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PREFACE 

This four-act Sanskrit play (Na\ika), that is being re• 
edited here, was discovered in 1902, by Mr. K. K. Lele, then 
Superintendent of Education in Dhar State. It was first 
edited by Prof. Dr. E. Hultzsch, in the Epigraphia Indica, 
Volume VIII, p. 95 f., from the two excelle.nt inked 
estampages, that were made available to him by Mr. Cousins. 

·"Being convinced that the little drama, though incom
plete, will be. of interest to all lovers of Sanskrit literature, 
and that it will be.a useful text-book for University lectures 
and examinations", Dr. Hultzsch "decided to have it reprint· 
ed in a book-form", and published it through the Nirnaya 
Sagar Press, Bombay, in 1906. Unfortunately, however, no 
Indian University has so far taken advantage of its publi· 
cation and included it among tbe text-books for any examina~ 
tion, when it really deserved to be .. Dr. Hultzsch's text was 
accompanied by a short learned'preface, a Sanskrit rendering 
($amskrita-chchhiiya) of the original Prakrit passages, 1 and 
above all a learned Sanskrit commentary of Mr .. M. Lakshman 
Sastri of St. Peter's College, Tanjore . 
. " : This edition being out-of-print and not available even in 

the libraries of the Universities, Archreological Departments 
and Museums, a fresh edition was deemed desirable. Like 
Dr. Hultzsch, I also cherish the hope that some Universities 
will fake it up as a text-book for some University examination. 

In re-editing the text, I have been considerably helped 
by the excellent impressions of this inscription, prepared by 
Mr. K. K. Lele,2 which were so kindly giv"en to me by his 
nephew. This has enabled me to correct or modify the 
original reading of Dr. Hultzsch in a few places,-not all of 
which have been noted in the text. In a few others, too, I 
have thought it fit to differ from his text. 

1. He unfortunately calls it Hprakrita-cbchhiiyii" and says that 
it 11 is not found on the original stone, but was added by myself." 

2. Mr. K. K. Lele had supplied the impressions also to Dr. F. 
Kie!horn. (See Ep. Ind., IX, p.103 fn.) 
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A word about my Sanskrit commentary. A careful 
perusal showed to me that Mr. Lakshmana Sastri's comment
ary was often too brief, and !tat it did not explain a number 
of important passages at all, or did it so altogether briefly and 
hence unsatisfactorily. Above all, it did not always explain 
the alaizkiiras in the poetic passages, and, sometimes .. ,it 
appeared to do it wrongly. On the whole, it was felt that 
the poet deserv.ed a better treatm.ent. 

However, be it confessed honestly, the present author 
was immensely handicapped for want of any library facilit
ies, while writing the Sanskrit commentary in tbis booklet. 
Hardly any work on Sanskrit poetics proper was available to 
him at the time of writing it. Despite these odds, he hopes, 
he has been fairly successful in his aim, which was only to 
give the reader a better insight into the poetic genius of the 
dramatist Upadhyaya Madana. 

The method of writing anusvaras, almost invariably (in 
the place of anunasikas of the same class as of the succeeding 
consonants), that is found in the inscription is retained ~n the 
text,-even as in done in Dr. Hultzsch's edition. 

Finally my special thanks are due to Dr. G. B. Palsule 
and Prof. Arjunawadkar of Poona, for suggestions and corre· 
ctions in the Sanskrit commentary. 

S. K. DIKSHIT. 
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PARIJATA-MAflJARl OR VIJAYA-SRI (A Play) 

by 

RAJAGURU MADANA alias BilLA-SARASVATl 

The dramatic inscription, re-edited in this booklet, was 
discovered in equally dramatic circumstances, in th~ Saras
vati-sadana (temple of Sarasvati),-later turned mto the 
Kamal Maula Mosque, of Dhar,-in November. 19_03. I~ was 
originally fixed in "the northern wall of the prmc1pal mihrab 
of that mosque', with writing turned inside". It is engraved, 
on a highly polished black stone-slab ( 5'8" x 5' in size), 
It contains the first two acts of a previously unknown drama 
of a well-known literary figure in the court of Arjunavarman, 
a Paramara king of Dhar (ancient Dbara). It is stated at the 
very commencement of the record that the whole drama was 
inscribed on two stone-slabs,-'not without difficulty'. Of 
these two slabs, the one, discovered, contains only the first 
two acts of the drama, so that it may be surmised that the 
other contained the last two acts of the same. 1 

The alphabet used here is proto-Devanagari of the 12th
l3th century A,D., which differs little from modern Deva. 
nagari. Certain peculiarities like the use _of the Prish\~a
matra the writing of initial i by three pomts, etc., which 
are fo~nd retained in this record, were discontinued in Deva
nagari not very long after its time. Other peculiarities 
including initial ri, initial e and initial u (of two types) may 
also be noted. Other letters like th, s, r, bh, eh, chh, etc. 
and)igatures like ksh, ~(I, etc. are also found" to be written 
differently than their Nagari co~nterparts. T~e language 
of the record is Sanskrit or Praknt as per requirements of 
the dramatis personce that use it, since different characters 
use these languages here, as laid down by the rules of the 
Na\yasastra of Bharata. 

