, when one of the roosters makes the
winning blow on its enemy, and emerges victorious in the fight, the crowd erupts into joyful
cheers. After this sequence the play proceeds further to describe the music of a beautiful vina
player who could sing along while she played the instrument, and whose music, he listens with
utmost gratification:
“Sakhi kantimati, kaisa vinavatiya saha vinamupagiyamana simantini? "’

(Sharma D. , 1868, p. 21)
Translation: Sakhi Kantimati, how does she, along with the vina, sing while playing the vina?".
Srigarasekhara is stunned by her talent. Just after appreciating her music, he gets into another
matter regarding a priest (vipra) named Vasantaydji whose proceedings with courtesan quarters
are considered noble. So, he is told that considering the general societal morale that lady of the
house follows the man’s footsteps, the lady also followed him and joined the courtesan quarters:

Kim bravisi? athaisd tasya dharmapatniprativratanam pattyuranusaranameva paramo
dharma iti svayampyetam vesyavatikam pravisya vasantakalikanam bhiitva vesyadharmena
vartat iti. Saparitosam.

(Sharma D. , 1868, p. 22)
Translation: “What do you say? She, too, declares that following her husband's path is the
ultimate duty, and thus, having herself entered a courtesan quarter, she lives as a courtesan,

serving the pleasure of those who visit during springtime, with all contentment.”
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Further he witnesses a person with unusual characteristics and an unsettling appearance whom
he sees with both fear and curiosity:

“Vikatapadavinyasamukharalohaniupurah karnalambamanadhattirakusumah
kaksanihitabhujangapetikah karakalitakalayasavalayajato
vividhausadharasakasayagandhikalevarah satoparacita vividhadesabhasa kascidahitundaka
diitaevabhivartate

(Sharma D. , 1868, p. 25).
Translation: “A charmer with a broad range of knowledge, adorned with copper anklets,
earrings hanging down to the ears, a bunch of flowers, a bracelet on a thin wrist, a ring on a
well-shaped finger, and with bracelets on the upper arm, skilled in the art of drawing lines with
henna, possessing various types of fragrances, an expert in applying cosmetics, and skilled in
various languages from different lands, someone who holds a little mirror, approaches with
confidence.”
The hero learns that he is a snake charmer. Startled by the snake charmer’s outfit he hurriedly
moved ahead where he witnesses people running away in panic. On enquiring about it from
Madanamarijari he understands that it’s an angry elephant around that’s caused the panic. He
observes that even the buildings are trembling with the elephant running around. He reminds
himself of advice that whenever a furious king and an intoxicated elephant are witnessed,
should leave the place behind. Just by then an old man takes control of the elephant skillfully:

“re re nisadinah simhapatah Srnkhalah simhamudrayatavadenam sthiritkaromi
nigrhitamagatya dantayoh simhapatam sankalyya srikhalaya caranayornibandhya ca nih
sankamaruhya karagrham niyatamayam dusta gajaiti sadhu mantrika sadhu”

(Sharma D. , 1868, p. 29).
Translation: "Hey there, I will capture and firmly bind this hunters' lion's snare and shall
transport this wicked elephant to the elephant stable."
Further he comes to a place where he witnesses a festive celebration where young girls are
wearing pretty ornaments, anklets and foreheads adorned with sandalwood and saffron tilaka
and taking part in kandukakrida. A lady called Harini extends her hospitality, inviting him to
take a rest at her place. Though pleased by her words of praise, refusing to stop, he makes a
quick conversation with her and moves ahead to attend the event. He meets a friend called
Ranganatha from whom he understands about Taravali who got subdued by a hypnotist. With
pitiable thoughts of hers, he continues further.
He rests in the garden for some time watching around and observing everyone in the garden,

and he moves further where on his way he witnesses two wrestlers wrestling (mallayuddha),
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two fighting goats (mesayuddha). He explains the vigor with which they are fighting. Then he
discerns a beautiful voice. He praises a lady Mandaramalike for her beautiful musical rendition
and takes a leave from there. He sees his friend Vilasavira having an argument with Vilasavati.
He advises him to proceed wisely while arguing with the lady beloved and leaves.
Just by then he sees the betel nut supplier of Vasantasena is coming quickly. He conveys
Srigarasekhara to hurry up to join the show. When he questions the reason for hurrying, he
understands that it’s about Bhagavan Varadardja coming to witness the show. Bhagavan
Varadaraja here in the play is a theatre person who is well-known for his divine plays. Thrilled
by his arrival as a guest, Sringdrasekhara enters the mandapa where the event is taking place:
Sambhavitam sapadi harmyatalambimanai
rdvaram nikhat kadaltyugalabhiramam|
stambhavali ca riciravimalairdukiilai
rvarnyata hanta vacasa kathamasya laksmih||
(Sharma D. , 1868, p. 52)
"How beautiful is this mansion, adorned at once with a grand arch and turret, with a door
framed by graceful pairs of banana trees. Pillars splendidly arrayed in various colors adorn it.
Alas, how shall I describe the grandeur of this abode with words!".
He thus describes the beauty of the theatre and the beauty of the ladies assembled inside, who
are not only native ladies from Karnataka but also those who have arrived from various other
far-off places like Nepal:
“kim bravisi, svabhinnakevalamekasmadanyebhyopi desebhyah samagatah vildasinih pasya”
(Sharma D. , 1868, p. 52).
Translation: what are you saying? Look at the ladies who have come not only from our country
but also from the others.”
Asking his friend not to assume that he cannot describe the women who have arrived from
another region, he exhibits his extempore talent in poetry to his friend:
kalpitacandanatilakam karnaparisphurita kanakatatankam|
kalusayati manasammekantam karndta kaminivadanam||
nepali gandapalisu kastiuripankavindavah|
vadanti madanebhasya madanisyadinim dasam)||
(Sharma D. , 1868, p. 53)
Translation: The girls of Karnataka with the sandal tilaka on the forehead and the golden
earrings that they adorn, they stir the lone hearts. The very sight of the Nepali girls wearing

kastiri tilaka, speaking in groups, is enthralling.
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Thus, engaged in a lighter conversation with the friend he enters the samdja or the assembly
hall. Having entered inside and he finds himself already late to the event.
Sringarasekhara gets delighted that the chief guest Varadaraja has presented the dancer with

a fragrant garland woven by his beloved, along with an attire that is fully adorned and colorful:

i

“Sambhavayati bhagavan varadarajo drstadivyanrtyagitopyanena nrtyagitadinasantustah
(Sharma D. , 1868, p. 57)
Translation: "The gracious Lord, Bhagavan Varadaraja, is content with the divine dance and
song that he has witnessed."
Beside Vasantasend he sees the beautiful damsel Vasantika by the stage who is an expert in
dancing, vocal, and instrumental music. He is enthralled by her grace. After observing such a
beautiful maiden, he concludes that the purpose of his gaze has been fulfilled. He deduces from
the guest's conversation that her dance had been executed with such grace and perfection that
it left a deep impression on the guest. Unable to wait anymore, he speaks in her honor and
praises her accomplishment and offers her the kalatrapatra - an official document that records
an agreement to accept a courtesan as a wife:

Svasti samastabhuvanaikavirahariharahiranyagarbhavacanavamangavaksasthalasthapita
Jjayastambhasambarabhidisarvabhaumapadamanubhati madhuradhanusi makaradhvaje
madhumasapaurnamdasyam kancipurivastavyah srngarasekharo vasantikayai
kalatrapatramarpayati.
masansapta mameyamastu dayita dasyami casyaisatam
dinaranpratimdasam varayugam nityam Satam vitikah |
amodam kusumam ca vancitamasau madhyenyamikseta ce
datvatadvigunam kalatratu punarmasaniyam sapta ca ||
ittham krtam Srngarasekharena

(Sharma D. , 1868, p. 58).
The play concludes with the maiden Vasantika joyfully accepting his proposal, to which her

mother and kin happily give their consent.

Diverse social themes within the plays

The plays under scrutiny provide vivid insights into the culture and society during the
Vijayanagara Karnata period. They portray a variety of characters, the circumstances they
encounter, the diverse social strata, underlying themes of hypocrisy, life in a courtesan quarter,

and many other intricacies. These plays also shed light on enduring and evolving social norms.
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a. Exhibiting cultural facets: In the cultural context the plays like Srrgarabhiisanarm and
Vasantatilakam appear as a colorful canvas on which the Vijayanagara society is painted
beautifully. The episodes of rooster fights, goats fight, sword fights, wrestlers fighting, girls
playing with ball, couple swinging on the swing, a dancer, a musician, a dance teacher, a snake
charmer, and an elephant tamer all of them portray the beauty of the multifaceted culture. The
zeal of the crowd watching those different kinds of fights signifies the cultural grandeur and
their shared cultural identity. The works capture the glory of cultural festivities celebrated
during that time. Two grand festivities like the Prathamarthava and Prathamarangarohana are
major festivities called as ‘mahotsava’. Along with these there are a few more mentioned like
vasantotsava, vasantadolavihara, kandukakrida and so on. The enthusiasm and fondness with
which the heroes of the two plays witness or set off to even attend those festivities are a
testament to their magnificence.

In Vasantatilakam the grand theatre in which the Prathamarangarohana mahotsava is
organized, or even venue where Prathamartavamahotsava happens in S'rﬂgdmbhﬁ,sanam and
Candravati’s house where Vilasasekhara rests for a while during the afternoon, are all beautiful
and elegant, as described in the plays. Candravati’s house even had a bar counter, a birdfeeder,
a playroom, which is remarkable. A breezy home even on a hot afternoon, and the presence of
so many amenities in a residential structure, all these captivate the architectural excellence
during this period. This unique feature reflects the lifestyles and societal norms of the era.

The Prathamarangarohana event was not only attended by the ladies from Karnataka but also
other regions. It shows how such events meant a platform for social connections and interaction
that took place during that time which was crucial for cultural exchange. The Nepali damsels’
beauty is described pleasingly in the play.

In Srigarabhiisanar a grand festival is celebrated when the girl attains puberty i.e., the
Prathamartavamahotsava. These celebrations are often known by different names in different
cultures®. Such celebrations often involve family or communal gatherings involving blessing
the girl entering new phase of life, the rituals, and cultural ceremonies. It symbolizes cultural
values and ideas of society. Such celebrations continue to be a part of the tradition till the
present day among various communities. It is interesting to know its trails in society of the

Vijayanagara empire as well.

! Celebration of a girl’s 15" birthday is called Quincearieras in Mexican culture. Bar Mitzvah is
celebration of a boy’s puberty on his 13" birthday in Jewish culture.
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Both bhana plays prominently showcase the exceptional dance and musical talents of the
artists, highlighting the results of their rigorous training and dedication. The performances
within these theatrical productions serve as a testament to the skill and artistry that the actors
and musicians have cultivated through years of practice. With intricate choreography, graceful
movements, and melodious tunes, these plays offer a vivid glimpse into the world of
performing arts during the Vijayanagara era, celebrating the devotion and proficiency of the
artists who brought these captivating narratives to life.

The skill set of people in society is exhibited in the plays. In Vasantatilakam the snake charmer
who also has different kinds of medicines with him; A daring elephant tamer who comes
suddenly out of the blue and takes control of the elephant when every other person is running
in panic. Sringarasekhara himself is a skilled poet who does an extempore to describe the girls
in the theatre. All these show the diverse skill sets present within society during that era. It
highlights the proficiency of individuals in various professions, emphasizing the multifaceted
talents and expertise of people in that society.

. Showcase of empowered women: The social themes addressed in Mallikamaruta,
Srngarabhiisanar and Vasantatilakam are significant as they address some historical contexts.
Some statements in the historical records regarding the women of Vijayanagara are misleading,
that they were suppressed and were victimized of dowry and child marriages (R, 2016) and so
on. There is enough evidence to show that the condition of women in Vijayanagara period were
much empowered. The era witnessed women who were greatly formidable, actively engaged
in warfare, took part in administration, and were well read. Some of the outstanding literary
contributions found of the time are by the women. Queen Gangadevi’s Kamparayacaritam
(Ayyangar, 1919, p. 23) on achievements of her husband Kamparaya, son of Bukka, is an
epitome of Vijayanagara literature, showcasing literary achievement of women, highlighting
her profound intellect and mastery of classical Indian literature. Queen Tirumalamba who wrote
Varadambika Parinayam was an accomplished women poetess of Vijayanagara period (Sarup,
p. 4). Saletore quotes more such evidence:

“In A.D 1386, or thereabouts, Bommambe, wife of Mahavira Madarakala, continued the fight
in which her husband died and lost her life too” (Saletore, 1934, p. 162)

“An inscription dated A.D. 1378 says the following about her: The king Bukka s wife Honnayi,
in accomplishments like the science of love, in wisdom like the Védas” (Saletore, 1934, p. 163)
“Achyuta Rayas gift of Suvarnameéru was commemorated in a Sanskrit verse composed by

Voduva Tirumalamma (A.D 1533)” (Saletore, 1934, p. 163)
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The play Mallikamaruta portrays progressive men and empowered women who choose their
consorts according to their will and wish. Mallikamaruta stands out as a social play that reflect
the liberty that the women enjoyed during those times. The character Manddkini is so powerful
in Mallikamaruta that the entire plot, the happy ending of the drama is all dependent on her
deeds. She is the one who provides Mdaruta with supernatural powers to fight the demon. She
is the one who brings Mallika back when everyone has given up and is about to jump over the
cliff. Ultimately these serves the portrayal of women as a powerful character.
The signing of an agreement called Kalatrapatra described in both Syngarabhiisanam and
Vasantatilakam sheds light on the concept of lawful wedding of courtesans of Vijayanagara
period. A scrutiny of the Kalatrapatra format given in both the plays shows that their interests
were protected through clauses. Even Syngarabhiisanari provides with a similar kalatrapatra.
These show that even a courtesan profession was treated with dignity that had well defined
regulations that protected their rights. Those who violated these regulations were held
accountable and were prosecuted under the court of law.
Commitment towards strengthening society: The medium of theater holds significant
potential for engaging with social themes and effecting change by shaping public perspectives
and influencing policy decisions. The Kalapam of Vijayanagara provides one such example
which hints of the people suffering under a local chieftain (Kothari, p. 3). In prahasana kind of
play, if the situation sounds over the top, or very unlikely to happen in real life, then the
characters in the play require conviction to make that situation closer to the worldly. On the
other hand, the researcher concurs with the views of Ramakrishnamacharyulu®, that some
prahasana like this also offer to highlight the social absurdities and contradictions. Such
themes can give out moral lessons to the audience through humorous presentations with which
they can introspect their social behavior and choices. Ramakrishnamacharyulu opines that main
objective of Bhana and Prahasana were to throw light on the malpractices of the society and
inspire it towards the right direction and both forms adopt the humorous way to do the same:
“samdje sthitanam durdcaranam prakdasanena samdjasya samucite marge preranameva
ubhayoripi mukhyoddesah™
(Ramakrishnamacharyulu, 2010, p. 32)

! See introduction section in the previous page.
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Bhana being a social play, the syrgara theme brought with it is a wizard of the playwrights of
the Vijayanagara era. Because Syrigdra is considered as the king among all the rasas* (Ganesh,
2017, p. 103) for its ability to encapsulate the essence of all rasas within it. The format and
structure of these Bhdana is such that, the actor explains a situation that he encounters in his
society, or his judgement of the right and the wrong. The frequent use of the addressing phrase
'kim bravisi?' in each bhana implies an inherent emphasis on social interaction. Everytime the
hero of the play meets a person; he inquires to know their wellbeing and initiate a conversation.
He also provides some piece of advice during the conversation. It suggests the intention of
social connection and social concern. For example, S'rﬁgdms’ekham in Vasantatilakam advice
his friend Vilasavira to mind while arguing with a woman. Even during the elephant chase his
words hint that one must stay away from a furious king. Vilasasekhara advice Vetravati to
forgive Madhavabhatta even though he couldn’t keep up the agreement which was offense
against the law. These instances reveal about the character of a vifa.