1. The drama is called in the introductory portions a 
"Natika", ,vhich, according to Sanskrit dramaturgy, is a play 
of four acts. (See Sanskrit Commentary.) 
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The insc;iption is o;i the whole written quite accurately, 
though not without certarn orthographical peculiarities. · Its 
?rthography makes it clear that the letter v was pronoun·ced 
10 those d~y~ by ;he people of this locality like b, as we find 
b never distinguished from v. The palatal sibilant s was 
~~~~siona.Hr undistinguished from the dental sibilant s, i.e. 

wo sibilants were not pronounced in a clear-cut different 
~~nn~r: Thus the words Siiradii (!. 3), Hiranyakasipu (l. 7), 
asmzr~ <.I. 20), athsa, (I. 21), Sviisena (I. 33) etc. have the 

de;ital s1b1'.ant in the place of the palatal one. Instead· of 
usmg the lingual sibilant, or alternately the Upadhmiiniya 
~tc. as the case may be, only a visarga is occasionally used a; 
m chatubpatha (I. 3), ni(lhriimati (I. 58), ni(lkramtii (I. 15, ~8, 
31, 39, 5~, 81, 8~, etc.). Occasional lapses in spelling .are · 
also noticeable .m some v:ords having doubling of conjunct 
consonants, which are writte;i without doubling, where they 
should not ha~e been, e.g. u;vala (I. 13), datvii (I. 13 and Zl).' 

S T~e play is cal!e~ in the record a Niitika (!.+}which, in 
anskn: dramaturgy, Is reckoned as a four-act play, derived 

!rom Nataka, oi;e o.f the ten forms of the drama.' Elsew'liere 
•;i the same, It is termed 'Sruti-lehya gul)orjita' (i.e. a 
literary eul.ogy to be enjoyed [rather] by the ear), though 
a drama 1s understood to be only a d .8 k- (" . 
a poem to b ) A rt ya- avya 1.e., 
. e s~en · . ta third place, it is termed a 'Prasasti,' 
i.e. a panegyric, evidently in praise of Arjunavarman 
We are, however, informed that this 'new composition; 
of the royal preceptor (Rajaguru) Madana was actmill 
to be en_ac.ted f~r the first time in the tern pie of Siirad~ 
(Sarasvat1) rn Dharii, .on the occasion of Vasantotsava (!. 13) 
(here al~o called Cha1tra:parvan) (I. 3), performed in the wake 
of the victory, that the king Arjunavarman obtained over the 

I. The author himself is responsible for the s 11· 
"Tada · k " · h 1 f pe mg . m a in t e pace o ''Tatarhka". He is also responsible 
for the use of th• wrong word 'vilakshya' (twice in II. 56-57). 

z. Cf. 0:'111''!:-' ~TG'li'!'if.f <il1Jj~l1'1i\Uf'!T~T!ifff fu<r) l'llfll: 1 . 
0 '1T'ffff.r'il'l'!im i:ni:.r•n'!fu i'ffa'!i-fl'lio'H: II' 

(See, 'B' Parisishta to our Sanskrit commentary on I. 4), 

(ix) 

Chaulukya contemporary of Anhilwad, Jayasithha by name, 
in the battle of the fortress of Pava (Parva-Parvata). 

A dramatic turn appears to have been given to what may 
have been a historical fact. It is represented that Vijayasri 
(the goddess of victory) herself fell on the king Arjunavarman 
in the thick of the fight with that Chaulukya adversary, 
in the form of a garland dropping from the heaven. And 
lo! that garland was suddenly transformed into the form of 
Vijayasri, the daughter of the Chaulukya king. This would 
boil down in mundane terms to this that the daughter of 
Jayasithha, the Chaulukya ruler, Vijayasri by name, who 
had accompanied her father in his battle with the king 
Arjunavarman, foll in the hands of the latter at the time 
of the victory, he obtained over the former. 

It is further represented that the Chaulukya ruler was 
killed in the battle. This fact may well explain his daughter's 
falling in the hands of his enemy ; but 'what is surprising is 
the fact that the daughter falls immediately over head and ears 
in love with the Paramiira ruler Arjunavarman, the killer of 
her father according to the story of the play. 1 As is quite 
clear, there is no question of any such love in such events of 
victory. All the same, the drama represents even the king 
reciprocating that love in a measurable degree. And this 
naturally arouses the jealousy of the chief queen, Sarvakala 
by name, who was the daughter of the king of Kuntala. 

All this enables the poet to follow a much too familiar 
pattern of the development of the love-theme a la Mala
vikiignimitra, which served as a model also for other Sanskrit 
dramas like Ratnavali, Pratiiparudriya and others. · 

Unlike the author of the Malavik1ignimitra, however, the 
author of the present play is anything but modest; and· this 
has resulted in his supplying to us a number of valuable 
historical details, which we would have otherwise missed. 

1. Cf. Gathii-saptasati, II. 18 :-

' '!«frai fflliJ:aJ'f•>!'IM'!lllT~ f'l q!f.<lf ffi "!fl.'l!6fl I 
"1~\F(fll q<:l)~ei) !JOfl! '!if ;i;;;,~ '!~ii II' 
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He informs us that his real name was Madana, that. he 
was a son of Gangadhara and belonged to the lineage 
of Gauc,la Brahmans, and that he was the preceptor of 
the ruler ( Rajaguru ). He further describes himself as 