The vitas possessed a high level of wisdom and understanding. Their ability to offer valuable
counsel on topics like interpersonal relationships and the behavior to adopt in various situations
reflects their intelligence and depth of knowledge. This suggests that the vifas are not merely
entertainers but also individuals with a keen awareness of human nature and societal dynamics,
making them well-respected and admired figures within their society. A vita was not only
capable of offering insightful advice but also engaged in societal critique, exposing social
hypocrisies, and demonstrating a sense of social responsibility and compassion.

Societal hypocrisy is when a society claims to uphold certain principles and morals but is
engaged in action that contradicts those values. Hypocrisy exists in different layers of a society,
both at corporate and personal levels. It is important to have an individual social commitment
towards its causes and consequences. The plays of Vijayanagara showcase a strong sense of
responsibility towards putting a check on such societal double standards. The traditional,
satirical, and social theatres of the present like Nautanki and Bhavai are the examples in which
the societal hypocrisies are highlighted. Such attempts in fact awaken the people of society
towards ethics and integrity.

Similar aspect of the societal criticism is showcased in the Vasantatilakarm. In the verse where
Srigarasekhara discerns about a vipra called Vasantaji and his wife, Srrigdrasekhara’s

sarcasm indicates to social hypocrisy related to traditional gender roles, societal expectations,

! The rasas, as defined in Natya$éastra, encompass eight distinct sentiments: s77igdra (romantic), hasya
(comic), karuna (pathetic), raudra (furious), vira (heroic), bhibatsa (odious), adbhuta (marvelous),
and bhayanaka (terrifying).
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strict moral and social standards, particularly for women, where women are expected to adhere
to their husband's path as their ultimate duty.

Prahasana such as Somavalli Yogananda written by Arunagirindatha Dindima Bhattaraka are
an example of humor utilized to showcase such societal hypocrisy. In this play a mendicant is
in love with a lady called Somavalli but doesn’t know whether she would reciprocate his love.
Then he has a line of visitors from different classes and occupations in society. A bhrahmana,
a merchant, a courtesan, a vulgarly mannered priest, and others who are all narrating the double
standards. Meanwhile, having disguised themselves, both set off to meet the other and midway
bump into each other. Clueless about each other’s disguise, they enter a conversation which
reveals their identity and eventually to be caught by the city guards. When they are taken and
presented before the king, he suggests Yogananda to give up his mendicancy and marry the
lady and live the life of a householder. The prahasana has various twists in the story woven
into the plot to show the brilliance of the writer who has observed the societal hypocrisy among
all classes of society and captured the possibilities of humor to portray them effectively.
Interestingly, bhana available of ancient times till fourteenth century are hardly about six in
numbers, however the bhana written between 14" and 16™ century are over fifteen. As per
Ramakrishnamacharyulu quoted earlier in the introduction section, the intention of bhdna is to
establish social awareness through humor and it appears that these plays have been used as a
platform to educate the society. Clearly there is a visible contribution of performing arts
towards maintaining social balance. Thus, plays of the Vijayanagara era play a vital role in
showing that the performing arts play a vital role in strengthening society by shedding light on
various odds and challenges facing society and its norms. They help in seeing the problems and
challenges society faces, as well as the way society functions. Since societal problems are ever
relevant, through these plays, one can learn about the issues and social rules of that time, which
in turn helps to understand present society better. If the scripts of other unpublished bhdanas are
procured and published, they would be very useful sources for the performing arts fraternity.

. Experimenting with theatre conventions: As discussed already regarding the format of
prakarana as per Natyasastra and other texts, they are primarily meant to explore and reflect
societal themes. However, the prakarana Mallikamaruta gives an impression of a slight
deviation from the conventional norms of the genre. In this play, the playwright boldly
experiments with the established format by portraying the hero Maruta as an ordinary man
who, fights against all odds, and finally attains supernatural powers to rescue his beloved from
a demon. This narrative deviation raises intriguing questions about the boundaries of societal

norms and the power of love to transcend them. Such experiments hold significant research



99 Shodha vijaya

potential, inviting a closer examination of the sociocultural context of the Vijayanagara era and
the motivations behind such innovative narrative choices. In prakarana literature, it is
conventionally expected to feature a non-exalted hero. However, in the case of 'Mallikamaruta,'
this traditional norm is subtly transcended. Maruta gains supernatural energies through
Mandakini to fight back the demon and save his lady. This way he is neither divinely born nor
he is helpless and vulnerable. There is a silent notion that an ordinary human can achieve
victory through virtuous qualities.

Such experimentation is seen in a few other dramas from the same era as Unmattardaghava
which is a kind of wupariipaka called preksanaka. 1t is written a Vijayanagara king named
Virtipaksa. The play was presented during the rathotsava of Tiruvannamalai (Upadhyay, 1991).
Here the story takes a turn according to the author’s imagination. In the play, when Sita is
abducted, Rama loses his sanity and laments. Laksmana, Sugriva and Hanumanta go after Sita
and bring her back, instead of Rama. In the entire plot Rama is neither involved in setu bandha’
nor fights with Ravana. It is others who do it for him.

Another play with the same name Unmattaraghava written by Bhasakara kavi during same
time also has a deviation in the plot. It is accounted that it was presented before Jagadguru
Vidyaranya (Upadhyay, 1991, p. 368). It is a one act preksanaka. In this version Sitd goes
missing in the forest when she is off to fetch flowers with her friend. However, due to
Diirvasamuni’s curse she turns into a deer. Rama is in distress and pain in Sita’s separation and
that is when Agastya muni blesses and turns Sitd back to human form. Here also the entire
narrative is imaginary, but it doesn’t affect the main plot. It goes like an anecdote along with
the main storyline.

A vyayoga of Vijayanagara period called Narakdasura Vijaya written by Dharmasiiri is said to
have been first played in front of the vidvadparisad on the auspicious occasion of Sarad Utsava
which means during the festival of Deepavali (Upadhyay, 1991, p. 396). Through Natyasastra
it is known that vyayoga is a one act play in which a battle or a combat is shown with a royal
sage or a seer as its hero and not a divine personality. So, evaluating the plot and the format of
Narakdsura Vijaya, Ramji Upadhyay has mentioned that the playwright has deviated from the
format of vya@yoga that has been followed in the realm of traditional Indian dramatic literature.
He says “kavi ko apni lekhani par natyocit niyantran nahi tha. Ve apni kavitalahari me vyayog
ke bharatiya vidhano ko nimajjit kar dete hai aur patonko varnanatmak avart me magn karne

me saphalta mante hai” (Upadhyay, 1991, p. 367).

! Construction of the bridge across the ocean to go to Larika as in the Ramayana of Valmiki.
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Bhana is bharati vrtti pradhana which a play presented predominantly through the mode of
dialogues. The essence of the play resides in its dialogues. In both the bhanas under study,
genius of their playwright shines. Unlike Mallikamaruta, which is ten acts long prakarana,
these plays encapsulate every dimension of beauty through vdacika or the dialogue. They paint
vivid picture of their era within the canvas of bhana keeping its structure intact. The dialogues
of the Vita in both the bhanas are written in such a way that it weaves practical wisdom into
the characters. The intelligence of the playwright is evident in their ability to weave such
dialogues and actions. By imparting valuable advice on interpersonal interactions and the need
for caution, the playwright not only entertains the audience but also imparts moral and social
lessons, enriching the depth and meaning of the play. This showcases the playwright's skill in
combining entertainment with insightful guidance.

However, Mallikamaruta excels in its portrayal of social relationships. The friendship between
Maruta and Kalakantha and the commitment that Mandakini holds to unite the protagonists
are remarkable. It is in this context that the writer transcends the frame of a prakarana to try
extraordinary possibilities to bring Maruta victorious and turns the play into a happy
conclusion.

By pushing the boundaries, innovating, and exploring uncharted creative territories, artists and
creators can pave the way for entirely new artistic forms and expressions to emerge.
Experimentations are important for this reason. Over time, those experiments have the potential
to give birth to a new genre of performing arts. As discussed earlier in this article, the fact that
the Kuchipudi kalapam Parijatapaharana can be traced back to Vijayanagara era indicates the
willingness of the artists of those time, to explore and create new forms of performances. Nandi
Thimmana's Parijatapaharanamu being one of the pioneer literary works of same time further
assures the innovation and exchange in the arts that was taking place. It suggests that artists
and performers were dynamic and did experiments by exchanging ideas and approaches, which
contributed to the development of unique art forms and styles. Even the 'styles' referred to in
present-day classical dances are mostly those which often originated as the creative works and
experiments of some veteran artists from the past and withstood the test of time, eventually
emerging as distinct genres.

Thus, through all such experimentations, the plays of the Vijayanagara Karndata era shed light
on the intricate interplay between tradition and innovation that were observed in theatricals of

that time.
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Conclusion

The playwrights of Vijayanagara time have treated their plays like a vast canvas to portray their
rich culture. Social themes portrayed in the plays of the Vijayanagara Karnata era, shed light
on the multifaceted nature of this culturally significant period in South Indian history. They
offer a panoramic view of society’s dynamics, intricacies, and its evolving nature during that
era. The plays not only serve as a mirror reflecting the cultural ethos of Vijayanagara but also
serve as a valuable historical record of the strong position of women in the society, and the
sense of social responsibility held by the individuals to mold the society as per the values and
ethics.

In the plays it is noticeable that the characters project human values, with embedded cultural
essence. For instance, the usage of language in Mallikamaruta is both Prakrit and Sanskrit
appropriate to the characters. In the two bhanas, both vita and vesya characters are
extraordinary persons in terms of knowledge and wisdom. They have traversed a life journey
parallel to that of an aristocrat in a society. Their sensibility towards society and their depth of
knowledge is not only limited to amour, music, and dance; but also extends into understanding
public and legal affairs. It shows that they were on par with any other profession of their times.
A strong interaction between the theatre and society is observed. The innovative approaches to
theatre conventions in these plays demonstrate the enduring significance of artistic expression
as a reflection of society's collective identity. Further, these dramatic works stand as
experimental arenas where theatre conventions were pushed, reshaped, and redefined. These
exhibit the transformative power of the performing arts to inform, inspire, and challenge the
norms and conventions of society throughout the ages.

The study has attempted to compile a valuable resource that can be utilized for the purposes of
historical reconstruction and reinterpretation, shedding light on the societal values of the
Vijayanagara Karnata era through the lens of dramatic literature. Some of the plays that are
unpublished and still preserved as manuscripts need attention and immediate publication so
that they are accessible by the scholarly people thus helping in reconstruction of a forgotten
genre of theatre. The study overall helps in enriching the appreciation of South India’s theatrical

heritage.
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Architecture and Sculptures Bridging
Artistical and Cultural Relation —

A study on Southern Tamil Nadu Temples
(1529 to 1736CE period)

- Smt. A R Rohini, Bengaluru

Abstract
The architecture and gallery of fascinating life-size sculptures in the temples of Tamil Nadu

adds to the uniqueness of ancient sculptures and is the intriguing topic of the present study and
investigation. The Ahdrya, or ornamentation of these elaborate stone sculptures, refers to a rich
tradition in dance and/or theatre, which will be examined. In the current study, an attempt is

also made to trace the cultural influence on these sculptures.

Keywords: Architecture, Pancasabha, Kuravanji, Dipalaksmi, Indian Temples, Kerala

sculptures, Sculptures, Tamil Nadu Temples, Art, Performing arts

Need of the study

The richness of detail in the architectural style, ornamentation and characters portrayed in the
larger-than-life sculptures, which are linked to theatre traditions, remain largely unrevealed and
very little research has been conducted on its relevance in these temples. Thus, the current

study is necessary.
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Objectives:
e To study the uniqueness of wooden architecture and to trace the evidence of the cultural
influence in the structure.
e To study the attributes of gigantic sculptures and to understand the significance and

symbolism of the larger-than-life sculptures placed in these temples.

Methodology:
In this work, historical and exploratory research methods were predominantly used. It explores
a thorough investigation of temple sculpture and its significance, in addition to a study of its
architectural influences through historical sources.
Field visits to Tamil Nadu’s temples were undertaken as part of Noopura Bhramari, IKS
Center's ‘Nrtyasilpa Yatre - phase 2°, which has impacted this study, documentation and
interpretation of sculptures. At least thirty-five temples in Tamil Nadu were visited?; yet only
the following ones were selected because of their distinctive architectural styles and massive
sculptures, which made them interesting research areas of study:

1. Thiruvanaikovil Jambukeswarar Temple

2. Tirunelveli Nellaiappar Temple

3. Krishnapuram Sri Venkatachalapathy Temple

4. Srivilliputhur Nachiyar (Andal) Temple

5. Kanyakumari Bhagavathi Amman Temple

6. Suchindram Sthanumalayan Temple and

7. Madurai Meenakshi Temple
(Despite obtaining a letter from the IKS division in Delhi, permission to photograph the
architecture and sculptures in the Suchindram Sthanumalayan Temple and Madurai Meenakshi

Temples was not granted. Thus, only analysis is provided.)

Introduction
Introduction
Tracing the history of sculptures from ancient times, one can find that sculptures can act as a
good basis for recreating and understanding our past. Kings of southern India have constructed
magnificent temples, along with innovations in architecture and sculpture, as a means of

acquiring legitimacy and popularity. The Colas, Pandyas, Ceras and Vijayanagara Karnata

! Read the methodology of Vasantotsava research article authored by Rohini A R, in this same book.
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Kings who ruled southern India were passionate builders of temples. The Temple architecture
flourished on a grand scale during these dynasties. Each dynasty's temple construction
demonstrated a distinct and evolving architectural style. These kings saw the temples as both
centres of economic activity and places of worship for their kingdoms. Tamil Nadu temples
reflect not only the people's social lives, lifestyles, customs and traditions but also their essence
as magnificent works of art.

The Vijayanagara Karnata dynasty who rose to prominence in 1336 and ruled until 1646 built
several temple complexes. There were several significant changes in temple building
throughout this period, including the addition of new buildings and structural alterations and
additions. The new developments of this period included tall Rayagopuram-s, Kalyana
Mantapa-s with intricately carved pillars, Vasanta Mangapa-s and a distinctive style in the
sculptures of deities, men, women, animals, Yali-s and social life depicting sculptures?;
embellishing various areas of the temple. The Madurai Nayaks reigned as the representative of
their overlords, the Vijayanagara Karnata Kings, from 1529 to 1736. These Nayaks were
renowned for their contributions to the arts and culture, for restoring temples that the Delhi
Sultans had destroyed and for establishing a distinctive architectural style. The focus of the
current study is some of Tamil Nadu temples’ outstanding examples of distinctive architecture
with massive sculptures of magnificent proportions constructed in the era of the Nayaks of

Madurai. The following sections discuss the temple architectural style's numerous facets.

Architecture

Tamra Sabha & Citra Sabha

It is generally believed that five important places - Pancha Sabha-s, where Lord Nataraja
danced are Sri Vadaranyeswarar Temple of Thiruvalangadu, Tillai Nataraja Temple of
Chidambaram, Meenakshi Sundareswarar Temple of Madurai, Nellaiappar Temple of
Tirunelveli and Kutralanathar Temple of Courtallam. They are also called as Ratna Sabha,
Kanaka Sabha, Rajata Sabha, Tamra Sabha, and Citra Sabha respectively. It's also noteworthy
to observe what Rajarajan says about the dancing halls in connection with these Sabha-s. He
mentions that these five places might have been considered Lord Nataraja's dancing place, but
there isn't a clear indication in literature or epigraphy to support the idea that they are

Paricanrtyasabha in the literal sense, given that several other sthala-s were also thought to be

! The study on the sculptures of the same era has been exhaustively dealt in the Noopura Bhramari IKS
Centre’s Nrtya silpa yatra series 2 -publication Silpa sodha Sangraha.
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the Lord's dancing venues. It may therefore have been a later tradition, originating in the
Vijayanagara Nayaka period, when a separate Sabha for the Lord of Dance, Nataraja, was
constructed in the Siva temple complex, leading to the cult's rise to prominence (Rajarajan,
2014, p.209).

The Tamra Sabha at Tirunelveli (Fig.1 & 2) is situated in the inner precincts or prakara of the
Nellaiappar Temple. The idols of Goddess Shivakamasundari and Lord Nataraja are brought
here for elaborate ceremonies on the festival of Arudhra darsanam or Tiruvadirai (on the full
moon night of Margali (Danurmasa) December — January months. This festival is celebrated
in both Kerala and Tamil Nadu. The Sabha built from wood is adorned with elaborate carvings
of characters from epics and puranic stories on its beams. The major display includes
representations of Dasavatara - ten incarnations of Lord Vishnu, stories from Ramayana and
Krishna avatara and Alvars. There are carvings of mortal, semi-divine and divine beings on
the brackets and copper sheets are used to roof the structure.

Another Sabha with comparable features is Citra Sabha in Kutralam (Fig.3 & 4); however,

paintings are displayed there rather than sculptures.

Fig. 1 & 2: Tamra Sabha, Nellaiappar temple, Tirunelveli
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These two temples' distinctive architectural features are strikingly comparable to Keralan

temples' Sr7 Kovil*, which has a rectangular shape. Sr7 Kovil is the core of a Kerala temple,
which has a sloping roof and a distinctive style characterized by the use of wood in the form

of panels, brackets, massive beams, rafters, pillars, ceilings, and brackets.

Nellaiappar temple and Andal temple

== Fig 5: Nellaiappar temple, Tirunelveli

The ceiling of the entrance mantapa of the
Nellaiappar temple in Tirunelveli has beautiful
wooden  carvings. The  engineering,
architecture and ornamental arts have come
together to create the temple ceilings. The
brackets, rafters and beams of the ceiling are
heavily decorated with a variety of wooden
| sculptures and designs, making for a truly
remarkable sight. There are four layers on each

side of the brackets, each containing rows of sculptures or other embellishments. Here is a vast

! The architectural style of Sr7 Kovil involves wooden roofs that are steep and pointed, and covered with
copper plates that extend beyond the walls. The shrine's exterior walls feature low relief work with lime
mortar and plaster, murals in soft, subdued colors are painted on the walls while the plaster was still
wet, as well as sculpted timber elements such as rafter ends, brackets, columns, door frames, and wall
plates - adds to the distinctive qualities of Kerala temples (Ambili S, 2023, p.267).
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display of hundreds of artistically carved wooden sculptures featuring, among other things,

puranic stories of gods, images of hunters, dancers, musicians, warriors, men on horses and

erotic sculptures (Fig. 6 & 7).

Fig 6:
Nellaiappar
temple,

Tirunelveli

Fig.7: Nellaiappar temple entrance, Tirunelveli

Another temple that takes pride in its wooden architectural style construction is the
Srivilliputhur Andal temple complex. The sculptures from the Nayaka period temple car were
dismantled and reassembled in the Vatapathrasayi temple's Agramantapa in the Andal temple

complex (Fig.8).
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Fig 8: Vatapathrasayi temple’s Agramantapa, Srivilliputhur

The Nayak Genealogy in Portrait Sculptures with Regional Influence in Sculpting

Royal personage in traditional Kerala attire

Fig. 9, 10, 11: Nellaiappar temple, Tirunelveli Fig.12: Kunhikuttam Thampuran?

Y(Hari & Hari, 2019)
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The Nayaka period is distinguished by the life-sized royal portraits with great detail of dress
and ornament that can be found in numerous south Indian temples from the latter 16" and 17"
centuries. This phenomenon is linked to the evolving nature of royalty in Tamil Nadu
throughout that era (Branfoot, 2002, p.242). The portrait sculptures of a group of ten men
resembling royal personage from the 17" CE representing a genealogy with one or more
attendants wearing their hair in the traditional side-knot fashion peculiar to Kerala, line the
corridor of the Nellaiappar temple that leads to the southern entrance of the adjacent Kantimati
Amman temple. The identity of these individuals is not supported by any concrete evidence.
The sheer number of members does, however, allow for a comparison to a comparable ten-
member Madurai Nayaka group in the Pudu mantapa of Madurai Meenakshi Temple
(Branfoot, 2012, p. 365) which includes — 1. Viswanatha Nayaka, 2. Kumara Krishnappa
Nayaka, 3. Veerappa Nayaka, 4. Krishnappa Nayaka, 5. Lingama Nayaka, 6. Krishnappa
Nayaka Il, 7. Kasturi Rangappa Nayaka, 8. Muthu Krishnappa Nayaka, 9. Muthu Veerappa
Nayaka, 10. Tirumala Nayaka (Krishnan, 2019, p.94, 95).

These sculptures are also found on the walls or columns of temples, usually in Anjali mudra /
Namaskara, which shows devotion and salutation to the divine. These features can be attributed
to Kerala’s influence during the 16" and 17" centuries when three significant dynasties of rulers
ruled Kerala - the Rajas of Venad in the south, the Zamorins of Calicut in the north and the
Rajas of Cochin in the center. During this time, the Nayakas of Madurai, who ruled over the
surrounding regions of Tamil Nadu received tribute from the Venad rulers. The Kalkulam
branch of the Venad ruling family was the most significant one which was centered near
Kanyakumari. There were times when the Madurai Nayakas ruled over portions of Venad. On
the contrary, the Venad leaders' ventures into Tamil territory served to temporarily extend
Kerala's influence (Verghese, 2006, p.137).

Additionally, in an attempt to "divinize" the king, these portraits were even dedicated as objects
of worship during the Cola period. These sculptures had political significance during the
Nayakas Period. Often sculpted alongside the royal family, these life-size and strategically
positioned figures are an unusual artistic portrayal that tends to convey to onlookers the

stability and vast continuity of the kingdom (Lorenzetti, 2021, p. 226)".

! Traditionally, Namboothiris kept a tuft or lock of hair (called Kuduma in Malayalam and Sikha in
Sanskrit) on their head. A four "Viral" or finger-sized (about 6.5 cm) circular tuft on top of the head,
along with a four-finger gap above the forehead's hair line and if that region is bald, it may develop on
the left or right side, or anywhere that is feasible was thought to be characteristic of Namboothiris
Kuduma. (“Sikha” or “Kuduma,” n.d.)
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Dipalaksmi sculptures

Dipalaksmi refers to the sculptures depicting female lamp bearers. The unique style of
Dipalaksmi sculpture’s innovation can be dated to the period when the Venad kings' declared
independence from the Madurai Nayakas and conquered a vast region that stretched from
Kanyakumari to the boundaries of Cochin (12" century “1729). These female lamp bearers
were seen prominently in Kerala temple architecture, affixed to each pillar in the construction
of temples and palaces when Travancore became a regional power (1729 - 1949) (Verghese,
2005, p.142).

On the occasions of utsava-s and various rituals and ceremonies that were performed at dusk
and night, the Dipalaksmi-s* held the lamps to illuminate the area around the pradaksinapatha
(a pathway that is designed to facilitate circumambulation inside a temple). As a sign of
auspiciousness, oil lamps are still used extensively in Kerala as part of celebrations and

ceremonies.

Fig. 13: Bhagavati Amman temple, Kanyakumari Fig. 14: Nellaiappar temple, Tirunelveli

! Jagadish Chandra Bose had a bas-relief of a ‘Woman Carrying Light to the Temple’. About her, Bose
wrote, ‘Without her, no light can be kindled in the sanctuary. She is the true light-bearer and no
plaything of man.” It is fascinating to think that perhaps the sculptor too wanted to convey that message
— that the woman, despite all categorization we attempt at her, in all her infinite variety and variations,
is essentially the bearer of light.”(Neelakandan, 2017)
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Fig.15: Padmanabhapuram palace! Fig.16: Adhisaya Vinayakar temple — Keralapuram?

The sculptures of Dipalaksmi-s can be found on two rows of columns on the broad corridors
of mantapa-s facing inwards in the Suchindram? and Kanyakumari temple (Fig.13), although
the clothing and hairstyles of the pillars differ from one another. Similar sculptures are seen in
the Nellaiappar temple of Tirunelveli (Fig.14). For ease of comparison, images of the

Dipalaksmi sculptures at Kerala temples are provided (Fig 15 and 16).

Gigantic Sculptures
Many of the Southern Tamil Nadu temple's mantapa-s of Nayak Era are embellished with
amazing lifelike sculptures (Fig.17 to 45 & 50 to 55) that have been expertly sculpted with
minute detailing. The magnificent statues in the Meenakshi temple's corridor in Madurai,
Suchindram Sthanumalayan temple, Nellaiappar temple Tirunelveli, Venkatachalapati temple

Krishnapuram and Andal temple Srivilliputhur are astounding in their design.

The pillars feature Manmatha, the charming God adorned with flowers and decorations and
carrying a sugarcane bow alongside Rati, his companion, the narrative of Bhima's encounter

with Purushamriga, fine sculptures of Arjuna, Karna and Dronacarya, large sculptures of

! (Apsara, Stone Sculpture, Padmanabhapuram Palace, Early 17th Century, Kerala. | Statue, Stone
Sculpture, Buddha Statue, n.d.)

2 (Moksha, 2018)

3 While referring to the sculptures of Suchindram temple Stella Kramrich's Dravida and Kerala: In the
Art of Travancore, provides literary evidence by stating that the 16" century temple town of Suchindram
is accomplished in architectural form, followed by Dravidian style and Keralan by application
(Kramrisch,1961, p.29). However, it appears that this also holds true about the temples of most of
southern Tamil Nadu.
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warriors, etc. These characters are muscular, tall and well-built and are seen as standard iconic

sculptures across the temples of southern Tamil Nadu. All these sculptures come to life due to

their exceptional craftsmanship. Similar sculptures can be found in Suchindram

Sthanumalayan and Madurai Meenakshi temples also.

Fig. 17, 18, 19 & 20: Karna- Arjuna, A warrior, A hunter Sculptures in Nellaiappar temple,

Tirunelveli

o =l

Fig. 21, 22 & 23: A dancer flanked by musicians on either side of the composite

Column, Nellaiappar temple, Tirunelveli
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Fig. 24, 25, 26, 27, 28 & 29 : Dwarapalaka, Hari Dasa/Saint, A dramatic queen, A parrot lady,

A warrior, & A woman sculptures in Sri Venkatachalapati temple, Krishnapuram

o

As part of the Vijayanagara tradition, the figural composite column started to appear regularly
in large temples constructed in the early 16™ century. However, as several dated examples in
southern Tamil Nadu show, Tamil Nadu produced the greatest quantity, highest quality, and
broadest variety of figural composite columns starting about 1560 (Branfoot, 2002, p. 244).
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A comparable sculptural design may be observed up to central Tamil Nadu. Below are pictures

of the figural composite columns from the Jambukeshwarar temple in central Tamil Nadu.

Fig. 30, 31, 32, 33, 34 & 35 : Bhima, Purusamrga, A dancer, Lata Sundari, Lord Rama and A

warrior sculptures in Jambukeswarar temple, Thiruvanaikovil
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Fig. 36, 37, 38 & 39 : Rati-Manmatha, Drona & Women Sculptures in Andal temple,
Srivilliputhur

Manmatha and Rati (Fig. 36 & 37) are connected to the springtime celebration of
Vasantotsaval. During the Nayak's time, Vasanta festival celebrations grew increasingly
widespread. Structures known as Vasanta mantapa-s in several temples arise prominently for
the celebration of this festival.

Fig 40: Rani Candramati with her Child

According to a few sources, the sculpture in Fig. 40 depicts Queen
Candramati, wife of Raja Harishchandra holding her child, from the
popular theatre adaptation of Harishchandra's story which was very
popular in the olden days and was enacted in the villages of Tamil Nadu
during festivals (Vedachalam & Sethuraman, 2019, p.130). More research

on this is suggested.

In Fig. 17, Karna is seen holding a bow in his left hand and a snake, which
is seen with its raised hood, in his right. Karna's identification is based
solely on this characteristic, as he is the only epic hero known to have
W Used a Nagastra (serpent arrow) as his weapon. After seeing Arjuna's skill

! Refer to the author’s research paper ‘Vasantotsava’ in this book for a detailed study.
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in the battle, the enraged Karna took his Nagastra, which contained the serpent Asvasena.
When Arjuna set fire to the Khandava jungle, it was the same snake that had escaped. The
snake desired retribution against Arjuna (Raman, 2020, 322). Arjuna (Fig. 18) depicted in the
column adjacent to Karna’s provides evidence for the Mahabharata's narrative of the
Kurukshetra Battle between Karna and Arjuna (Pillay, 1953, p. 369, 370). It also symbolises

the popular theatre plays enacted during those days.

419 Fig. 41: Alli & Arjuna

Fig. 42: Lakshmana grasping the
tuft of Shurpanakha (Nellaiappar

temple, Tirunelveli)

The sculptures in these temples also depict stories from regional literature from this era. For
instance, the story from the 12" century Aranya Khanda of the Kambar’s Ramayana or
Iramavataram, where Lakshmana severs Shurpanakha's ears, nose, and breasts while grasping
her by her tuft, can be seen in a sculptural display (Mudaliyar, 1970, p.126). Alli Arasani
Malai, another tale of the Queen Alli of Madurai from Pughazhendi Pulavar's (16" century)
narrative, is likewise shown in sculpture. In this, the Mahabharata's main protagonist, Arjuna
and Alli's marriage provides the basis of this regional version of a larger story. In the Tamil
region, the story of Alii is very popular and is frequently told, sung as a ballad, or played on
stage. The Alli's story contains the gypsy, or Kuratti, who is an essential element of the Kurunji
Tinai, the hilly area in the ancient text Tolkappiyam. In Alli Arasani Malai, Krishna makes an
appearance as a gypsy singing about the Tamil nation’s fertility and suggests a charm to Arjuna

to win Alii's love (Ramaswamy, 2002, p.72).
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Fig. 43, 44 & 45: Bhima and Purusamrga sculptures in Nellaiappar temple, Tirunelveli

The story of Bhima and Purushamriga’ is another narrative that is portrayed in the reliefs. While
Purusamrga is carved on pillars in the manner of worshiping by waving an arati and ringing a
bell in common, the temples in Tamil Nadu have sculptures with figurines depicting Bhima
and Purusamrga chasing each other wielding their maces or gadas. They appear very frequently
in temples across Karnataka, Andhra and Tamil Nadu. The story is adapted from the magnum
opus the Karnata Bharata Kathamanjari, also known as Gadugina Bharata and Kumaravyasa
Bharata (the Mahabharata of Karnataka) by the early 15™ century poet Kumara Vyasa. These
tales take on great significance because they serve as the basis for a number of dramas
performed during the annual temple festivals as well as themes that worked incredibly well
with the pillar structure, which are further reinforced by the decorative details carved into the

sculptures.

! Refer Narrative Reliefs of Bhima and Purushamriga at Vijayangara by Anila Verghese
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These characters are muscular, tall and well-built and are seen as standard iconic sculptures
across the temples of southern Tamil Nadu. All these sculptures come to life due to their
exceptional craftsmanship. The sculptures listed above are a few of the typical masterpieces
that are present in the Meenakshi temple also. A selection of Tiruvilayadalpuranam stories,
Shiva's various forms, deities, stories of Kannappar, Uttara and Arjuna (as Brihannala),
Veerabhadra and Daksha, Vali and Sugriva, Pandavas, etc. are also portrayed in the sculptures

in the Meenakshi temple in Madurai.

A striking feature in these sculptures is the headgear and ornamentation which is distinct
and yet it is identifiable, particularly in the form of crowns from dance theatre form and reminds
us of the highly stylized traditional dance theatre and ritual art forms like Therukoothu of Tamil
Nadu, Theyyam- Tullal- Kathakali of Kerala and Yakshagana of coastal Karnataka. For ease of

reference, pictures of costumes of these art forms are provided below.