the 'royal swan' ( Raja-hamsa) of .the ( Garn;!as ), and his 
work as the veritable fountain of the honey of delight to 
the bees in the shape of the members of the audience. 1 

No doubt, the literary style of the play and especially 
of the verses in it is quite polished, flowery and .even. 
classical. Its theme is evolved in a very clever way. 
But. all this ingenuity of the theme does not, in our opinion, 
entitle him to be :ated as a first-rate dramatist, though we 
need not grudge him the honour of being a first-rate poet. 
For, not only the verses found in the drama, but also those 
quot.ed .by Jalhal).a, display his mastery over the technique of 
vers1fymg as well as the flow of sentiment and the grandeur 
of conception. · · 

He compares his patron, king ArJ'unavarrnan with the I , , 
at:er s predece~sor, th.e famous king Bhojadeva of D~arli. • 

;\rJunavarman, mdeed, deserves to be compared in this way,. 
m some degree,;since he was himself a litterateur and a liter
ary.critic even as his predecessor Bhojadeva was in a grea.ter 
measure. It is well-known that Mufija and Bhojadeva had a 
poet in his court, Dhanapala by name, whom Mufija had 
honoured in the presence of the whole assembly as "Sara
svati. 3 

• No wonder that Arjunavarman also may h~ve fol
lowed· his predecessor's example and given to Madana, perhaps 
already his preceptor and an influential man at his· court, 
the title 'Bala-Sarasvati' (=the young goddess of learning). 

Arjunavarman quotes his preceptor, Madana, either by 
name or as his preceptor (upiidhyaya) no less than thrice, in 
his Rasika-safijivani, an excellent and learned commentary on 

1. qi:mr-;wn~'f.-Tf~'l<!Fl•<::-Tf'li\•<::-ll<rr 1 
2. Indeed' Arjunavarman is represented as an incarriation 

of Bhoja himself, in the play. :/ 
3. DhanaMla' s Tilaka-mafijari-' Bl'l!•~!sfer f'fN'ffi~i'ni:"i't 

'!: qlif'f'fll•'l'!T I •.tJ!!?;f'f <flJ'i'fITTf<l <i<::fu ~fTT;]-.,:cr <'!ffl;<!: 11' · 
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Amaru,Sataka. At one place, he gives in addition his "other· 
name" (or title) "Bala-sarasvati". 1 A poem of this· precepto.r 
quoted by Ar junavarman,'is also:found' quoted in .:the Siikt1-
muktiivali of Jalhal)a. Dr.'.HultzcMhas recorded that Prof. 
Oppert's Lists of Sanskrit Manuscripts contains three manu-. 
scripts of the Bala-Sarasvati-kavyam, whi~h i~"assigned to 
'upadhyaya Madana' by Prof. Aufrecht rn his Catalogues 
Catalogorum. 2 From other authorities, we learn tha~ Madana. 
learnt his lessons in poetry under the Jain poet Asiidhara, 
who fo "highly esteemed both as a poet and a scholar", and 
who wrote "a number of stotras, one narrative work and 
several learned works". 3 

All the three other inscriptions of king Arjunavarman, 
mention this Ra jaguru Madana, 4 as the corn pose~: of the 
matter in them. This poet appears to: have survived the 
king and continued to hold the post of Riijaguru)n the:_reign 
of his successor. • 

We find' king Arjunavarman described in this-poem with 
the title Trividha-virachiitf,iimai;i. Portions of· this title are 
found used with reference to the king in :other :records:
Tbu(Trividhavira is mentioned in his:copper-plate grants, 
and Vira-chiidiimani is found in his commentary, Rasika-
safi jivani, m e~tion~d above. · 

It is well-known that Sarasvati-piija is an integral part 
of the Vasantotsava in Bengal, of which GaU<;!a formed:only 

1. See Rasika-saiijivanl.on Amaru-Sataka, St.:-
' '!l);'filll'lll);'ll''IT~if 'IT<il~<:,'l<'l'l\i!T+i!T 11;::iii! '~<!R :q~~fu ... I'. 
(;;;~:qa111'll' 'a1' qft.fli1'i! "lil\l:"l1.f"l<lll)%i!!'ffi°i'l<i11''1-'l~!l 'li'!l~'<i 
tf'i!fi{, I). 

2. Volume I, P. 425. 
3. Winternitz, A History of Indian Literature, (Univ. of 

Calcutta, 1933), Vol. II, p. 590 f.; Ep. Ind., Vol. VIII, p. 99, 
fn. 11. . 

4. Journal of'American·Ori. Soc., Vol. VII, p. 47 f., JASB. 
(1936), Vol. V, p. 377 f. Indian Antiquary XIX, P· 341 f. · 
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a part: 1 No wonder, the Gau~a poet Madana found a palatable 
event in the enactment of his play in the temple of Sara
svati, on the occasion of Vasantotsava. This temple_ of Sara
s;ati was the one, which was probably built by king Bhoja 
himself, and in which the beautiful image of goddess Sara
svati, now in London Museum, was installed by him. 

One may observe that Vallabhadeva's Subhashitavaii, an 
early anthology of Sanskrit verses, quotes poems from JGng 
Mulljadeva alias Vakpatiriija (a predecessor of Arjunavar
man) and King Arjunavarman (or Arjunadeva), but none 
from Madana himself. Can we not look upon this as a tri
bute to the poetic talents of the patron (Arjunavarman), that 
his eminent protege (Madana) sho.uld not find a place where 
he himself did I Another anthology, by name Sukti-muktii· 
vali (of Jalhai:ia), also quotes a verse composed by Arjuna
varman, Arjunavarman is described by Asadhara himself in 