Fig.46: Therukoothu'

Fig.47: Yakshagana®

! (Therukoothu, n.d.)
2 (“Yakshagana | Udupi | Shimoga,” n.d.)
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Fig.48: Kathakali headgear’ Fig. 49: Ottan Tullal headgear?

In these art forms, the character's Ahdrya (costumes and ornamentation) is intended to
symbolize the role. These costumes emphasize the traits that these characters possess, which is
why no two characters are comparable in terms of attire or codification. Various forms of ritual
worship® are also distinguished by heavily embellished headdresses and makeup. It also
appears that there was a custom in which specific dance theatre groups were affiliated with the

temples.

Kurati & Kuravan sculptures
The large statues of Kuravan and Kurati (Fig. 50 to 54) are amongst the gallery of huge
sculptures displayed at the temples of Nellaippar, Sri Venkatachalapathy and Jambukeswarar.
The following characteristics which are common in Kurati and Kuravan sculptures are
observed: Kurati is depicted with a variety of ornamentation, her hair secured in a side bun and
occasionally at the crown of her head. There are numerous variations among the Kurati
sculptures where she is seen grasping a basket, holding a bowl, carrying a baby on her shoulder,
having a second child beside her on her right or sometimes carrying a prince. Kuravan, dressed

in gypsy clothes, has a moustache and an inclined upper torso. He usually holds a stick in one

' (KATHAKALI THE KERALA DANCE ART - ASP ARTS, n.d.)

2 (Sarath Raj on Pexels, n.d.)

3 Ritual worship of bhiitas and daivas are indegenious practices of coastal districts of Dakshina
Kannada, Udupi, Kasargod, Kerala etc.



123 Shodha vijaya

hand and a piece of fabric in the other. In some of the sculptures, Kuravan is depicted carrying

a Princess.

Fig. 50 & 51: Kurati and Kuravan carrying prince and princess, Sri Venkatachalapathy Temple,

Krishnapuram

The Indigenous Kuravars, Kurattiyars and Vettuvars were the main occupants of the Kurinji

Thinai?, and their main means of subsistence were hunting and gathering food (Britto, 2017,

! Tamil region was divided into five distinct landscapes known as the "thinai-s" during the Sangam Era based on
its topographical setup: Kurinji - mountainous regions and their adjoining lands that contain “forested terrain with
verdant slopes, flowers, birds, bees and wildlife, Mullai - forests with beautiful pastures, Marutham - agricultural
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pg. 707). Additionally, the community also engaged in fortune-telling and the use of locally
grown herbs to treat medical conditions. The phrase "Kuravanji" may have originated from the
Tamil terms "kuram,” which means fortune telling, and "vanji," which means lady (Manthena,
2018). The themes relating to the large statues of a Kuravan abducting a princess and a Kuratti
fleeing with a prince (Fig. 50 & 51) in Krishnapuram temple are absent from later literary
depictions of these people in the Kuravanci dance-drama; instead, additional elements on the
figural composite columns imply that these are local versions of the story (Branfoot, 2002).
These further indicate that these temples had a theatre heritage within them. Kurati and Kurava
form part of the Tamil theatre genre Kuravanji Natakam which was popular from the 16™
Century through the early 19" Century.

The fundamental plot of Kuravanji Natakam, a dance drama, centers around Kurati's fortune-
telling. When the heroine sees a deity or King going in procession, she falls in love. She is
surrounded by several female attendants or sakhi-s, to whom she confesses her love. However,
a deep love for the lord has surfaced in her heart and despises the god of love,
Manmatha. Further, to comfort their mistress, they summon a gypsy fortune-teller (Kurati),
who foretells the heroine's eventual union with her lord. The heroine showers the Kurati with

valuable jewelry as a reward.
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Fig 52 & 53: Kurati & Kuravan, Nellaiappar temple, Tirunelveli

lands and their adjoining areas, Neithal - seashore and the regions associated with the sea, and Palai - wasteland
and its adjoining areas.
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Fig. 54: Kurati holding a basket, Jambukeswarar

temple, Thiruvanaikovil

The emphasis in Kuravanji Natakam-s was on deity
worship, which suited the compositions for
performance in temples. They were featured in
temple celebrations and performed by the Devadaisi-
s, the temple dancers. These dance dramas took place
in the courtyards of the temples (Ranganathan, 1970,
p.111). They rose to popularity in the late
seventeenth and early 18" century in the literary |
forms. Most of these sculptures are from southern
Tamil Nadu, which was dominated by the
palaiyyakarars or poligars, who were the main
benefactors of the Kuravanji and other significant

eighteenth-century literary styles. The

palaiyyakarars were the local rulers and landlords in
the southern areas (Branfoot, 2002, p.239). The fact that Kurati and Kuravan's sculptures can
be found in temples before the literary genre became well-known suggests that these living
traditions formed an integral part of the cultural programs presented during temple festivals
and were the precursors to the literary genre that emerged later during Maratha Period.

Kudandai Papanasa Mudalaiyar wrote Kumbesar Kuravarji in the 18" century. The gypsy
woman in this Kuravanji is described as possessing such exceptional abilities that she was able
to read the palms of the Mahabharata characters. Given the sculpting of images depicting
characters from the Mahabharata, such as Bhima, Arjuna, Karna, and Dronacharya depicted in
sequential order, it is evident that the oral tradition of Kuravanji dance theatre existed during

Vijayanagara Nayaka times.

Conclusion

The temples that the erstwhile rulers of Tamil Nadu constructed are a testament to their rich
cultural heritage. The temples here are a harmonic blend of masonry, woodwork, stucco work
and painting. Remarkable similarities in the architecture, wooden constructions and ornamental
elaboration can be seen across the temples of Southern Tamil Nadu. A number of these temples

are either located close to Kerala or share the coastline, where the abundance of forests and the



126 Shodha vijaya

southwest monsoon have an impact on their construction. These temples are designed to
withstand coastal and wet climates while adhering to the Agama Sastra-s. Additionally,
because the region was formerly ruled by the Kerala kings, the influence of their traditional
building style of temples and the employment of craftsmen from Kerala could not be
overlooked.

The sculptures in the southern region of Tamil Nadu and those from Karnataka and Andhra
during the Vijayanagara period are very different in terms of craftsmanship. Additionally, the
fine polish, meticulously fine workmanship, and smooth finish with an elaborate and rich
dressing / Aharya suggest the emergence of an entirely new style in sculpture that drew
inspiration from both - a very distinct theatre form and regional influences.

Viewed against the above background, one is led to believe the influence of dance drama
tradition on the sculptures. These sculptures are the symbolic richness of a rich theatrical and
ritual history that was part of these temples during the Nayaka period and eventually evolved
into the Yakshagana Kuravanji literary genre during the Maratha period. Thus, we come across
figures from the Ramayana and Mahabharata that would have appeared in these troupes' regular
productions. These sculptures demonstrate that they are more than just decorative pieces of art;

they carry on the tradition of a kind of art meant for entertainment, celebration and ritual.
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Relevance of Desi Tala-s

to present day Music/Dance

- Smt. Seema K S, Bengaluru

Abstract

As the famous saying goes, Srutirmata Layah Pitah — which translates to, Sruti is the mother
and Laya is the father. Sruti is the pitch — level of singing; Laya® is the speed at which the
rhythm cycle repeats in a specific time interval. This aphorism stresses on the significance of
singing to accurate Sruti and Laya. Tdla defines the time allocated for singing the Svara-s or
musical notes. Tala-s are classified as Marga and Desi. Natyasastra throws light on the Marga

tala-s while the later texts introduce Desi tala-s along with the Marga tala-s.

This article focuses on the anomalies in the DesT Tala-s of few of the texts belonging to 13
century - 16" century CE. This write-up also emphasises on the stability and
comprehensiveness of the Siladi Sapta Tala-s; discusses the need to revisit the Desi Tala-s in

the preset time.
Keywords: Carnatic music, Indian dance, Rhythm, Tala, Desi Tala, Siladi Sapta Tala,
Scope of Study

This write-up is needed to bridge the gap between reviving the Desi Tala-s in current times and

the Suladi Sapta Tala system. This research is carried out in order to have an outlook towards

! Also referred to as Gati (tempo); 3 types: Druta (fast), Madhya (medium) and Vilamba (slow) Gati
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the Desi Tala-s through the lens of Suladi Sapta Tala-s which ultimately stresses on the stability
of the Suladi Sapta Tala system and questions the pertinence of Desi Tala-s to modern day

Music tradition.

Objectives

e To observe the problems of implementing Desi Tala-s practically, focusing on its
Talanga*- Virama.

e The disadvantages in having the liberty to use Talaprastdra® in order to introduce new
Tala-s.

3 mentioned in the

e To explore the possibility of using Desi Tala-s based on the Gana-s
Laksana of the Tala by trying to fit it to a musical composition.
e To analyse the redundancy of Desi Tala-s by finding it’s equivalent Suladi Tala of present

Carnatic music tradition.

Methodology

Firstly, a study was carried out on all the Desi Tala-s of the treatises like Sangita Ratnakara,
Bharatarnava, Sangita Siryodaya, Sangita Darpana and Nartananirnaya. These texts give a
clarity on the Desi Tala-s pre-Vijayanagara and the enhancements and modifications the 7ala-
s went through during the Vijayanagara period. The time interval for the Talanga-s (Druta,
Laghu, Guru etc.) in each text was made a note of. The anomalies in these 7ala-s in each text
and the freedom in using the 7al/anga called Virama, the countless possibilities of Talaprastara
that led to the introduction of hundreds of new Desi Tala-s was studied.

The need to reinterpret/revive the Desi Tala-s in present times is addressed by comparing it
with the Suladi Sapta Tala system which is followed today. An attempt to understand the
relevance of Desi Tala-s in connection to the present-day musical compositions is also

discussed in this article.

Primary Sources
. Sangita Ratnakara of Sarrigadeva with the Kalanidhi of Kallinatha and the Sudhakara of
Sirthabhiipdla - A magnum opus of 13™ century, specifically belonging to 1210-1247 CE. Out

! Limbs/constituents of the Tala

2 Will be delt in detail, later in this article

3 A concept of Chandas (prosody). Gana is a technical term used for the light and heavy syllables in a
sequence of three
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of the 7 chapters, 5" chapter is entirely dedicated to Tala and is named Taladhyaya. Sloka-s
relating to Desi Tala-s begin from 216" Sloka; there are 118 Dest Tala-s mentioned and 2 new
Tala-s introduced by the author. This text is note-worthy in giving all the Desi concepts of
Sangita (a composite of Gitam, Vadyam and Nrttam)

. Kallinatha’s Sangitakalanidhi — a commentary on Sangita Ratndkara is 3™ of the Musical
Nonet (Sangitasastra Navaratna) of the Vijayanagara period, authored between 1430- 1460
CE to be precise.

. Bharatiarpava of Nandikeswara — A treatise belonging to 11-15" century CE. 7™ chapter,
among the 15 chapters discusses about the 7ala-s. Number of Dési Tala-s mentioned are 112.
The speciality in 7ala-s involving Gana-s and the treatment of Virama is unique to this text.

. Sangita Siryodaya of Srilaksminarayana — 5™ treatise in the Musical Nonet of the
Vijayanagara period; written in 1525 CE under the patronage of Krisnadevardya. This text
dedicates the very first chapter Taladhyaya to Tala-s. There are totally 5 chapters in this text.
Sloka 427-502 echoes the 118 Desi Tala-s of Sangita Ratndkara, additional 121 Tala-s
introduced by the author are mentioned in Sloka-s 503-575. Usage of Anudruta, Laghu of
magnitude 4,5,6 can be observed in these later added Tala-s.

. Sangita Darpana of Catura Damédara — A 16™ century CE text; out of the 7 chapters, 6
chapter talks about the 7Tala-s. 120 Desi Tala-s of Sangita Ratndkara in addition to a huge list
of popular Desi Tala-s of that period are suggested. This treatise gives a clear picture of the

erratic spike in the number of Dest Tala-s.

. Nartana nirnaya of Pandarika Vittala Volume 1 with commentary by R. Sathyanarayana

— One of the last treatises of the 16™ century, precisely belongs to 1572-1576 CE. The chapter
named Tala-dhatr-prakaranam throws light on the 7ala-s. Desi Tala-s are dealt in sloka-s 127-
197. A contemporary to Sangita Darpana, but a decrease in the number of newly introduced

1.e, 32 out of 86 Desi Tala-s can be observed.

Secondary Sources

. Karnataka Sangita Vahini and Karnatakada kalegalu - Sangita Part-1 by R

Sathyanarayana - Both these books deal with the history, development and the current system
of Carnatic music tradition. Karndataka Sangita Vahini was published in 1983 and Karndatakada
kalegalu — Sangita was published in 1980. 2" and 9™ chapter of the former and latter books
focus on the journey of Tala right from the times of Natyasastra to the systemization of Sitladi
Sapta Tala-s in 16" century CE. The complications associated with Desi Tala-s - it’s

calculation, uncontrollable growth in its number, usage of 7alanga-s; and the contribution of



132 Shodha vijaya

Karndtaka's Haridasa-s in systemizing the Tala paddathi (tradition) is mentioned in these
books.

Commentary on Nartana Nirnaya of Pandarika Vittala Volume 1 by R. Sathyanarayana —
A treatise published in 1994 contains the English translation of Pandarika Vittala's
Nartananirnaya along with the commentary by R. Sathyanarayana. The commentaries on the
Dest Tala-s again addresses the practical problems associated with it is as mentioned in
Karnataka Sangita Vahini and Karnatakada kalegalu — Sangita. A detailed comparison of the
Desi Tala-s against 11 other treatises are carried out in the commentary.

The Sangitasiiryodaya of Bhandaru Laksminarayana: A Study in History by R.
Sathyanarayana — In general, various historical references to Krisnadevardya are given by
the author. This paper gives an overview on the modifications in the Desi Tala-s of
Vijayanagara period. The special features of Taladhyaya chapter pertaining to this text are
pointed out as well.

. Sastra Ranga Video series by Dr. Manorama B N and her book Taldntaranga — Narma
Nattuvanga — YouTube video series uploaded by Noopura Bhramari channel in order to throw
light on the various Sastragrantha-s. and book deals with evolution and practicality of 1000
years of Tala system along with Natfuvanga patterns of Bharatanatya and other such

performing art forms, published by Noopura Bhramari IKS Centre, in 2023.

Review of Literature

Tala-Dasa-Prana and the Musicological problems in present day 7ala system by N.
Ramanathan — An article published in the Madras Music Academy Journal; this paper relates
the Tala Dasa Prana-s to contemporary music.

The Ancient Tala System: A Comparative Approach by Lewis Rowell — An article
published in the Madras Music Academy Journal, this article aims at identifying and evaluating
the distinctive features of the ancient 7a/a system right from the times of Bharata and his

successors; with a special focus on the rhythm of Western music.

. Evolution of Raga and Tala in Indian Music by M.R.Gautham — The purpose of the book

is to show the gradual evolution of the Raga-s and Tala-s of Indian music right from the Veda-
s up till the 13" century. Prastara in the context of Marga Tala-s as a demonstration of the

Talanga-s in relation to the structure of the song is presented here.

. Ancient Indian Polyrhythms: The Structure of the Margatalas Containing an Explanation

of their Prominent Status in the History of Indian Rhythm by Thomas Kintaert — This
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paper sheds light on the polyrhythmic structure of Marga tala-s i.e the importance of
permutation (Prastara) and is expressed in the form of numeric ratios. Prastara in modern
Hindustani Music Tala is explained as well.

Systematisation of Prastara Details of Deshi Talas, by Akella Mallikarjuna Sarma - This
book addresses the anomalies found in the serial numbers of some Desi Tala-s (mentioned in
Sangitasamayasara and Gayakalocanam) systematically using the principals of Nasta and
Uddista.