his detailed panegyric at the end of Dharmamrita as a friend 
of his. 2 Evidently, he belonged to the glorious line of 
great rulers of ancient India, like Samudragupta, Cha1J.dr_a· 
gupta-Vikramaditya, Harshavardhana, Yasovarman, Munja, 
Bhoja, Lakshmai:iasena etc., who were also great poets them
selves and greater patrons of poets. 

- Among the authors, that Arjunavarman mentions in· his 
commentary on Am1rusataka by name, are found Bhalta
Rudra\a, Anandavardhaniicharya, Dhanai'\jaya, Vatsyiiyana, 
Bharata, Abhinavagupta, Govardhanacharya, Durgasiihhii
charya, Kalidasa, Sri-Harsha the king and Bha\\anariiyai:ia, 
while among the works, he refers to, may be included Kiima
sastra, Chal)(!isataka, Kavyaprakiisa, Uttara-charita (Uttara
Riimacharita), Balariimiiyal)a, Bhatta-viirtika, Malatimiidhava, 
etc. Also we find references to Acharya ( = Madana ? ), 
Dhvanikara (Anandavardhana), Bharata\ika-kliras, etc. These 
suffice to show his great learning in literature and poetics. 

1. For 'T~ividha-vira-chudiimani', see the Sanskrit com
mentary below. For Chaitrotsav&l or 

0

Vasantotsava, see Sanskrit 
commentary of the present writer, given at the end. 

z. M. Winternitz, op. cit., p. 590 f .. 

r 

l 

I ~;' \ 
\ )(1!1 } 

A word in explanation of an important verse at the 
beginning of the present drama. It compares king Bhoja
deva with Krishl)a on the one hand and with Arjuna on the 
other. Most epithets carry more than one meaning, one with 
reference to Krishna and the other with reference to the king 
Bhoja. 1 There 'are ~ther epithets which carry a similar double 
entendre, one meaning referring to K rish!)a, another to Arjuna 
and a third to the king Bhoja. 2 It possibly_ sheds light 
on some skirmishes the latter had with some king of the 
Biil)a dynasty, with the king of Rad ha, and with Gailgeyadeva, 
Kalachuri king, who was a contemporary of king Bhojadeva. 

The present play can also be looked upon as a tribute to 
the memory of king Bhoja, whose might was feared even by 
the great Muslim conqueror Mahmud of Ghazna, after he 
had looted the immeasurable wealth of the Somanatha 

l. These include: 
· ;i<rra:1or01>i~'f11! f'l01>icr ... v'or: w•or l<'IT~iis'l)., '' ... 1 

" (',-., -... ""- " . ' " "' T'l1''1;"1HJ:q•{\j'!'ll'i:ifU <J"!I Fl"liO ,i; 'f: II 
Bana: stands for (1) Biil)asura, and (2) a king of' Bii\(a 

dynasty. Vishameshu: stands for (1) Madana, the· god of love, 
and (2) sharp arrows. Radhii: stands for (1) the lady- of that 
na_me, loved by Krishr)a, and (2) the country of Riidha. Also see 
Sanskrit commentary. 

2. These include:-
f'IOl'lcr i'i:~q<rr;;r1•1\!i<L ... 131'1\<irsofi;i ~· ... 1 
ll-_o1 icii11"r"'!fl<;r\11'l'l;_'l1w'f·>l111,~'r 11 

Gotrfina refers tg (1) the event of protection of the cows of 
Vira\, and (2) protection of the earth. Gafzgeya 1'ef<rs to 
(1) Bhlshma and (2) Gailgeyadeva, father of Karl)adeva_I{alachuri. 
It is, however, probable that all the epithets can be referred fo 
both Krishl)a and Arjuna without the division given above. 
Shri V. A. Bhat and A. W. Wakankar (following Lakshmal)a Sastri, 
author of the first Sanskrit Commentary on the Piirijiita-Manjari) 
suggest that Radha, in the case of Arjuna, would refer to Il,iidha, 
the foster-mother of his opponent Kar~a and 'Gangeya' ih the 
case of Karr;.a refers to Kumara Karttikeya. The latter is correct; 
but Riidhavedha, refers to Matsyavedha Ther~ is evidently a_ 
veiled reference to Arjunavarman, in the stanza .. On~ aJso sus

. pects that there·may be likewise some refererice.to "Krish!)a" in 
the sense of the name of some king of the same dynasty of the 
Paramaras of Dhilra. See our Sanskrit commentary on l. a, 
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Temple. Numerous poems exist eulogizing the devotion to 
learning on the part of Bhojadeva, both in later literature and 
in inscriptions. But his military greatness is, perhaps, no
where so well brought out as in a poem, that occurs in some 
copper-plate inscriptions of the Gahai;!avalas. This poem 
informs us that the mantle of pre.eminence among the con
temporary kings fell from the shoulders of Bhojadeva 
(Paramara) and Karr.1adeva (Kalachuri) on those of Chandra
deva (Gahai;lavala). 

The Temple of Sarasvati, variously called in the play 
'Bhiirati-bhavana', 'Sarada-sadman', etc., is described as the 
chief of the temples that adorned the eighty-four cross-roads 
of Dhara (Dhar). The image of Sarasvati, that once sanctified 
the sanctum sanctorum of that temple, is now to be seen in 
the British Museum, London, and is styled in an inscription 
on its pedestal as "Vag-devi-pratima". 1 The late Rao Baha
dur K. N. Dikshit, father of the present writer, has described 
at one place this image of Vag-devi orSarasvati as a piece of 
extraordinary sculptural beauty and delicacy. Surely, it 
must have been comparable to the well-known figure of Sara
svati from Suhania, now in Gwalior Museum, in point of 
excellence and delicacy. The date of its construction, and 
apparently that of the construction of the temple of· the 
Sarasvati, is c. 1034-35 A.D. 

The temple itself was totally destroyed and its chatur
Siilii (quadrangle of varandahs), well-known as BhoJasala, was 
converted into a masjid by iconoclastic invaders a few 
centuries later. In the main verandah, one finds ev.en today 
·embedded in the walls and the floor remnants of innumerable 
inscribed stone-slabs. Such of the less damaged ones, that 
were removedfrom this place in c. 1903 at the instance of 
the then Viceroy Lord Curzon, contained at least three great 
literary compositions, viz., the present Nafikii., king Bhoja's 
Prakrit work, Avani-kiirma-:iataka, and a Karambhaka (or a 

1. See 'Rupam', January, 1924, p.1-2(slightlycofrected):
>.<"tlli!:for·•i\•o;"l•~-'1Tf1.1·f'l'!fl'l'{f[ <!1'1'11 ] (? 'i1\<i'l<11i ·) ['IT( <1~ )'ITHr: I 

''l1."11"'ll1''1l<i"l! <JI[ s• ]qHJ: 1 'll•'i<<r'l·:ifu11t 1'r>:r!"l or'!;ft <J<"if· 
( '"ll )T~oli!T >Flt[ f"l">.ll'l""i* ]i;;ir[ fa ]ii['!•] '1f•_ol!f<l1 ~>ii lit~~ II 
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literary composition in numerous languages) called Raula. 
vela, written by a Gaui;!a (?). 

It appears that there was a long-standing family feud 
between the Paramara rulers of Dhara (Dhar) on the one band 
and the Gurjara (Chaulukya) rulers of Anhilwad on the other. 
We l~ar~ from some records of the latter, like the Badnagar 
Inscnption of Kumarapiila, that Sri.Bhimadeva I, the 
Chaulukya ruler, had destroyed Dhara, the city of the suzerain 
of Maiava {viz. Bhoja). Probably in that battle, the king 
Bhoja was himself killed.' On the other hand, about a 
century and half later, king Subha\a-varman, father of Arjuna. 
varman, had attacked, probably without success, the con
temporary Chaulukya ruler of Anhilwad, Bhimadeva II.' 
However, Arjunavarman was quite successful in his great 
battle near Parvaparvata or Pavagarh, in which, though young, 
he ha~ def7ate~ Jayasimha, the Chaulukya ruler of Gujarat. s 
The h1stoncal 1m portance of this drama.lies in this fact, which 
sort of resurrected the glory of Dhara, and naturally that 
of the glorious ruler of Dhara, viz. Bhojadeva. No wonder 
that Bboja was himself taken to have been resurrected-or 
to use an Indian concept, to have taken an Avatara-in th; 
form of Arjunavarman, whom another contemporary record 
eulogizes as having lifted up the Book and the ViQ.a (Lyre) 
from the hands of Sarasvati herself. 4 

1. E. I.,!. 29}:-

~ ~r~~sfq _f'!_'lut ""' l:l"lf"i'lt '!}•'-J,'.'llil~~<i1;i: ll!l"l'l+il'IJ~<{ 'l><H 
1j'.'i](f: >.H>fl~"('!f '):Cf: I 'ITU-Cf<l'li·\1l'll'f'f.-"l§;\,Oil:T0if+1: '<llf'!C!T fa:rti 
<!F'l'!"l!O'll\fi<!Tf1.T "li1-H1 'tl fir~i:i'l: I . 

(Badnagar Ins. of Kumarapala Chaulukya). 
2. Bombay Gazetteer, Vol. I, Pt. ii, P. 240. 
3. Cf. E. I., IX, p. 109:-

" i!!Tw·o!T<'ll&,'1 '1~"1 "''!~~ q<;5Jl'la I " 
. Pavagarh is a famous site, with ancient temple, in Gujarat, 

4. E. I., IX, p. 108 :-
" '!iJC'l·rn»~<f.-q~i:'!·l•f>~"r Fil '1m:mi:r_ 1 

l1l\1'!<H<Ji ~•<tr'>.Tifi <J~<f'!i<il"l<Jf: 11 " 
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A word about the N afikii-type of drama and its social 
significance. A number of ancient writers on th.e s~bj~ct 
have. looked upon N afikii as a shorter N a1aka, which 1s in
fluenced hy the Pralwra1)a-type of the drama (Rupaka), or e.lse 
as a combination of a Niitaka and a Prakarai;za. (V1de 
PariSishta 'Ba'). They are f~llowed by most of the modern 
authorities on the subject. 1 Thus Dr. Mankad would see m· 
a Nafika or a Nati (as this type is called in the Natya-sastra 
of Bharata) "a mixture" of the plots of a Niitaka and a 
Prakarai;za. "It must have many families (?females), four 
acts, graceful histrionics, well-arranged AD.gas, profuse song, 
dance and music and erotic enjoyment. A king may act there: 
it should represent anger, conciliation and dambha (affectation 
or feigning). It must have Niiyaka, Devi and Parijanas ... 
Abhinava has some discussion about the heroic in Niifikii,, 
According to him, Rati-sambhogiidi would refer to the younger 
heroine and Krodha-prasiidana-dambhiidi would refer to the 
Devi." 2 He points out that the Dasariipaka would have it that 
the "Devi should be the elder queen, born of a king, serene 
and Manini; while the heroine should be Mugdha, Divya alJ.d 
very beautiful.'" 

The social significance of this type of drama is satjs
factorily explained by Dr. V. Raghvan, on the basis of this 
ancient division. He points out that there have been two 
main parallel 1 ines or trends, along which the dram~tic 
literary movement evolved in ancient Jndia in the course of 
cen.turies. As Dr. Raghavan puts it, "The ideals t,hat lie at 
the base of these two types, the N ataka and the. Prakarava, 
are different; the two are distinct in a substantial manner; 
the aim of the poet in the N afikii is to present what has been 