Tala information in Music Texts, by Girija Eswaran — This book is a compilation of the
Synopses of the works and information on 7ala in general and Desi Tala in particular.
Talalaksana Samuccaya, by Girija Eswaran — This book (also in the form of a database)
offers an enormous collection of 7ala-s in alphabetical order and other basic features of each
Tala, the verses in their original form, their transliteration and translation across various

manuscripts and treatises.

Scope and Limitations

This paper focuses only on the Desi Tala-s of selected treatises like Sangita Ratnakara,
Bharatarnava, Sangita Suryodaya, Sangita Darpana and Nartananirnaya. Other treatises of
Vijayanagara period are not considered because they are not available in printed format (like

Talakalabdhi of Acyutaraya).

Only few Desi Tala-s of the above mentioned Five primary texts are taken as examples to

establish their equivalent in the Sulddi Tala system.

For the ease of calculating the count of the 7a/a-s, mathematical adjustments like doubling or
tripling and so on (multiplying or repeating the 7ala cycle to round off to a non-decimal

number) are made for practically implementing the 7ala-s.

This study is not focusing the aspects and challenges of Marga Tala-s; as it demands separate

treatment of research.

Introduction
The very first Sloka of the Taladhyaya chapter of Natyasdstra says,
“...Kalastasya pramanam hi vijieyam talayogatah’™*

Meaning, that which measures time is called 7ala.

1 Pg.146, Chapter 31, Natyasastra


https://musicresearchlibrary.net/omeka/items/show/1794
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2" Sloka of Taladhyaya of Sangitaratndkara defines the etymology of the term Tala as,
“Talastalapratisthayamiti dhatorgharii smrtah
Gitam vadyam tatha nrttam yatastale pratisthitam ™

Simhabhiipala commentary on this Sloka elucidates the etymology of the word Tala as, ‘Tala
pratisthayamiti + gharn suffix’ — that which decides the measure of time. Tala is the authority,
it defines the time for gitam, vadyam and nrttam.

Musicologist R Sathyanarayana in the book, Karnatakasangitavahini, philosophically explains
that Tala is the union of Siva-Sakti. ‘Ta’ denotes Siva and ‘La’ denotes Sakti.?

“Tala is to music what meter is to poetry”” ; it is the regulating factor in a composition.

Desi Tala-s
The popular classification of the Tala-s are Marga and Desi. Desit Tala-s are the famous 7alas
in that particular period, introduced by each Laksanika (author) in his treatise, post
Natyasastra.
As mentioned earlier, the number of Dest Tala-s in the 5 texts considered are:
1. Sangita Ratnakara (SR) — 120

1.  Bharatarnava (BR) — 112

.  Sangita Suryodaya (SS) — 239

iv.  Sangita Darpana (SD) — 200+

v.  Nartananirnaya (NN)-— 86

The Talanga-s (that which constitutes the 7ala) in Desi Tala-s as observed in SR and the later
texts that followed and their quantity/time measure are mentioned in the below sloka:
“Drutadyadyaksraijiieyam santi sanjiantaranyapi
Ardhamatram tatha vyoma vyanjanam bindukam drute
Laghuni vyapakam hrasvam matrikam saralam tatha
Vimatram ca kala vakram divgham guruni kirtitam
Plute tryankar trimatram ca diptari somodbhavam tatha ™

With the Simhabhiipala commentary on this s/oka, it can be understood that the synonyms for

the Talanga-s and their respective time interval/count are:

! Sloka -2, Pg.4, Taladhyayah, Sangitaratnakara
2 Pg.300, Karnatakasangitavahini

3 Pg.8, Chandassinalli Talalayagalu

4 Sloka 256-258, Chapter-5, SR
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1. Druta — Ardhamatram, vyoma, vyaijana, binduka — 0.5
1.  Laghu- vyapaka, hrasva, matrika, Sarala — 1
iii.  Guru- dwimatra, kala, vakra, dirgha —?2

iv.  Pluta- tryanga, dipta, samodhbhava — 3

BR mentions Sadanga-s (6 Talanga-s), namely:

1. Druta

2. Laghu

3. Guru

4. Pluta

5. Kakapada or Hamsapada
6. Virama

433" $loka of chapter 7 mentions the additional Ariga-s i.e, about Harmsapada and Virama as:
“Hamsapadasca nissabdascaturmdtroyamisyate
Viramascaranascaiva bandhamanghri padam truti”
The $loka translates as, the time interval for Hamsapada as well as Nissabda are 4 Matra-s.
The synonyms for Virama are carana, bandha, anghri, padam and truti.
The synonyms for Kakapada are Hamsapada and Nissabda. Virama is a pause after a kriya and
theoretically it was disassociated with the arnga it followed and had a separate time quantity.
But in practice, the value for Virama depends on the talanga it is associated with.!

SS has Parncanga-s (Five Talanga-s) which are:

1. Anudruta
2. Druta

3. Laghu

4. Guru

5. Pluta

The laksana sloka for Anudruta is:
“caturbhdgascandrakald padassighrastvanudrute
Meaning, the quantity for Anudruta is quarter or one-fourth i.e, 0.25. The symbol for it is like

a crescent moon, implying ‘U’.

' Pg.234, Commentary on NN
2 Sloka 50, Chapter 1, SS
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To analyse the magnitude of all the Talanga-s mentioned, it can be summarized that -
2 Anudruta-s = Druta;

2 Druta-s = Laghu,

2 Laghu-s = Guru;

3 Laghu-s = Pluta;,

4 Laghu-s = Hamsapada/Kakapada/Nissabda.

The value of Virama shall be discussed later.
For easy calculation, the values for each of these Arnga-s and their respective symbols as

mentioned in the treatises are given below:

Anga Synonymous for the Ariga-s in other texts' | Value/ Symbol/
Quantity Notation

Anudhruta ardhadruta, kabindu, ardhacandra, ankusa, | 0.25 U
dhanus
Druta bindu, vyanjana, Sunya, kha, ardhamatra, | 0.5 0)

vritta, valaya, vyoma

Laghu vyapaka, sarala, hrsva, sirodanda 1 I

Guru vakra, dirgha, dvimdtra, pujya, ga, kala, | 2 S

keyiira, niipura, hara, tatanka, kankana

Pluta trimatra, dipta, tryanga, samodbhava, | 3 S

tarasthana, Syngt

Kakapada nissabda, hamsapada 4 +

Analysis on the Dest Tala-s

An exercise is carried out on finding the Siz/adi Sapta Tala equivalent to the selected Desi Tala,
examination of Gana based Desi Tala-s and the practical challenges with respect to the concept
of Virama and Prastara are dealt in-detail below.

Before that, the popular system of Saladi Sapta Tala-s and Garna based Tala-s needs to be

understood.

1 Pg. 232, Commentary on NN
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Suladi Sapta Tala-s : The Suladi Sapta (7) Tala-s are Dhruva, Matya, Riupaka, Jhampe,
Triputa, Atta and Eka. The 5 Jati-s* which are depicted in the Laghu are Tisra (3), Caturasra
(4), Khanda (5), Misra (7) and Sankirna (9).

The Anga-s and their respective symbol denote U- Anudruta, O-Druta and 1- Laghu.

The value for Anudruta is 1, Druta is 2 and the Laghu varies based on the Jati-s.

So, for Tisra Dhruvatala having the Anga as 101l i.e, 1 Laghu -1 Druta -1 Laghu -1 Laghu,

thus sums up to 3+2+3+3=11.

The 7 Tala-s with 5 Jati-s constitute the 35 Talas are mentioned below:

Tala-s R
Anga 011 101 Ol o ol OO |1
Dhruva | Matya | Ripaka | Jhampe | Triputa | Atta | Eka

Tisra 11 8 5 6 7 10 3

Jati-s Caturasa | 14 10 6 7 8 12 4
Khanda 17 12 7 8 9 14 5

Misra 23 16 9 10 11 18 7

! Sankirna | 29 20 11 12 13 22 9

Gana based Dest Tala-s
In Chandasastra, every syllable (aksara) is assigned Laghu (1) and Guru (S) for short and long
aksara-s respectively. When 3 aksara-s are grouped together, the sequence of Laghu-Guru in

each group is given a special name called Gana. The following table describes the 8 Gana-s.

Gana Constituents of the Gana Symbol Total count of the Gana
Ya 1 Laghu, 2 Guru-s ISS 1+2+2=5
Ma 3 Guru-s SSS 2+2+2=6
Ta 2 Guru-s, 1 Laghu SSI 2+2+1=5
Ra 1 Guru, 1 Laghu, 1 Guru SIS 2+1+2=5
Ja 1 Laghu, 1 Guru, 1 Laghu ISI 1+2+1=4
Bha 1 Guru, 2 Laghu-s SII 2+1+1=4
Na 3 Laghu-s I 1+1+1=3
Sa 2 Laghu-s, 1 Guru IS 1+1+2=4

! Jati denotes the aksarakala of the Laghu. Tisra Laghu means 3 counts/aksarakala-s.
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1. To find the Siladi Sapta Tala equivalent to the selected Dest Tala-s
Sarngadeva’s Sangitaratnakara elaborates comprehensively on all the important concepts of
music. It has greatly influenced the treatises that have been written post 13" century. It’s 5%
chapter named Taldadhyaya is dedicated to all the aspects of Tala. Starting with the definition,
it’s types (Marga, Desi), Kriya* (Nihsabda, Sasabda), units for measuring time (Druta, Laghu,
Guru, Pluta) are explained in the Sloka-s. The types of Marga and 120 Dest Tala-s with their
symbols/notations are explained next.
A very popular Desi Tala which has been revisited/reinterpreted in recent times is
Simhanandana. The Tala laksana as per SR is,
“Simhanandanakah punah
Tapau lagau drutau gau lah palapd go laghii tatah
Catvaro laghavésabdah ™
With the help of Simhabhiipala’s commentary, the meaning of the sloka is, Simhanandana Tala
constitutes of Ta Gana (2 Guru-s 1 Laghu)3, Pluta, Laghu, Guru, 2 Druta-s, 2 Guru-s, Laghu,
Pluta, Laghu, Pluta, Guru, 2 Laghu-s followed by 4 Laghu-s which have to be rendered as
ASabda®. Thus, this Tala is symbolically rephrased as,
SSISISOOSSISISSII-I4X
2+2+143+142+0.5+0.5+2+2+1+3+1+3+2+1+1+4=32 is the count of each cycle (1 Avarta) of
Simhanandana Tala.
The count can be equated to the following Tala-s in the Siladi Sapta Tala system:
1. 4 cycles of Tisra Matya
e Anga—101
e Measure of Laghu —3
e Total count — 3+2+3=8 ; 4*8=32
2. 2 cycles of Misra Matya
e Anga—101
e Measure of Laghu — 7
e Total count — 7+2+7=16; 2*16=32

! The action while implementing the 7ala to keep to the Tala Laya. 2 types: Sasabdakriya and
Nihsabdakriya where former involves the production of sound while doing the kriya while the latter
denotes soundless Ariya.

2 Sloka 275-276, Chapter 5, SR

3 All the Gana-s of Chandas are dealt in the next section of the analysis.

* Interchangeable with Nissabda

® X is the notation for Nissabda kriya in SR
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3. 4 cycles of Khanda Jhampe
o Anga—1UO
e Measure of Laghu — 5
e Total count — 5+1+2=8; 4*8=32
4. 4 cycles of Caturasra Triputa (Aditala)
o Anga—100
e Measure of Laghu — 4
e Total count — 4+2+2=8; 4*8=32
5. 8cycles of Caturasra Eka
o Anga-1
e Measure of Laghu — 4
e Total count — 8*4=32
It is a well-known fact that the Anga-s of the Tala system is influenced by Chandas. Chandas
is the meter in which a poetic composition is set to. The Sirmhanandana is also a Gana/Chandas
based ftala, and every Garna based tala has its own specialty and specification of anga-s. But
one must be aware about the problems with such kind of tala-s too. Even though a music
composition is set to a meter/prosody, the tala for the same composition should not change
according to the meter. In fact, the lyrics of the composition are made to fit into the predefined
tala appropriately’. This is where the importance of laya comes into picture.
Hence, this analysis states that, the simplest form of Simhanandana is Caturasra Eka Tala. In

fact, the above mentioned Five Tala-s are the Prastara-s for Simhanandana Tala.

Some more DT-s that are associated with the Gana-s in the laksana of the sloka are:

Treatise | Name of DT Anga-s Gana Total count of the Tala

SR Kandarpa OOISS Ya (ISS) 0.5+0.5+1+2+2=6

BR Sirmhavikrama | SSSISISS Ma (SSS) | 24+2+2+1+3+1+2+3=16

SS Mudritamantha | 1ISII Na (I11) 1+1+1+1+2+1+1=8

SD Jayapriya ISIT Ja (ISI) 1+2+1=4

NN Vikanka I00HIOO00O0IOIO | Na (III) 1+0.5+0.5+1+1+1+0.5+0.5+0.5+0.5+
OO0l 1+0.5+140.5+0.5+0.5+1=12

1 Pg. 19, Chapter 1, Talantaranga-Narma Natuvarnga, B N Manorama. (2023)
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An attempt is made to explore the possibility of a DT with a musical composition of today.
Ratilila is a DT of SR which has Sa Gana in it. Structure of the Tala is: 1ISS. To demonstrate
this, let us taken an example from today’s popular composition called Gite ‘Varavina’. Let’s

take the first line of the composition, to elaborate the Ratilila.

Svara: Ga Ga Pa, Pa, || Da Pa Sa, Sa, ||
Sahitya: Va ra vi na|Mrdu pa ni ||
Chandas: I T S S|I 1 S §Sj

This eliminates the possibility of using Ratilila to modern day compositions, instead 2 cycles
of Tisra Eka/Riipaka; Tisra Jhampe, Caturasra Riijpaka can be employed.

Considering this, creating a new 7ala based on the meter/Chandas of every musical
composition will create zillion 7ala-s which is pointless! It is as absurd as giving different
names to a 7ala based on its tempo/speed/Gati. Hence, creating a new tala based on the meter
of the poem/composition is ruled out. As a matter of fact, in order to stop the uncontrollable
growth in the number of newly introduced ¢ala-s by various laksanika-s in their texts, instigated
the Hariddsa-s to systemize the tala paddhati in the 16" century CE which is practiced even
today.!

2. Anomalies in Dest Tala-s
The system of Tala up till the 14™ century CE had a unique tradition of its own; 14-16™ century
CE was a period of Renaissance in the Tala system that led to its evolution and transformation
which resulted in the Sizladi Sapta Tala system, introduced by the Haridasa-s of Karndtaka®.
The anomalies of the DT-s are documented by Kallinatha in his commentary on the DT-s of
SR; reiterated by R. Sathyanarayana in the commentary on NN, Karnatakasangitavahini and

Karnatakada kalegalu- Sangita.

Problems in handling Virama are demonstrated below:
> Virama: The term Virama is obtained from the prefix vi + root word ramu + gharij
which means to pause, terminate, stop.
Virama was used as a Talanga in DT-s. It was considered as a pause after a kriya and not

associated with the preceding A7nga. On the contrary- in practice, the value for it was halved

! R, Satyanarayana - Karnataka Sangita Vahini (1983) & Manorama B N. Chapter 4, Talantaranga-
Narma Natuvanga, (2023).
2 Pg.303, Chapter 9, Karnatakasangitavahini



141 Shodha vijaya

depending on the A4riga it was associated with and is not an independent component of Tala.t.
For example, Laghu Virama is 0.5, Druta Virama is 0.25. But BR specifically mentions the
value for Virama as 0.25%. Unfortunately, there is no equivalent Taldnga for such

measurements.