conceived at the highest type of human personality, the 
sublime type, called Dhirodiitta; this is a heroic ideal. On 
the other hand, in the Prakarva, the poet is out to hold up 

.1. 
p. 77. 

2. 
3. 

Dr. D.R. Mankad, The Types of Sanskrit Drama (1936), 
,-(/ ,,., 

Ibid., p. 91. 

Ibid., p. 92. See P•risishta 'B'. 
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the mirror to the world, to depict society as it is in its rank 
and file. As the name signifies, it gives life's medley ... Nor 
did the interest and appeal of the Prakarava fail to have its 
influence on the Niitaka itself. The increasing play of the 
love-theme, together with its ancillaries like the Vidiishaka, 
was slowly converting the character of the Niifika, so much 
so that the graft-type of tbe Niitikii came as the natural and 
inevitable outcome of this process; the diminutive and 
feminine name of Nafikii is sufficiently suggestive of the 
Prakarava features, which came to be grafted on to the 
Nii;ikii. This graft-type is already seen in Bharata's text." 4 

He adds :-"The prevaling Indian attitute being, how. 
ever, more attuned to the epic and the heroic, the Prakarava 
did not keep the attention of literary men in a pronounced 
manner. While, on the one side, this led to a neglect of 
this type, not only on the production side, but aleo on the 
side even of preserving the manuscripts of the specimens 
produced, on the other hand, the rise of the Ntitika proved 
definitely detrimental to the production of the Prakarana 
Any zest that the poets had for it was satisfied by the sc~p~ 
that the N iifikii afforded; in fact, the N iifaka itself was 
eclipsed by the N iifika, which became the normal form of 
the later love-romance."' 

One peculiar feature that we find about the present 
N iifikii is that each of its acts has a name. Perhaps, it shares 
this feature in common with some N iifikiis and some 
Prakaravas. We know that at least one early Prakarana, now 
lost; which was cal.led (according to Niitya-darpana) Pushpa. 
dushitaka, and which is mentioned in a numbe; of ancient 
works on N afya-siistra, had a name for each of its acts, 
according to the Niitaka-lakshm,ia-ratnakosa of Sagaranandin. 

S. K. DIKS!llT, 

4. Dr. Raghavan, The Social Play in Sanskrit (publish· 
ed by The Indian Institute of Culture, Bangalore, 1952), p. 3. 

5. Ibid., p. 4. 
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MR. K. K. LELE's Note on P1irijata-Mal'ijarl 

SUMMA'\Y OF THS DRAMATIC INSCRIPTION 
FOUND AT THE BHOJA SHALA, (KAMAL 

MAULA MOSQUE), DHAR, C. I., 
IN NOVEMBER 1903 

INTRODUCTION 

The slab of black stone (5 feet 8 inches by 5 feet) upon 
which this interesting Sanskrit inscription is engraved., was 
attached to the Northern wall of the principal Mehrab in .the 
Mosque with the writing turned inside. lt was lately dis
covered that the inscription was a dramatic eulogy of the last 
great Parmar king Arjuna-varma.deva of Malva (c. 1210 to 
1218 A.D.), the 18th in descent from the founder Upendra 
and the lOth from the famous Bhojadeva. The slab was 
taken out in November 1S03, and is kept framed at the 
Mosque like similar dramatic inscriptions of Vigraha Raja 
Chauhan (c. 1154 A.D.), found at the Araai Dinki Jhopri 
Mosque at Ajmere. It bears only the first two acts of• the 
Drama; the 2nd slab bearing the remaining two acts is 
missing. The corresponding Southern slab in the Meherab, 
which has also been taken out and framed, bears a Prilkrit 
(Miihiiriishtri) Inscription consisting of two odes in the iirya 
metre in praise of the Tortoise Incarnation of Vishr:iu-one 
composed by king Bho ja him self, and the other by a poet of 
his Court. The slabs were seen by His Excellency Lord . 
Curzon, Viceroy and Governor-General of India while yet in 
the wall on the 2nd November 1902. By H. E.'s advic.e they 
were taken out and have since then attracted much attention 
and interest. 

With the two slabs several fragments of similar Prakrit 
inscriptions have also been brought to light. They can still 
be seen in the Bhojshiila. 

J!;pT I 
y, 

The inscription begins with a salutation t.o Sarasvati, the 
Goddess of Learning, arid is introduced by t.he statement, 
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that the praise of king Arjunavarmadeva, who resembled the 
illustrious Bhoja, is engraved on two stones. 1 

The Siitradhar, the manager of the play enters and after 
invoking the Goddess of Love, and eulogising k.ing Bho)a, 
calls his wife Nati and holds with her a conversat10n, which 
forms a kind of prelude to the drama. He first declares that 
he has been ordered by· the spectators to bring out on the 
stage, on the full-moon day of the vernal month of Chaitra 
(March), the new play of the royal preceptor M_adana styled 
Pilrijilta Mafijari or 'Jayafri, at the splei;d1d temple of 
Sarasvati, who like the moon, dispels all the darkness of 