Treatment of Laghu Virama in various texts is as below:

Desi Tala Treatise Anga-s Count
SR 1+0.5=1.5
BR 1+0.25=1.25 (Value for
Laghusekhara | Virama is fixed to 0.25)
SS 1+0.5=1.5
SD 1+0.5=1.5
NN 1+0.5=1.5

To delineate, the examples of DT-s having Virama are given below:

Dest Tala Treatise | Anga-s Count
1 | Harhsa SR If 1+1+0.5=2.5
2 | Gajalila BR i 1+1+1+1+0.25=4.25
3 | Sanmukha SS 000000 | 0.5+0.5+0.5+0.5+0.5+0.5+0.25=3.25
4 | Kanduka SD /6 0.5+0.25=0.75
5 | Racca NN 10 1+0.5+0.25=1.75

There is no equivalent Talanga for 2.5 or 4.25 or 3.25 or 0.75 or 1.75 Matra-s. It is also to be
noted that the value for Virama in each Tala depends on its underlying A7nga and is not an
independent component of 7ala. Introduction of Prastara in Virama also led to more challenges
in the practical applications of DT-s. To know further, the concepts of Prastara need to be
understood.

» Prastara: Prastara is one of the vital elements of the Taladasaprana (10 elements of

Tala) which is a concept heavily developed during the Vijayanagara period?; they are:

Kala, Marga, Kriya, Anga, Graha, Jati, Kala, Laya, Yati and Prastara.

! Pg.234, Commentary on NN
2Pg 215, Chapter 7, BR
3 R. Sathyanarayana — The Sangitasiiruodaya of Bhandaru Laksminarayana
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However, the concept of Prastara begins from 316" Sloka in SR. This topic of Prastarara of
SR is mentioned in other 4 treatises likewise.

Prastara is derived from the root strii prefixed with pra; which basically means to spread or
extend. Prastara is the permutation of the 7alanga in all possible combinations by avoiding
iteration. It is the multiple ways of ordering/arranging of the units and sub-units of the Talangas
conforming to the total count of each 7ala cycle. For example, Laghu Prastara: Number of
possible ways to achieve the count of Laghu i.e one unit

1. I(1 Laghu)
2. OO (2 Druta-s)

Similarly, Guru Prastara can be achieved by the following possibilities:

1. S

2. 11

3. OO0I
4. OI0O
5. 10O
6. O0O0O0

Examples of Prastara for Aditala is given below:
Structure of Aditala is 1 Caturasra Laghu followed by 2 Druta-s. This totals to a count of 8
aksara-s. The multiple patterns to achieve this total count which is nothing but the Prastara-s

of Aditala are:

112122
2. 22122

3111122
4. 211|112

5. 112]2]11] andsoon.
Interestingly, 2 DT-s by Sarrigadeva are Prastara-s of each other! As the Talanga-s differ, these
two are considered as two unique 7al/a-s. They are:
1. Nissarika —1SSSSI
2. Sangadeva - O0SSSSI
These are said to be Prastara-s of each other as the Laghu of Nissanka is split into 2 Druta-s
in Sarngadeva while the total count of the 7a@la remains the same. On the contrary, as the
Talanga-s differ, these two are considered as two unique 7a/a-s. This is a classic example of

the permutation of the DT-s and arbitrary increase in the number of DT-s in every text that
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followed. This negative side of Prastara is pointed out by R. Sathyanarayana in in his book,

Karnatakada kalegaLu - Sangita.*

Other irregularities in the Desi Tala-s that can be noted are:

e Variable values of Laghu between 4-5-6 Matra-s® : It led to variable values of other

Talanga-s. Example: Consider the DT Yatilagna of SR which has the talanga-s 1 Druta

and 1 Laghu i.e, Ol. If the Laghu has a value of 4, the value of Druta would be 2 and

hence the total count of the ta/a would be 6. Similarly, if the value of Laghu is 5 or 6,

the total count of Yatilagna would be 7.5 or 9 respectively. This has given space for

many varieties which are not easily understood by all.

o Synonymous 7ala names: DT-s of SR having synonymous 7ala names are Kandarpa-

Parikrama (OOISS), Addatali-Triputa (OII) and so on. Similarity in the structure of the

Tala but each author naming it differently in their treatises.

Example: A DT having only 1 Laghu is called as Adi or Rasa in SR, the same is introduced as

Asi by Laksminarayana, introduced as Jayanta by Catura Damodara. Even if the names are

different, the structure of the 7a/a remains the same and can be fit into SST as the simplest

Tisra Eka.

All these anomalies added to the exponential growth to the number of DT-s. This initiated the

need to systemize the Desi Tala-s to a scientific and stable system of Tala-s called the Siladi

Sapta Tala-s by the Hariddsa-s in the 16 century CE. This study got inspired from their effort

to reintroduce the 7ala system and has come up with some of selected Desi Tala-s (DT) and

probability of their equivalent Siz/adi Sapta Talas (SST) which can be considered, are discussed

below:
Name of the | Text | Anga-s Count of the Tala (per | SST Equivalent
Tala cycle) in Matra-s®
Dwitiya SR | OOI 0.5+0.5+1=2* Caturasra Eka
2 cycles is 2*2=4
Kandarpa/ SR | OOISS 0.5+0.5+1+2+2=6 2 cycles of Tisra
Parikrama Eka//Rupaka; Tisra
Jhampe; Caturasra
Riupaka

1 Pg. 105, Karnatakada kalegaLu - Sangita

2 An additional feature to DT-s introduced during Vijayanagara period
3 Matra is interchangeable with syllable/aksara as in the case of Chandas
* As there is no Tala for 2 counts, this Tala is repeated twice to obtain a count of 4.
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3 Viravikrama | BR | IIOOS 1+1+0.5+0.5+2=5 Khanda Eka; Tisra
Rupaka
4 | Sriranga BR | IISIS 1+1+2+1+3=8 2 cycles of Caturasra
Eka; Tisra Matya;
Caturasra  Triputa
(Aditala)
5 Lalita SS OOUUUOOI | 0.5+0.5+0.25+0.25+0.25+0. | 3 cycles of Tisra
5+0.5+1=3.75 Rupaka/ 5 cycles of
4 cycles is 4*3.75=15 Tisra Eka/ 3 cycles of
Khanda Eka
6 Phalguna SS ISOS 1+3+0.5+2=6.5 Sankirna Triputa
2 cycles is 2*6.5=13
7 Sanca SD OIII 0.5+1+1+1=3.5 Khanda Ripaka;
2 cycles is 2*3.5=7 Caturasra Jhampe;
Tisra Triputa; Misra
Eka
8 Cakra SD | OOOOSIOO | 0.5+0.5+0.5+0.5+2+1+0.5+ | Tisra Dhruva;
0)(0]0)(0)1 0.5+0.5+1+0.5+0.5+1+0.5+ | Sankirna  Rupaka;
=11 Misra Triputa
9 Citra NN | OIIOIIOOOI | 0.5+1+140.5+1+14+0.5+0.5 | 2 cycles of Khanda
0)1} +0.5+1+0.5+1+1=10 Eka/Tisra  Ripaka;
Caturasra  Matya;
Misra Jhampe; Tisra
Atta
10 | Kambuka NN | OOIIOOIOO | 0.5+0.5+1+1+0.5+0.5+140. | Khanda Dhruva
101 5+0.5+1+0.5+1=8.5

2 cycles is 2*8.5=17

It can be inferred from this table that the above-mentioned DT-s are the Prastara-s of the SST-

s and vice-verse; and thus eliminates the need to revive the DT-s as the SST system was

introduced to overcome the challenges faced in the hysterically increasing DT-s.
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Conclusion

To summarize, this article tried to address the question of reinterpreting/reviving/revisiting
Desi Tala-s in current times. SST system was introduced to overcome the challenges faced in
the hysterically increasing DT-s. Analysis on the DT-s to find the equivalent SST throws light
on the vastness, comprehensiveness and stability in the present 7ala system gifted by the
brilliance of Haridasa-s thus eliminating the urge to reinterpret/reuse the Desi Tala-s.
Freedom in usage of Prastara, Virama and Gana based DT-s also do not fit into modern day
musical compositions.

Through the study, it was understood that introducing new 7a/a or reinterpretation of DT is not

at all required.
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Ideological implications in literary works of

King Krishnadevaraya

- Nagaranjitha S, Varanasi.

Abstract
The literary works of King Krishnadevaraya of Vijayanagara Karpnata empire greatly suggest

his genius of amalgamating creativity and social concern. His literary works are much praised
among the literary laureates. Through the qualitative analysis of his works, this paper reflects
on suggestive emotions of patriotism and social concern and other progressive aspects that the
king has incorporated in his works. By channelizing his multifaceted talents towards the
betterment of the people of his empire, through his literary works, he stands as an ideal leader

as well as an ideal writer.

Keywords — Krishnadevaraya, Vijayanagara literature, Amuktamalyada, Jambavati

Parinayam, Madalasacaritam, Satyavadhii Parinayam

Objective
To study Krishnadevaraya’s literary works and reflect on social implications and ideologies

that they suggest

Methodology
The paper incorporates a qualitative research method to study the literature ascribed to king

Krishnadevaraya and reflect on the ideological implications that can be derived from his works.
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His works Amuktamalyada® and Jambavati Parinayam (also referred as Jambavatt Kalyanam)

are considered for the study.

Scope

The present study is significant for documenting and acknowledging Krishnadevaraya’s
literary achievements. The study highlights the social and cultural ethos reflected in the
author’s works. By justifying the king’s literary accomplishments, the paper offers a
perspective on how these works embody social ideologies blended with creativity. The study
highlights the historical significance of as it offers valuable insights into the era’s cultural
context, value and belief system. It ensures that the future generations recognize and appreciate

his literary legacy.

Limitation

The study focuses on understanding the plots and analysing them to draw conclusions aligned
to the objectives of the study. Though Krishnadevaraya is ascribed to have written many works
like Madalasa Carita, Ratnamaijari and others, only Amuktamalyada and Jambavati

Parinayam are available till date. The rest of his works are irretrievably lost.

Introduction

The Vijayanagara empire witnessed the rule of mighty leaders whose capable administration
propelled the province to global glory (Ayyangar, 1919, pp. 1-11). People from all over the
world engaged in trade within this empire, and renowned scholars contributed their wisdom,
making it not only economically prosperous but also culturally rich. It stood as an epitome of
Bharativa Samskrti.?. The Bhakti® movement, social equality, women's empowerment, and
various other aspects aimed at uplifting society were actively addressed throughout the entire
southern subcontinent. Vijayanagara literature® is one important factor that contributed to the

might and renown of Vijayanagara empire. Different genres of literature like kavya, nataka,

! https://archive.org/details/amuktamalyadaOOkrissher

2 https://www.prekshaa.in/article/culture-lecture-dvg-%E2%80%93-changing-manners(Culture: A
Lecture by DVG — Changing Manners | Prekshaa, n.d.)

3 https://en.wikisource.org/wiki/The_Complete_Works of Swami_Vivekananda/Volume 3/Bhakti-
Yoga/Definition_of Bhakti (The Complete Works of Swami Vivekananda/Volume 3/Bhakti-
Yoga/Definition of Bhakti - Wikisource, the Free Online Library, n.d.)

4 d)éc\—'ifad) c:)%c:)mécaﬂ)oj) 3,803/ I0DINT - IS’ (wikisource.org) (d)éc\—'ifad)

A3, ADYUAVAD IB,BpeB/IIDINT - I3, n.d.)



https://archive.org/details/amuktamalyada00krissher
https://www.prekshaa.in/article/culture-lecture-dvg-%E2%80%93-changing-manners
https://en.wikisource.org/wiki/The_Complete_Works_of_Swami_Vivekananda/Volume_3/Bhakti-Yoga/Definition_of_Bhakti
https://en.wikisource.org/wiki/The_Complete_Works_of_Swami_Vivekananda/Volume_3/Bhakti-Yoga/Definition_of_Bhakti
https://kn.wikisource.org/wiki/%E0%B2%AE%E0%B3%88%E0%B2%B8%E0%B3%82%E0%B2%B0%E0%B3%81_%E0%B2%B5%E0%B2%BF%E0%B2%B6%E0%B3%8D%E0%B2%B5%E0%B2%B5%E0%B2%BF%E0%B2%A6%E0%B3%8D%E0%B2%AF%E0%B2%BE%E0%B2%A8%E0%B2%BF%E0%B2%B2%E0%B2%AF_%E0%B2%B5%E0%B2%BF%E0%B2%B6%E0%B3%8D%E0%B2%B5%E0%B2%95%E0%B3%8B%E0%B2%B6/%E0%B2%B5%E0%B2%BF%E0%B2%9C%E0%B2%AF%E0%B2%A8%E0%B2%97%E0%B2%B0
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itihasa, purana, dasa sahitya, jaina sahitya, were written and popularized under the patronage
of Vijayanagara kings (Rao, 1995, pp. 7-10).

A country becomes progressive, prosperous, mighty, and great when its people enjoy equal
opportunity, education, and liberty that the people enjoy which equip and inspire them to give
back to society. Their faith in the ruler's commitment to equal justice motivates them to make
sacrifices for their nation, fostering a fearless society where the peace and privacy of every
individual are respected. Krishnadevaraya was a multifaceted personality, distinguishing
himself as a great ruler, administrator, and scholar. He stood apart from the rest due to his

extraordinary political ventures and accomplishments (Sewell, 2011, p. 121).

King Krishnadevaraya’s works: Plot and Analysis

Krishnadevaraya authored numerous literary works, displaying a genius that allowed him to
resonate with the contemporary mindset of his readers, audience, or spectators. Whether he
was composing poetry, prose, drama, or musical compositions, his ability to connect with his
audience was remarkable. Among his works, only Amuktamalyada® and Jambavati Parinayam
are available, while other works are lost (Ayyangar, 1919, p. 11). Amuktamadlyada is in Telugu
and Jambavati Parinayam is in Sanskrit.

In Jambavati Parinayam, he presented a puranic theme in a dramatic format? suitable for
theatrical performances. This proves that the values preached in the puranas® and epics remain
ever relevant. Jambavati Parinayam, woven from a story in the Bhagavata, is a five-act drama
in which Krsna marries Jambavati during his expedition in search of the precious syamantaka
mani. There are some significant aspects of this drama worth noting. First, this drama was
specifically written to be performed during the Caitrotsava of Lord Viriipaksa®* in Vijayanagara,
as mentioned at the beginning of the conversation between nati® and sitradhara in the

prasthavana following the nandi:

hemakiitagirikatakavastavyakutumbinah karnarajyaraksamaneh sri viriipaksadevasya

caitrotsavavalokanaya sangataparisat. (Ramaraju, 1969)

! https://archive.org/details/amuktamalyada0Okrissher

2 https://youtu.be/ur808y-cAgw?si=egaZ32L pJcgu60Rn

3 https://www.forgottenbooks.com/en

4 https://www.karnatakatourism.org/tour-item/virupaksha-temple-hampi/
® https://sreenivasaraos.com/category/natya/ (Natya, n.d.)
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The king referring to the entire empire as one family' demonstrates his commitment to national
unity. This play was composed exclusively for the festive gathering at the Viripaksa temple.
The Caitrotsava at the Viripaksa temple was a grand festival where people from the entire
empire congregated to witness the performance?.

In the conversation mentioned above nati speaks in Prakrit while sitradhara in Sanskrit.
Unlike the convention of the traditional nataka® the author has kept this part simple, specific,
and confined to affirmatively explain the purpose of the play. Usage of both Sanskrit with
Prakrit shows that they were commonly spoken languages. With the genius of a playwright,
we constantly see a true patriot in Krishnadevaraya who has not left any stone unturned to
install oneness, patriotism and the Bharatiya sandtana samskrti among his people through his
works.

Krishnadevaraya stressed on women empowerment and promoted projects that empowered
women in his empire. Inscriptional evidence shows us that he had constructed education
institutions for women, gymnasiums, and dance halls for about four thousand dancers to learn,
exercise and stay fit. He encouraged them in their practice of performing arts by constructing
theatre schools called pattada nataka sale in the royal households (Saletore, 1934).
Interestingly he has given more women centric titles to his works like Amuktamalyada,
Madalasa Caritam, Jambavati Parinayam, Satyavadhii Parinayam, whose target connoisseurs
were the people of his country.

Theatre arts not only reach the learned by also the mass audience who are not well-read. He
has harnessed this strength of theatre arts by writing these different kinds of plays. Madalasa
Caritam is a story from Markandeya purana whose Madalasa Upadesa is considered very
important. Krishnadevaraya is one of the first playwrights among his contemporaries to write
a play based on her. His vision to highlight the strong women while blending it with rasadysti*
is clear through these works.

Amuktamalyada is an epic poetry written on Godhadevi® who offered worn garlands to lord
Srinivasa. This kavya gives all the ingredients required to write up a play around the plot, which

is socially relevant, as it is a story of a simple girl, daughter of a priest, who was true to her

! Hemakiita refers to the confluence of three regions namely Penagonda, Andhra and Vijayanagara

2 Vamabhatta Bhana’s Srngarabhiisana was another play which was presented during Caitrayatra
Mahotsava in praise of lord Siva. We understand various stage presentations techniques in this work.

3 https://archive.org/details/dli.ministry.22346 Sanskrit drama and performance: Raghavan, V.

4 https://www.prekshaa.in/world-rasas-kinds-heroes-heroines
Shttps://www.academia.edu/13012071/Bhakti_and Puranic_Traditions_in_South India ¢ 700 1200
CE
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devotion. The eight verses in the beginning that narrate Krishnadevaraya’s dream are highlight
of the work. This dream sequence itself could be developed as a beautiful plot and presented
as a bhana for the very potential that it holds’. The king in the beginning of the poem describes
a dream that he had where lord Vishnu himself came in his dream and asked to write about this

story in Telugu? language(Mrunalini, n.d.).

T Qo PUROND B 9B Ko, yBPTBase HEres W6 F, g
P Srsnckit, ¥ o¥ FrRAETo X Svisn, Z8D0T HANydcn®, B0
23 DX Fyoms Tagmeoo EDoDI B To 5P s SHIFeI T
THS T SSro| FP B Ho80c¢ L‘E)dﬁsﬁ)?{)ﬁ f‘.?“g’b* |SwoFomn BD

owoyP) HY Bk Seforadcd DT XD PrLs,
“ : : (Shastri, 1907)

The verses go as “being well versed in all languages, you composed Madalasa Carita,
Satyabhama Parinaya, Sakalakathasarasangraha, Jianacintamani, rasamarnjari and other
Sragara kavyas in Sanskrit and now can’t you in compose in Andhra bhasa?” (Reddy, 2011) .
The dream sequence described here shows the king’s sensitivity to different cultures and
intention of binding the two regional cultures. He has done his best to bring the core of Tamil
culture® into Telugu literature. He also states in the beginning that Vishnu asked in his dream
to compose this poem to remove the revulsion or disgust that is attached to the fact that he
accepted the used garlands; and to compose this in Telugu language particularly. This reflects
the king’s social concern. On introspection it is understood that there is a keen intention to
remove social discrimination. Here through this the king has also hit the right chords like
women empowerment by choosing a female protagonist as his hero in the poetry. He did this
by choosing Godhadevi's narrative instead of creating some fictional story or abstract concepts
in the name of social importance. It can be used by the playwrights of present day to write a

Nataka of five acts, as the plot has got all the potential characteristics of a Nataka.

! Adapa Ramakrishna Rao in his work called Makers of Indian Litearture writes about Amuktamalyada
as an amalgamation of three different cultures — a triveni sangama of Tamil, Telugu, and Kannada
cultures(Rao, 1995, p. x).

2 https://pdfs.semanticscholar.org/ddca/fe35eb606567d8e086b258679c9abdc71€35.pdf

3 https://www.proquest.com/openview/dd99550e4c05e480dfcc99a8a266582/1?pq-
origsite=gscholar&cbl=18750&diss=y
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Conclusion

Overall, some important learnings that can be obtained from Krishnadevaraya’s writings is that
it is not needed to bring an out-of-box context and theme to fantasize a literary work. Writing
a bestseller literature doesn’t mean glorification of violence or crime, where everybody is killed
with a tragic end. Socially relevant theme doesn’t mean sarcasm or mockery of a cult,
community, or practice. Social contributions through literature need not mean doing a
documentary movie with recorded facts and without music, dance, or songs. It neither means
vulgarity nor nudity. One need not create a new fictious story filled with unnatural characters
or be the saviors of earth from or some superheroes. The puranas and epics give the utmost
valuable education to the society and are ever relevant. When the theme is bound by natural
human emotions those themes are ever relevant. The source of that theme doesn’t matter then.
It could come from purana, itihasa, or a real incident any other means. When rasa is ever
relevant, emotions are ever relevant, themes based on rasa are ever relevant to a society.
Relevant themes when picked up and woven into beautiful plots it becomes a wonderful
possibility towards rasa. That is what we see in the works of Krishnadevaraya. His intensions
as a lyricist, poet, author have been bound towards society. He knew that performing arts was
the best medium to utilize and establish social awareness, women empowerment, reinstalling
patriotism, and to uphold dharma, break the language barrier, and harness the strength of
regional diversity. Krishnadevaraya’s works focus largely on these lines.

Through his various works, the king Krishnadevaraya has shown that educating, uplifting, and
uniting society and raising humans with compassion is possible. Empowering every sector of
society, spreading love, harmony and establishing equality, patriotism, and national integrity
are his literary achievements. Reproducing or reconstructing these plays, republishing these

rare gems of literature would be a tribute to the king and must be encouraged at large.
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A study on the Tantric Sculptures of
Vijayanagara Karnata Era Temples in
Kancipuram

- Smt. A R Rohini, Bengaluru.

Abstract:

Temple sculptures and Tantras are closely related to one another. The sculptures as symbolic

representations served as tools for spiritual growth. The present study aims at exploring various
aspects of tantra which include understanding the meaning of Tantra, the deities worshiped in
Tantra, the ascetics and the symbolism of erotic sculptures. These aspects are examined in

relation to the sculptures of the Vijayanagara Karnata period temples of Karicipuram.

Need for the study

Devangana Desai’s doctoral thesis, "Erotic Sculptures of India," conducted a thorough analysis
of the Mithuna sculptures. Her multidisciplinary approach covers tantric sects and tantric
essentials as well. She goes on to provide a list of temples with these sculptures. P. Ganesan
discusses sexual motifs in sculpture in his work, Indian Temples and the Erotic Sculptural Art.
Etched in Stone: Sixteenth-century Visual and Material Evidence of Saiva Ascetics and Yogis
in Complex Non-seated 4sanas at Vijayanagara is a research paper by Seth Powell that focuses
on sculptural evidence of non-seated postures etched onto the pillars of Vijayanagara temples

at Hampi, Karnataka, to re-evaluate the history of postural yoga in precolonial India.
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Despite the fact that erotic sculptures have been the topic of extensive investigation, the
sculptures of the Vijayanagara era temples lack detailed exploration from a tantric perspective.
As a result, this research is particularly relevant because it delves deeply into the aspect of
Tantra in sculptures of the Vijayanagara temples.

Objectives of the paper
e Documenting the variety of Tantric sculptures found in the selected Vijayanagara era
temples of Karicipuram - a city of temples in Tamilnadu.
e To analyse the symbolism of these sculptures and co-relating literary works associated
with tantric sculptures.
e To analyze the sculptures rationally, to uncover the philosophical idea that underlies
Tantra Yoga, where the creative sex energy is diverted to a path of spiritual evolution

through the union of male and female principles.

Methodology

This study has adopted both the exploratory and explanatory patterns with qualitative analysis
The paper is based on field trips to the Vijayanagara era temples of Tamilnadu, as part of Nrtya
Silpa Yatre I program led by Noopura Bhramari IKS Centre, Karnataka. The Varadardja
Perumal temple, Ekamranatha temple and Kamaksi temple of Karicipuram are taken into
consideration for this analysis which were built/renovated/extended during the Vijayanagara
Karnata dynasty period.?

Introduction:

In Silpa Prakdsa, the author Ramacandra Kaulacara says “A temple without amorous images
is a base, forsaken place, resembling a dark abyss that is shunned like the den of death" (1966,
Intro LIV). Hence the sculptures of couples in amorous poses in the temples of Khajuraho,
Madhya Pradesh and Sun temple Konark - Odisha, engraved with various expressions of lust,
love, romance, and togetherness stand testimony to this. While some thought this as vulgar,
others saw sex as a way to reach the 'epitome of spirituality'. These erotic sculptures have

various interpretations to offer.

! Refer to the methodology given in “A Study of the Grandeur of Vasantotsava in the Sculptures of

Vijayanagara Karndta Period Temples with a special focus on Tamilnadu temples (1336 - 1646
CE)” by the same author.
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The sculptures depicting sensual positions, however, also represent two things: Kama is the
highest Purusartha in life's hierarchy, and it is difficult to escape the world's pleasures. For an
individual to achieve Moksa, one must formulate it correctly (Manorama, 2023). It is said that
devotees who pass sexually unperturbed at the sight of erotic figures can attain Moksa which
is the highest reality and he can conquer the appetite of such carnal desires only after he has
experienced it. These figures testify to devotees' spiritual strength. Folklore and certain rituals
have a different story to say, which is - such depictions of the union of male and female were
believed to neutralize the effects of the evil eye and scare away the evil spirits (Desai, 1975, p.
98). Further, these sculptures also provide an artistical interpretation of the fundamental
concepts of Tantra.

The temples of the Vijayanagara Karnata Empire are among those that include a wide range
of sculptural subjects that showcase all facets of contemporary society, including
Tantra sculptures. The Vijayanagara empire, which ruled Southern India between 1336 and
1646 left its imprints in time in the form of matchless pieces of architecture in the temples
they built, restored and expanded. These temples encouraged pilgrimage within the empire as
the holy places in northern parts of the country suffered due to various invasions. The
researcher's study on the sculptures of the same era has been exhaustively dealt with in ‘Analysis
of the Social Life Sculptures in the selected temples of Vijayanagara period’.

Between the Hoysala and Calukya to Vijayanagara sculptures, there has been a change in the
approach to sexual depiction in temples and there has been a considerable diminution in sexual
representation in temples (Desai, 1975, p.69). The present study has been conducted to look

into this and other traits associated with these sculptures.

What is Tantra?

The word 'Tantra' is derived from the root ‘tan’ which means to spread. Tanyate vistaryate
jianam anena meaning - knowledge is increased by it, i.e., any branch of knowledge/
philosophical systems is called Zantra. Tantra, when denoting a kind of sd@stra, stands for a set
of doctrines, practices, mystic syllables, metaphysical speculations, magic, etc. Various
interpretations of this term are: Tantra from tanu meaning body, is so called as it saves the body
through yogic practices, Tantra from root trai means to save, the sastra which gives protection
to its followers, Tantra from the root tantri means to explain or tatri - to understand
(Shantideva, 1999, p. 3).

According to Ronald Barrett - “The etymology of Tantra is based upon a metaphor of weaving;

the Sanskrit root tan signifies the extension of threads in a warp. Tantra can thus be defined as
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an interweaving of traditions and teachings as ‘threads’ in a text, a scriptural genre that can be
dated from the eighth century C.E. These texts have been interpreted by many different
traditions and "rewoven" by some into Tantrasastras, specialized treatises on Tantra” (Barrett,
2008). The schools of Tantra believed that the ultimate goal of the state of non — duality which
is variously called as state of A4dvaya, Maithuna, Yuganaddha, Kula, Yamala, Samarasa, Yugala
or the Sahajasamadhi or simply the state of Samadhi (Desai, 1975) is to destroy all principles
of dualism and return to a primordial state of non-differentiation which leads to Ananda or
Bliss. In the words of M P Pandit* - “The principle of Tantra is to reject nothing that God has
created, to utilize every means to raise the human consciousness to the Divine. Unlike many of
the older systems, Tantra is highly rational in its approach; it asks for no faith in advance. It is
a self-verifying science of the development of natural energies into their supernatural terms
leading to a cosmic enjoyment of life in a spiritual consciousness. In a word, it is the highway
of mukti and bhakti in the highest sense (Avalon, 2007, n.d. Preface).”

The term Tantra refers to an esoteric yogic principle that holds an important place in Hinduism.
Despite referring to subtle science, it is often misunderstood in its narrow sense, with black
magic, violent rituals, and sexuality. Tantra only suggests that all of creation is an expression

of the Absolute. Therefore, these practices are spiritual and sacred.

- The symbolism of Tantra sculptures of
Vijayanagara era temples of

Kancipuram

The sculptures of deities and their
symbolism in tantric rituals are the
primary focus of the study; an examination
of this is provided in the
subsequent sections.

Kafcipuram (hereafter Kafici) - the city of
temples was ruled by the Vijayanagara

| Karndta kings between the 14 and 16%

! Spiritual teacher, author, and Sanskrit scholar who wrote numerous books and articles on the
yoga of Sri Aurobindo and The Mother, on social and political thought, science, philosophy, religion,
mysticism, and the classical texts and spiritual traditions of India.


https://en.wikipedia.org/wiki/Sanskrit
https://en.wikipedia.org/wiki/Integral_Yoga
https://en.wikipedia.org/wiki/Integral_Yoga
https://en.wikipedia.org/wiki/Sri_Aurobindo
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century. It is one of the seven holiest and oldest cities of India.

31T HYRT AT H1RA Breft Srafe |
T3 GRIGCH o9 FwIdT: TEGIABT: Il (Sahay, 2003, p.154)

‘Ayodhya mathura maya kast karici avantika purt dvaravati caiva saptaitah moksa dayika -
Ayodhya, Mathura, Maya (Haridwar), Kashi, Kanchi, Avantikapuri (Ujjain) and Dwaraka are
the seven cities that have been called Moksadayika (one which gives salvation). These cities
are linked to the seven cakra-s of the body. Kanchi is linked to the svadhistana cakra behind
the genitals (The art of living, 2024)*. Kashi and Kanchi are also considered as the two eyes of
Lord Shiva ‘netradvayam mahesasya kast kasncipura dvayam?. This city is also regarded as
the Banaras of the South.

During the reign of Simha Visnu in the late 6™ century, poet Bharavi, the composer of the
Samskrta Brhatkavya and Kiratarjuniyam, visited Kafici and was so taken by its majesty and
beauty that he immortalized the city in a poem with the phrase Nagaresu kanici® (Gopu, 2018).
Such is the greatness of this city where an enduring beauty etched in stone by the Vijayanagara
Karnata rulers can be seen in the temples of Varadaraja Perumal, Ekamranatha and Sri
Kamaksi.

Given the abundance of Tantric themes seen in the Kavyal/poetry literature produced between
the 7" and 10" century, Tantra literature most likely started to form in the first part of the 7™
century. An important source that documents the 7antra practice during this period is the plot
in Mattavilasa Prahasana of the Pallava King Mahendravarma who ruled Kafici during the 8
Century AD. This one-act farce or Prahasana is an amusing controversy between the leading
character Kapalika Satyasoma who lives in the temple of Ekamrandtha, his mistress Devasoma
and a Buddhist monk, unjustly accused by the two protagonists of having stolen from them a
skull (Lorenzen, 1991, p. 23). It can be inferred that a cult of fully developed tantric worship
was widespread across the country during this time.

By the 14" century, Tantra had grown to such a degree that the Vijayanagara Karnata kings,
like their predecessors, seemed drawn towards this philosophy and hence incorporated tantric

deities and ascetics in the temples constructed by them. The profusion of sculptures of

! Refer to footnote 3 on page 165

2 Rahasyam sampravayami lopamudrapate shrunu |

Netradwayam maheshasya kashi kanchi puridwayam ||

Kasi and Kafici are believed as two eyes of Lord Shiva and this secret is narrated by the Lord himself
to Sage Agastya (KAMAKSHI & KAMAKOTI PEETHA, n.d.)