ignorance. This temple is said to have ~een _ t~en th: 
ornament of the temples in the 84 squares o, Dhara Nag_an 
and the rendezvous of eminent poets and scholars coming 
from distant countries. 

The Nati, after describing the charms of Spring and 
looking at the delighted audience, asks her husband the plot 
of the play. The manager replies:- ' 

.----
1. In a succeeding stanza of the Prologue mention is made 

of the. crushing victory inflicted by King Bhoja on his proud 
enemy King Gangeya Chedi of Tripuri near Jabalpur, who styled 
himself Vikramaditya. This lucky reference at once explodes 
the popular legend about Gangli Telan and leads to the inevita~le 
conclusion that the huge iron pillar of Dhar (a big lower port10n 
of which is still to be seen in the precincts of the Lat Musjid), 
was a victory pillar erected by Raja Bhoja to commemorate the 
triumph he obtained over the combined armies of Gai\geya Deva 
and his relative, the Raja of Telangan. " 

This conclusion is corroborated by another fragmentary 
Prakrit inscription found in the meherab, wherein in a line the 
victory pillar is actually mentioned in a poetic way. It runs thus: 

eirofifi<!lH':l'!j'l.li; G{<ir "1'!'.!i'!f{ Q;l'r "!<fu I "1<!'ji'lf\1'R '4•il-
" Addressing to I</ng Bboja, the poet says-" My Lord, you 

have caught hold of ror captured] the victory Elephant by a 
rope made of the rays issuing from your shining sword and. have 

·raised this pillar in order to fasten that elephant of Victory 
permanently." 
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"My love, a war was waged between His Majesty Arjuna,. 
varma-deva, the first among heroes and worthy scion of the 
race of the great king Bhojadeva, and Jayasimha the ruler of 
Gujarath, and a tumultuous battle took place between them, 
in the:neighbourhood of the mountain Parva Parvata (probably 
Pavagad in the Panch Mahals). The combating armies 
dashed against each other, as the ocean waves do in a storm. 
The enemy's"army fled from the battle-field. The victorious 
king of Dhiirii suspended the downpour of arrows. The 
Gods in the heavens, in admiration of his prowess, showered 
flowers over him, and a bud of Parijata (a tree of paradise) 
fell upon his bosom. The bud was miraculously transform
ed into;a beautiful maiden and forthwith a voice from heaven 
(AkMlivftk) declared that by espousing her, the king of Dhlirli 
would&prosper like the illustrious king Bhoja." 

The N afi wonders at the miracle. The manager explains 
that the dame! was the Personified Glory of the Chaulukya 
king of Gujarath, that had perished in the latter's defeat, on 
the battle-field, and had then ,been changed first into a Parijata 
bud and then into a woman. ' 

The king, though struck by her beauty, did not long gaze 
at her out of respect for the public, but handed her over to 
his trusted chamberlain Kusumakar, superintendent of the 
royal gardens. 

Kusumiikar's good wife Vasantalila kept he,r in the 
Emerald Bower at the Royal Pleasure Garden (Pramadavana) 
situated on the top of Dharagiri. 

Having entrusted the cares of the State to his minister 
Narayat;ta, the king engages himself in enjoying the vernal 
festival. He goes to the topmost room of his magnificent 
palace, with a view to witness the festivities. The manage'r 
prefacing the story of the play in this manner, and descrying 
the King and (the) Queen praises them thus:-

"Oh, how handsome i,~ the young king Arjuna, the son 
of Subhat and worthy r1lpresentative of the Parmar clan.! 
He has become renowned for the chivalry and valour, he 
displayed in the late Gujarath campaign. Look, he is 
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accompanied by his beautiful queen Sarvakala, the daughter 
of the king of Kuntal (part of the Deccan between the Krisht;ta 
and the Tungabhadra). Thus introducing them to the 
audience, he retires from the stage." 

The king and queen together with the king's invariable 
companion Vidufaka, the jester, enjoy the Spring festival, 
in w!iich all the people of Dhar, high and low take part, 
singing, dancing, beating the drums and throwing at each 
other scented and coloured waters and the red powder sindur 
(probably what is now called gulal). 

The queen is put in mind of the proposed wedding of 
the Madhavi creeper and the mango tree in blossom, for 
the preparation of which she retires to the Royal garden on 
the hill top (Dhiiragiri.) 1 

All this while the new maiden Parijiita Mafijari, the 
heroine who had fallen in love with the king, was pining 
away i~ her retired nook, not knowing whether the king 
would accept her. The king who had also~taken a .fancy for 
her, had not had an opportunity of meet1?g her m per~o.n 
and revealing his feelings to her. In the midst of the fest1v1-

, ties, however, he begins to feel the pangs of love. Vidiilaka 
then proposes that they should go to the Pleasure Garden on 