3 “puspesu jatt purusesu visnu narésu rambha nagaresu karici”, which means among flowers, (the

best is) Jati, among men, Visnu, among women, Rambha and among cities, Kafici”.
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Bhairava, Saptamatrkas, Durgd, Mahisasuramardhini and Saiva ascetics in the Vijayanagara

era temples establishes a clear influence of Tantrism.

Bhairava

Fig. 1: Bhairava, Ekamranatha Temple

The four-armed Bhairava appears naked decorated with a
skull garland, a trident, a sword, a two-headed drum, and
Kapala - Brahma’s severed head. He is seen flanked by a
snake and a dog that feeds on flesh. Bhairava is the most
frequently portrayed God in the Vijayanagara Karndta
dynasty's temples. The sculptures are visible within small
shrines devoted to this deity as well as on the pillar reliefs.
Bhairava, a form of Siva that was held in high esteem by
the tantric groups. Bhairava originates from the word
bhiru. which means "fearsome". Bhairava means "terribly
fearsome form". Ksemardja provides the esoteric meaning
of Bhairava in his commentary on the Udyota. In his view,
the term Bhairava is an acrostic made up of the letters bha,
ra, and va. The letters bha stand for bharana, or
maintenance of the universe; ra for Ravana, or withdrawal

of the universe; and va for Vamana, or projection, which is

the universe's manifestation. Bhairava thus represents the
three facets of the Divine (Singh, 1979).

There are various accounts of Bhairava's origins, just like there are for nearly every other Hindu
deity. The story that is most commonly known describes how Siva severed Brahma's fifth head.
Siva used his left thumbnail to severe off Brahma's fifth head after feeling humiliated by
Brahma. However, the head clung to his hand and would not come off. Siva observed the
Kapalika life for a period of twelve years, after which Brahma's head came off when he reached
Varanasi. The 'Kapalika Vrata' is the promise that Bhairava took during his twelve-year
traveling period, forging a link with the Kapalikas, a highly influential Saivite cult throughout
the Middle Ages. He was the favourite deity of Kapalikas and Kalamukhas. Bhairava is
regarded as a guardian deity /Ksetrapala of the abode of Lord Siva. Early tantrics including

Kapalikas performed Sadhanas (technique or practice used to accomplish a specific goal) of
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his fearsome appearance to transform themselves to become the reflection of the deity, while
the kings worshipped him to strengthen their political positions (Chavan, 2015). The Natha
ascetics are Saiva-s. They worship Shiva as Bhairava, also known as Kalabhairava, a form

connected to Tantric rituals (Sarde, 2019, p.67).

Sculptures of the Saptamatrikas and Bhairavi - The cult of the Mother Goddess

The cult of the mother goddess, Saktism (an amalgam of Saivism and Mother goddess
traditions?) also seemed to have assumed a significant place during this time which is evident
from the sculptures often shown in the Vijayanagara Karndta temples. Goddess Sakti, the
consort of Siva is sculpted in her various wrathful forms as Durga, Mahisasuramardhini, Kalt
and Bhairavi. These goddesses were revered as Saktr, or feminine energy forces and were
worshiped in tantric rituals. The Sakta Tantras (Kularnava Tantra, Saradatilaka
of Laksmanadesika) give details on the “left-handed” cult forms like ritual copulation and
esoteric rituals (Dokras, p. 50).

The Sakta Tantrasastra advocates worship of the Goddess Sakti centering around five
ingredients or Pancamakaras (Lorenzen, 1991, p.3): Madya (Spirituous liquor), Matsya (fish),
Mamsa (meat), Mudra (cereal) and Maithuna (copulation). Kularnava-Tantra® speaks of these
as a medium for communion with the Supreme Being - The Madya is the Divine dynamism
Saktt, the Mamsa is the Divine substance Siva, and the Divine enjoyer Bhairava himself
partakes in this practice. The Sadhaka (practitioner) attends Moksa when all these three are
fused in the consciousness(Avalon, 2007, Ch.4, p.49). The Sadhaka practices Tantra or
techniques for the union of Siva and Saksr which he visualises within his own body to reach
the ‘Ultimate Reality’ or merge with the universal consciousness. This ritual is aimed at the
regression of the semen to the highest Cakra which is Sahasrara (Saraswati, 1994, p.25)3
through the stabilization of thought, breath and semen by the S@dhaka (Lorenzen, 1991, p. 91).

Each element of Pancamakaras has a symbolic and ritualistic meaning. Madya denotes a state

L It is interesting to note that "over time, Saktism and Saivism became inseparable because
Saivism absorbed Sakta elements." (Sarde, 2019, p.18)

2 The Kula tradition of Tantric Shaivism and Shaktism follows a text known as Kularnava-Tantra. The
Sanskrit words kula, which means "family" or "clan," arrnava, which means "ocean" or "sea,". The text
contains 2,058 verses and is dated between 1000 and 1400 C.E. The text emphasizes guru devotion
and also discusses, the philosophy of tantra and rituals like Pancamakara (the five substances used in
puja) and cakrapuja. (What Is Kularnava Tantra, 2023)

3 There are six important Cakras: Muladhara, Svadhisthana, Manipura, Anahata, Vishuddha, and Ajna.
Sahasrara is the chief Cakra.
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of divine ecstasy; Mamsa signifies the embrace of life's vitality; Matsya denotes spiritual
flexibility and adaptability; Mudra signifies sustenance on both a physical and spiritual level;
and Maithuna represents the coming together of feminine and masculine forces for spiritual

transformation.

Fig. 2 & 3 Mahisasuramardint and Bhairavi, Ekamrandatha Temple

The Agamasara a Bengali text by Yugala Dasa states the following on a Sarvik plane
(Daksindacara) where wine is the Somadhara, or lunar ambrosia, that descends from the
Bhramarandhra; while Mamsa (meat) is the tongue (Ma), of which speech (Angsa) is its
component. The Sadhaka, in "eating" it, controls his speech. The two fishes' (exhaling and
inhaling of breath) that are constantly moving in the ida and pingala nadi* are called Matsya
(fish). He who controls his breath by Pranayama consumes them by Kumbhaka. Mudra is the
awakening of knowledge in the pericarp of the Sahasrara lotus, where the Atma, like mercury,
resplendent as ten million suns, and deliciously cool as ten million moons, is united with the

Devi Kundalini(Avalon,2007 n.d. Preface).

! Here, Matsya also refers to the mind's perpetual oscillation, which wanders around like a fish in the
water.

2 A human body is filled with innumerable nadis which are the astral tubes. The Sanskrit term ‘Nadi’
comes from the root ‘Nad’ which means ‘motion’. It is through these Nadis (Suksma, subtle
passages), that the vital force or Pranic current moves or flows. Ida and Pingala nadis are the subtle
nadis that correspond to the right and left sympathetic chains (Saraswati, 1994).
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The Saptamatrkas or the seven mother goddesses - Brahmani, Vaisnavi, Mahesvari, Kaumari,
Varahi, Indrani and Camunda are also linked with Siva. Devi Camunda, one of the
Saptamatrkas is the oldest known tantric deity. Tantric practitioners meditated on her to

confront their fears and overcome self-attachment.

Sculptures of Saiva Ascetics, Kalamukhas and Nathas®

Fig 4: Sculpture of an ascetic, Ekamranatha Temple

The Sculptures of the Natha yogis found in these temples share the
following characteristics in common: They are depicted wearing
loincloths with the middle part of their ears split to display enormous
Kundalas (ear ornaments) which led to their other name, Kanphata
yogis, long unkempt or dreadlocked hair (jata) sometimes matted in
an ornate hair bun or top-knot and beard. They also have antler
whistles, called Sringis / Singi?, tied with Rudraksa and Pavitri in the
Yajiiopavita. Additionally, they have Rudraksa beads around their
necks, which are used for Sumirini (rosary), Catra (umbrella), and
Kamandalu (water pot carried by yogis) and yoga straps (yogapatta).
The sculptures of the Saiva groups, tantric sects and ndtha yogis

stand as a strong record of their existence at various Vijayanagara

Karnata dynasty sites including Kafci.

The tantric sects had a significant impact on the construction of temples and monasteries across
India. They also disseminated tantric practices among the affluent and imperial class, who were
in charge of constructing temples. The Vijayanagara temple's profusion of Bhairava carved
statues bears witness to the thriving Kalamukha activity in the capital. The Kalamukhas were

! This author also studied these kinds of sculptures under the title of ‘Analysis of the Social Life
Sculptures in the selected temples of Vijayanagara period’ and it has been published in the Nrtya silpa
Yatra series- Part 2 book-Silpa sodha Sangraha- the Noopura Bhramari IKS Centre.

2 The horns of deer and rhinoceroses are used to make Singis. King Bhartrhari was a prominent pupil
of Goraksanatha, and the narrative surrounding Natha's usage of the horn is related to him. Apparently,
his seventy queens persuaded him to go hunting. He came across a herd of seventy hinds and one stag
while he was gone, but he was unable to get by the stag. Eventually a hind asked the stag to allow
himself to be shot under several conditions, one of which was that his horn be used as the Yogi's whistle.
(Powell, 2018)
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most likely the Rajagurus of the original Sarngama rayas. Kriyasakti was Vidyaranya's disciple,
according to a Sanskrit text called Vidyaranya-kalajiiana. The Vijayanagara emperors
respected them and gave them several gifts in honour of Kriyasakti.* The Pampamahatmya
implies that Saiva ascetics and yogis interacted at Vijayanagara, and the prevalence of
Matsyendranatha representations in these temples adds proof that Natha saints were present in
the city (Desai, 1975, p. 77).

The sculptures of the Nathas/Navanathdas of Natha sampradaya are also widely shown in many
temples of the Vijayanagara Karnata empire across south India. The Navanathas included, 1.
Minanatha / Matsyendrandtha, 2. Goraksanatha, 3. Jalandaranatha, 4. Kaniphanatha, 5.
Gahaninatha, 6. Naganatha / Airahotra, 7. Carpatinatha, 8. Cauranginatha / Bhartarindtha,
9. Révanatha / Révanandtha (Frydman, n.d.)?. The sculpture of Matsyendranatha is of prime
importance among nathas. The proliferation of Natha sampradaya in Tamilnadu may be seen
in images of Matsyendranatha (fig. 5). He is credited with introducing the Kaula tantric system
to the world. The Vijayanagara Karnata era sculptures show Matsyendranatha seated on a fish
in a yoga posture. Within the Natha sampradaya, following Adinatha (Siva) and Girija
(Parvati) the next importance in this lineage is given to Matsyendranatha. Tradition holds that
during Adinatha and Girija's talk, he had encapsulated the knowledge contained in it in the

form of a fish. The Natha sampradaya later adopted this doctrine as its teachings (Sarde, 2019,

: . Fig. 5:

| Matsyendranatha,

.~ Ekamrandatha Temple

3 Fig. 6:

Matsyendranatha in
variation of

kukkutasana

1 “A grant of Harihara II dated AD. 1384 states that the king listened to the teachings of both Vidyiranya
and Kriyasakti. A grant issued in the year 1403 registers gifts of land both to Kriyésakti-deva-riya-
vodeyar and to the guru of the Srifigeri matha”. (Lorenzen, 1991, p.162).

2 The sculptures of Navanatha-s can be seen in a sequence on the outer wall of Someshwara temple in
Ulsoor, Bengaluru. Most of the all temples built or renovated during the Vijayanagara dynasty has these
natha sculptures atleast one or two.
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In the Natha sampradaya, goddesses like Bhairavi, Matrakas, Yoginis, Sakinis, Dakinis and
many more are still regarded as auspicious. The Natha ascetics are Saivas. They worship Siva
as Bhairava, also known as Kala Bhairava, a form connected to tantric rituals.

The Kubjikamata Tantra (10th CE), the principal scripture of a branch of Kaula Saivism
associated with Matsyendranatha teaches an important two-armed balancing posture,
Kukkugasana -cock posture (Fig. 6), where it is described as a tantric Karana (Powell, 2018, p.
58). His disciple Goraksanatha is the chief Hatha Yogil. In the practice of Hatha yoga, the
goddess Kundalini is conceived and awakened in the form of Kundalint energy with the aid of
six or seven Cakras. Asana, Kumbhaka, Mudra and other yogic practices were initially
incorporated into the Hatha yoga pradipika as part of the Hatha yoga technique. The sculptures
of these ascetics in various advanced asanas reveal a rich tradition of Hatha yoga practices
during the aforementioned period. Numerous other asanas that the ascetics practiced are shown
in the sculptures on the pillars. These asanas include standing and sitting asanas as well as a

variety of complex and advanced ones.

Mithuna & Maithunya Sculptures

The growing influence of Tantrism during the medieval periods resulted in the appearance of
these sculptures who practiced ritual copulation or Maithuna as a means to attain religious
merit. Tantra celebrated the feminine power and accordingly mortal women were viewed as
natural embodiments and transmitters of Sakti through sexual union or Maithuna. In Tantra,
Maithuna was a key figure in channelling sexual energy to unite with divinity, rather than
seeking pleasure. It used the body as the best medium to explain its philosophy. The Mayamata
(18.111, written earlier than the 11" CE) refers to the term Tapasvilila®>. This has been
interpreted to mean naked mendicant - love play of the ascetics. It is evident by looking at the
sculptures (figs. 10, 11) from the Kamaksi and Ekamranatha temples that nakedness was seen
as vital for certain tantric rituals.

Mayamata forbids the depiction of some features on temple walls, such as depictions of nude
figures and the sensual activities of ascetics and hence can be spotted only in the unfrequented
corners of the temple. Hence, the sculptures of men and women exposing their generative

organs can be seen on the outside structure of the 100-pillar Mantapa of Varadaraja Temple.

! The yoga that uses the technique of persistence.
2 9 qUE! ot arHareG 9 aorid I 832 Il (Dagens, 2007, p.278)
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Inspite of the public display of the tantric practices contradicting the basic principles of
tantrism, which was esoteric and highly secretive in nature, an ascetic indicative of
exhibitionism is seen in Ekamranatha temple with other sculptures of Surasundaris with
exposed pudenda, sculpture of couple fondling each other and their lips are about to touch, the
performance of the coital act where participants seem to be part of some ritual and nudity
exposing figures. These sculptures are mostly confined to the unfrequented corners of
Varadaraja Perumal temple.

A record of Tantrics practicing seasonal orgies on Vasantotsava is also seen mentioned. It was
recommended that the Pasupata Saiva initiates perform a Syngarana ritual in which they were
to display themselves and behave sensually upon seeing a beautiful girl, given that in magico-
religious beliefs and practices, the exposure of sexual organs is also seen as a defensive measure
against evil (Desai, 1975 p. 77). It is interesting to note that a similar image is found in the

Kamakst temple Mantapa. These images are visible in the temples of Karnataka,

Fig 10: Kamakst

temple

Fig 11: The
women shown in
the company of a

nude ascetic in

Ekamrandatha

Temple
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Conclusion

To summarise, the Vijayanagara period witnessed a decline in the sexual representation in
sculptures of the preceding centuries. However, the sculptures of Mithuna (copulation or the
union of male and female), sculptures of Bhairava, Saiva ascetics, Natha Siddhas and
Surasundaris with ascetics which are part of the sheer architecture grandeur suggests the
uniqueness of artists in showcasing the rich tradition of tantric practice during Vijayanagara
period. By the time of the Vijayanagara Karndata dynasty, the philosophy of 7antra in sculptures
had expanded beyond erotic sculptures, to a bigger horizon that included deities, ascetics,
rituals, etc. which were effectively incorporated into the architectural splendor of these ancient
Indian temples.

These treasured pieces of Indian architectural and artistic history display an exceptional artistic
ability, and demonstrate a deep comprehension of the Tantric tradition and allude to a
transcendence beyond the limitations of the human body. Furthermore, Ssimilar sculptures are
also found in the Karnataka temples; these sculptures have a uniform style and serve as a
distinguishing feature of architectural and sculpture techniques of the Vijayanagara Karnata

dynasty.
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