the hill for amusement. 

Here closes the first act named, "Vernal Festival." 

ACT II 
Kusumiikar the garden superintendent, enters, and des

cribes the beaut~ of the Pleasure Garden, which, he says, is 
much enhanced by the marriage festivities held by th.e queen 
and the delightful breezes that are blowing. 

At this time the garden was full of pleasant excitement 
and bustle on account of the concourrn of the people of the 

1. Dharagiri was most probably the elevated ground to the 
East of Munja Sagar on which in the Parmar Period there was a 
small fortress provided with a well and a garden and on which 
the present strong masonry fort \\as built about 1344, by Emperor 
Muhammad Tughlak (1325-51). [K. K. Lele] 
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town of Dhara who had assembled there to witness the 
festivities of which the singing of marriage songs by dancing 
girls formed the chief part. Amidst these sports Kusumakar 
is reminded of his ward Parijatamafijari, who though longing 
to see the king cannot yet openly take part in the sports. 

Kusumakar's wife comes and reports to him the love.lorn 
condition of the maiden. Kusumakar gives her the news that 
the king is coming to the Dharagiri hill in order to honour 
the marriage celebrations of the Madhavi creeper and intends 
availing himself of the opportunity of paying a private visit 
to his love. · 

Kusumakar further informs her of the love-sick condition 
of the king and bids her comfort Parijatamafijari with the£e 
tidings. 

The king goes to the garden accompanied by Vidfts~aka 
and describes the garden scene. · 

Vidiishaka is struck with wonder at the sight of different 
flowers and fruits, growing on the same plant. This 
ignorance on the part of Vidnshaka of the triumphs' of 
horticulture excites laughter. 

Then comes the queen attended by singing and dancing 
girls. The queen shows the Madhavi and Mango couple to 
the king. The king and queen are engaged in the marriage 
ceremonies. Parijatamafijari, the heroine, as previously 
settled witnesses them from a retired corner and from behind 
a fence of small trees and creepers. VasantaliHl who is with 
her, hits upon and carries out the ingenious plan of ·causing 
the image of Parijatamafijari to be reflected from some orna
ment of the queen's, so that it might be observed by the king. 
She partly removes the foliage in front of the face of Parijata
manjari, whose reflection falls on the ear-ornament (tftdanka) 
of the queen. The king notices the reflection and, holding 
the queen's ear, looks intently at it, and is absorbed in a deep 
sensation ofi pleasure. Vasant3lila directs the attention of 
Parijatamai\jari to the ear:orna'inent of the queen, where sh.e 
sees her own image as well as that of the king side by side as 
at.nuptials. Parijatamafijari en'ertains a dou\Jt whether it 
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was the ear-ornament or her own reflection that attracted the 
king's notice so much. Vasantalila marking her incredulity 
hides her behind the foliage. The king instantly become~ 
disturbed and agitated at the sudden disappearance of the 
image of his iove. He looks back and catches a glimpse of 
Piirijatamanjari through the foliage. Pltrijatmanjari also 
throws a s'ide-long look of love at the king. But the king 
immediately remembering where he was, looks at the ear
ornament as before. Kanakalekhii, the queen's maid and 
Vidilshaka the jester who were observing what was going on 
between the king and Piirijatamanjari, look at each other and 
smile significantly. 

The queen who so long held her ear steady for the king, 
now lost her patience. Her right eye began to throb. 1 She 
eagerly looked up at her maid, marked the maid's smile and 
seeing the king making some signs to her, suspected intrigue 

. ' and angrily left the king. Parljatamafijari and Vasantalila, 
thinking that the king would now follow the quel)n to appease 
her anger, also left the spot, where they had screened them
selves from public gaze and wended their way towards the 
Emerald Bower. 

Thus when the king turned back to have a look again at 
bis love, he did not see her. The king and his friend 
Vidiishaka bend their steps towards the Emerald Bower. 
The king descries Parijatamafijari from a distance. He 
collects flowers and going secretly forward throws them one 
by one at her. Seeing the king and taking him to be the God 
of love in person darting his flowery arrows at her, she fainfs. 
The king comes up and touches her bosom with an emotion 
of pity and affection; Vasantlila fans her and calls her 
affectionately. 

Recovering her consciousness, Parijatamafijari wishes td 
depart, but is detained by the king, who implores htr for the 
favour of a sweet look and a smile. 

1. The throbbing of the light eye of a woman is an ill omen 
betokening some future evil, 
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